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MUSIC OF A REIGN
DOULCE MÉMOIRE
DENIS RAISIN DADRE

Francis I, as a princely patron of the arts, realised that music was a very useful tool for his policy of prestige:

• official music for great diplomatic events like the amazing musical ‘tournament' between the Chapelle
of the King of France and the Chapel Royal of Henry VIII of England at the Mass for the Field of the Cloth
of Gold, reconstructed in this recording;

• but also more intimate music with the exceptionally subtle, refined and learned repertory to be heard
in the monarch’s châteaux such as Chambord and Fontainebleau, performed by the finest singers and
instrumentalists of the realm under the aegis of the Chambre du Roi.

Here is a feast of previously unrecorded music for King Francis I, the symbol of a happy Renaissance.
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Francis I, after François Clouet, oil on wood, 17th century 
© Domaine national de Chambord - Photo, Léonard de Serres
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DOULCE MÉMOIRE - DENIS RAISIN DADRE: ARTISTIC DIRECTOR

Mass for the Field of the Cloth of Gold, 23 june 1520

Philippe Vallepin : speaker

Véronique Bourin, Clara Coutouly : sopranos

Paulin Bündgen : alto

Hugues Primard, Marc Manodritta, Vincent Bouchot : tenors

François Fauché, Marc Busnel : bass

Eva Godard : cornett a’ = 464 Hz by Serge Delmas (1995) / mute cornett a’ = 464 Hz by Serge Delmas (2003)

Franck Poitrineau : tenor sackbut by Glassl after Sebastian Hainlein, Nürnberg (1632)

Stéphane Müller : tenor sackbut by Ewald Meinl after Antoni Drewelwecz, Nürnberg (1595)

Elsa Frank, Denis Raisin Dadre, Jérémie Papasergio :
ensemble of Renaissance oboes a’ = 520 Hz by Bernard Schermer, John Hanchet & Olivier Cottet /
ensembles of Renaissance bassoons a’ = 464 & 415 Hz by Laurent Verjat & Olivier Cottet / consort of
Praetorius recorders a’ = 464 Hz by Francesco Li Virghi & Adrian Brown / quartet of flûtes colonne
a’ = 392 Hz by Henri Gohin

Bruno Caillat : drum by Eckermann
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CD1 MASS FOR THE FIELD OF THE CLOTH OF GOLD Temps total : 69'58
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1. Pavanes - Pierre Attaingnant éditeur 3'34

2. TEXTE : «Après que les trompettes,…» 1'01

3. Introit : Da pacem, Domine 1'49

4. Kyrie - Claudin de Sermisy 8'06

5. Da pacem Domine - Jean Mouton 3'25

6. Gloria - Nicholas Ludford 9'32

7. Bonus et miserator - Anonyme 1'40

8. TEXTE : «En ce vingt-troisième jour…» 0'38

9. Credo - Antoine Divitis 9'35

10. Reges terrae congregati sunt - Jean Mouton 5'38

11. Sanctus - Nicholas Ludford 5'36

12. Elévation : O salutaris Hostia 
Anonyme, Occo codex 2'03

13. Benedictus - Nicholas Ludford 4'17

14. Agnus Dei - Claudin de Sermisy 5'54

15. TEXTE : «Après la messe,…» 0'36

16. Verbum bonum et suave - Jean Mouton 9'14
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DOULCE MÉMOIRE - DENIS RAISIN DADRE: ARTISTIC DIRECTOR

The Chambre du Roi

Véronique Bourin: soprano

Paulin Bündgen: alto

Hugues Primard: tenor

Tomáš Král: baritone

Marc Busnel: bass

Elsa Frank, Denis Raisin Dadre, Johanne Maître, Jérémie Papasergio: ensemble of Praetorius re-
corders a’ = 464 Hz by Francesco Li Virghi / quartet of flûtes colonne a’ = 392 Hz by Henri Gohin /
large-bore alto recorder a’ = 392 Hz by Henri Gohin after anonymous instrument, Paris / ensembles
of Renaissance bassoons a’ = 464 & 415 Hz by Laurent Verjat & Olivier Cottet

Pascale Boquet:
Renaissance lutes in G a’ = 464 & 392 Hz by Didier Jarny / Renaissance lute in G a’ = 440 Hz by Joël
Dugot / Renaissance guitar a’ = 464 Hz by Didier Jarny

Miguel Henry: Renaissance lute in D a’ = 464 Hz by Didier Jarny / Renaissance lutes in G a’ = 464 &
392 Hz by Ivo Magherini

Bruno Caillat: tambourins



ZZT
373

CONTENTS

CD2 THE CHAMBRE DU ROI Total time : 73'05

09

1. Pavane - Claude Gervaise 3'29

2. Je suis déshéritée - Anonyme 2'26

3. Je suis déshéritée - Pierre Certon* 3'57

4. Susanne un jour - Didier Lupi Second 2'09

5. Susanne un jour - Pierre Certon* 4'29

6. La volunté - Albert de Rippe 2'30

7. La volunté - Pierre Sandrin 1'41

8. Basse danse La volunté
Pierre Attaingnant éditeur 1'52

9. Celle qui m’a le nom d’amy donné
Pierre Sandrin 1'42

10. Basse danse Celle qui m’a le nom
Pierre Attaingnant éditeur 1'38

11. Contre raison - Claudin de Sermisy 3'02

12. Gaillarde Contre raison
Pierre Attaingnant éditeur 2'41

13. Tant que vivray - Pierre Certon* 2'21

14. Tant que vivray - Claudin de Sermisy 1'37

15. Content désir - Claudin de Sermisy 1'23

16. Basse danse Content désir
Pierre Attaingnant éditeur 1'52

17. Las je my plains - Claudin Sermisy 2'16

18. Las je my plains - Pierre Certon* 2'47

19. Reviens vers moy - Pierre Certon* 3'21

20. Au joly bois - Hilaire Penet 2'39

21. Au joly bois - Pierre Certon* 4'25

22. O combien est - Pierre Phalèse éditeur 2'16

23. Si par fortune - Pierre Certon 1'42

24. Si par fortune - Pierre Certon* 2'22

25. L’œil pres et loing - Pierre Certon 2'51

26. Pavane et gaillarde L’œil pres et loing
Pierre Attaingnant éditeur 3'44

27. Reviens vers moy - Johannes Lupi 2'00

28. Contentez-vous - Claudin de Sermisy 1'49

29. Contentez-vous - Pierre Certon* 2'05

30. Vecy le may - Anonyme 1'05

31. Vecy le may - Antoine de Févin 2'54 

* extrait des Meslanges
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INTRODUCTION BY DENIS RAISIN DADRE

The meeting of the Field of the Cloth of Gold in 1520 was the starting point for this project focusing
on Francis I, King of France from 1514 to 1547. I have long been interested in the great diplomatic
events accompanied by music which gave the chapels of contemporary sovereigns a chance to
measure themselves against each other. The most famous ones involving Francis I were the meeting
with Pope Leo X at Bologna in December 1515, the meeting with Charles V at Aigues-Mortes in 1538,
and of course that of the Field of the Cloth of Gold. The latter seemed to me to be the most inter-
esting musically, because of the differences of style between the French and the English, which
must have been much more perceptible than those with the cappella of Leo X, which had members
of all nationalities (except the English!), and that of Charles V, whose directors, Anthonys van
Berghen and Crecquillon, wrote in a Franco-Flemish style which, magnificent as it was, possessed
no special feature to distinguish it from the style of Francis I’s court composers.
I had to gather as much information as possible and read period documents to get some idea of
what really went on during the Mass that concluded the Field of the Cloth of Gold. The concert pro-
gramme based on that historical event turned out to be very convincing, and it was once we had
finished recording it at the abbey church of Fontevraud, which is also the burial place of the Plan-
tagenet dynasty of English kings, that the idea occurred to us of coupling it with the recording we
were planning to make on the subject of the Chambre du Roi for the anniversary of the accession
of Francis I to the French throne in 1515. This decision enabled us to concentrate on the sacred and
secular vocal music of the reign; all that was lacking was dance music, but Doulce Mémoire had al-
ready treated that aspect in several of the group’s recordings.
After Fontevraud, Chambord was of course the ideal place for such an adventure. The chateau’s
large chapel did not exist in Francis’s time – it dates from the reign of his successor Henry II – and
so it would have been anachronistic to record the sacred music there; moreover, as a centre of
royal pleasures and festivities, Chambord amply justified the secular project centring on the Cham-
bre du Roi. After the atmospheric nocturnal recording sessions in Fontevraud, watched over by the
recumbent effigies of the Plantagenet dynasty, we found ourselves in Chambord in the evening,
closed to the public, surrounded both by its architecture, conceived in the sixteenth century like
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motionless music, and by its silence, which in this chateau situated in the heart of a forest is ex-
ceptional in its density. The recording was made in one of the cross-shaped rooms in the keep,
which meant we went up the famous double helix open staircase to get there. Then came the
recording sessions in the middle of the night, when at two o’clock in the morning the slightest note
takes on an exceptional dimension and resonance. Working at Chambord also made us realise that
the private spaces were not enormous: in the end, chamber music was performed in quite an inti-
mate environment, and one understands better why all the contemporary sources emphasise the
gentleness and sweetness of the voice; in such spaces, raised voices and grandiloquence would
not be effective, if only for acoustic reasons. We must take a constant interest in the historical per-
formance conditions of the music we play and sing today, asking ourselves where, how, and by
whom it was performed in order to bring out its full flavour. I hope that our two recording venues,
Fontevraud and Chambord, with their very different ambience and acoustic qualities, will have
helped to inspire us in our search for the spirit of this bygone age.

After the recording sessions, some of the participants slept in the chateau itself, and we could sense
the evocative power of the building and realise what an honour it was for us to bring this music
back to life in such emblematic surroundings.

Denis Raisin Dadre
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MUSIC AT THE TIME OF FRANCIS I

The musical sources

Not being either a musicologist or a historian, I don’t want to give a disquisition here on the musical con-
text at the time of Francis I: other people better qualified than I have already discussed it in numerous
studies. But, as a musician who has been in touch for many years with a non-specialist but nonetheless
curious public, I am in a good position to summarise the questions we have been asked after our con-
certs. Here are those eminently practical interrogations.
The first concerns what we call in our jargon the sources, that is, where the music we perform actually
comes from. It’s a highly relevant question when discussing the time of Francis I, which underwent a ver-
itable revolution with the birth of music printing. Before the invention of the printing press, music circu-
lated in manuscript form, and it is important to realise that these manuscripts were rare and costly,
confined to the highest social classes, kings and princes or very wealthy merchants. For example, what
is known as the Bayeux Manuscript was compiled for Duke Charles de Bourbon, Constable of France
under Francis I, and the Occo Codex (the source of the Elevation from the Mass of the Field of the Cloth
of Gold) belonged to Pompeius Occo, a wealthy Amsterdam merchant who represented the famous Fug-
ger bank. On account of its value, the illuminated musical manuscript constituted a princely gift, with
which one might be presented, for instance, on the occasion of a marriage. Hence the immense majority
of the population, even educated, had no access to this type of score. 
The revolution brought by music printing began in Venice in 1501 with the first volume published by Petrucci,
the Harmonicae Musices Odhecaton Canti A, then in France in 1528, with the first volume of the Chansons
nouvelles à quatre parties issued by Attaignant. The latter is a collection of thirty-one chansons, twenty-
eight of them by Claudin de Sermisy, composer to Francis I. Thanks to the diffusion of this type of anthol-
ogy, containing music that did not call for great virtuosity of sight-reading or execution, the rapidly
expanding bourgeoisie could perform music previously reserved for the nobility.
The development of wider access to music was accompanied by a flowering of manuals intended for the
instruction of amateurs. The year 1550 saw the publication of the Droict Chemin de Musique of Loys Bour-
geois, written in French and not in Latin as earlier treatises on music had been, which allowed readers to
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learn music more easily and faster. This was followed by methods for playing instruments, such as the
Épitome musical of Philibert Jambe de Fer in 1556, which in addition to the customary guidance for this
kind of public on what we would today call the rudiments of music also gives fingerings and other advice
for playing different sorts of recorders (fleuste d’allemand, fleuste à neuf trous), the viol, and the violin.
Later, in the reign of Henry II, the tutors of Adrien Le Roy for the guitar, the cittern, and the mandore
were printed. Hence this new audience, in the rapidly burgeoning towns, was able to indulge in the hon-
est pastime of music, so often represented in the paintings of the period, a convivial pleasure practised
at home with exuberant spontaneity. Editions in tablature of music for lute and guitar also allowed those
with poor reading skills to play those instruments more easily. The development of musical practice went
hand in hand with the birth of a specifically instrumental repertory underpinned by intensive activity on
the part of instrument makers. For instance, Gaspar Duiffoprugcart was fetched from Bologna in 1515 by
Francis I and made viols and violins in Lyon. Inventories of town-dwellers’ estates testify to the dissem-
ination of music making in the middle classes, where it was not rare to own several families of instruments,
for example a consort of flutes and a consort of viols. To have a set of instruments at home enabled one
to play music with one’s friends. Since the price of wood and workmanship remained low, it was much
less of a luxury to purchase instruments than fine garments.

Another innovation that facilitated access to music was the evolution of the French chanson. In the fif-
teenth century, the chanson de cour of the generation of Binchois, Caron, Compère, Hayne van
Ghizeghem, Agricola and so many others was characterised by its musical and poetic complexity. Its
erudite style required musicians to master complex notation involving ligatures, colorations, mensura-
tions, and proportions. Added to this, set poetic forms such as the rondeau, the ballade, and the virelai,
written in courtly language deliberately obscured by the Grands Rhétoriqueurs, helped to make the
practice of music inaccessible to many. In the reign of Louis XII there appeared, alongside this older
chanson de cour, a new type of chanson called ‘rustique’, in which a monophonic folk tune like L’amour
de moy, Sur le pont d’Avignon, or Il fait bon aimer l’oiselet is set in the tenor voice, then harmonised in a
simple vertical style. The so-called chanson rustique, combined with the influence of the Italian frottola,1

led to what was referred to as the nouvelle chanson of the musicians of Francis I. The court composers
simplified the musical style in comparison with the preceding generation by using short poems in lines

15
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of four, five, then eight and ten lines, whose subjects are less obscure than those of the poetry of the
Grands Rhétoriqueurs of the fifteenth century. This simplification of secular court music in turned de-
mocratised access to music for the middle classes, which took it up with enthusiasm, as is shown by the
success of the publications of Pierre Attaingnant and their many reprints. The new chansons were not
all love-songs, and a certain number of them are characterised by licentious, even openly erotic words.
Erasmus was clear on the matter when he strenuously condemned the practice of chansons nouvelles:
‘Today, in certain countries, it is even customary to publish each year new songs that young girls learn
by heart, the subjects of which are more or less of this kind: a husband cuckolded by his wife, or a maiden
preserved to no avail by her parents, or a woman secretly sleeping with a lover. And these actions are
related in such a way as to suggest that they were accomplished honestly . . . One even finds parents
who believe that for politeness’ sake their daughter should not be ignorant of such songs.’2

It is fascinating from a historical point of view that this preface should be dated 1525, for although it is
generally accepted that it was in 1528 that the first printed music was published in France, we know from
the catalogue of the library of Ferdinand Columbus (son of Christopher) that he had bought in France,
and more precisely in Lyon, music that had already been printed in the early 1520s. This information is
therefore corroborated by Erasmus’ comments.
Such chansons were to enjoy wide dissemination during the reign of Francis I: Attaingnant, the king’s
printer from 1528 to 1552, published some 1,800 of them! And they also developed into a genuine fashion
in Europe, since they were taken over into instrumental works by the leading Italian, English, and German
keyboard composers and by the cornettists of St Mark’s basilica in Venice, Giovanni Bassano and Giro-
lamo Della Casa, who produced ornamented versions of Un gay bergier, Frais et gaillard, and Jouissance
vous donneray. This aspect of the influence of French culture in this period is often underestimated, but
if we look more closely we find that the first music printed in Venice in 1501 was already a French chan-
sonnier, and throughout the sixteenth century the chanson enjoyed unfailing popularity all over Europe,
as is proved by the multiple versions of Susanne un jour, the biggest ‘hit’ of the Renaissance.

To give a simple answer to the question of the sources for the French repertory of the era of Francis I, I
would say that we proceed as for the sixteenth century in general, using the scores printed by Pierre

16
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Attaingnant, which are preserved in the libraries of Europe and are becoming increasingly accessible
thanks to a recent invention that mirrors that of printing, the internet.

The musical practice of the people

Another question we are often asked after concerts concerns the ordinary people of the time. While my
various booklet articles produced to accompany our successive recordings have dealt at some length
with the court, and also with the bourgeoisie when discussing chansons and instrumental practice, I
have not had a word to say about the common people, who after all represented the vast majority of
the population! What do we know about their musical habits?

It is difficult to answer that question, since we do not possess – as in the case of the ruling classes –
archival and written sources that can help us to form an idea of the place of the music in the everyday
life of the people. Nevertheless, we can fall back on analysis of the presence of music in numerous paint-
ings of this period, in which we see village festivities invariably accompanied by musicians and instru-
ments, in general bagpipes, oboes, and fiddles. These musicians are travelling minstrels (ménétriers),
who were present in both urban and rural environments; they came to accompany dances, fairs, and
weddings. The bagpipe, often depicted in such paintings, also carries a charge of erotic symbolism (as
in the line ‘Ta musette godinette nous fera danser’ – Your frisky bagpipe will make us dance – in
Janequin’s Or vien ça, vien, m’amye), its swelling bag and reed chanter inviting double-entendres of
the kind to which the chansons de cour are partial. As viewed from court, the people are always engaged
in intense erotic activity, and shepherds are neither tender nor dreamy. They boldly tumble the lasses,
while the latter, who have powerful appetites, are constantly complaining of their lads’ lack of en-
durance… Aside from these highly physical games, the people also danced, and their dances greatly
interested the aristocrats, who took over into their mascarades such regional branles as the branle de
Poictou, the trihory and guilloret de Bretagne, the Basque canadelles, and the martingale de Montpellier.
In these, the dancers’ relationship with their bodies is much freer, less stiff than the deportment neces-
sary for courtly dances. Antonius Arena, in his famous instruction manual Ad suos compagnones studi-
antes, partly devoted to the dance, wrote in 1528 of the village celebrations at Solliès: ‘they do capers,
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handstands, and back somersaults, and believe me, they perform true athletic feats’; and further on:
‘the young people show their paces in myriad physical exploits, and all who wish to dance ask them for
aid’.3 This athletic aspect of folk dance was to have a great influence on the technical development of
courtly dance, favoured by nobles who were themselves youthful and extremely well practised in sport-
ing activities; we are very far from the image of dance as formal, rigid, and unspectacular.
The people also sang, of course. When there was not enough money to hire minstrels, they danced to
the sound of singing, which explains why so many songs take the form of branles, the simple, the double,
the branle gay, the branle de Poictou. And singing also accompanied everyday life in the guise of work-
song (chanson de métier), such as the spinner’s song Je file quand Dieu me donne de quoi (I spin when
God gives me the wherewithal). There are magnificent folk tunes from the Île de France region, compiled
by Charles de Bourbon in the Bayeux Manuscript, songs such as L’Amour de moy, Adieu mes amours,
and Je suis Robert le beau Robert, which subsequently appeared at court in works of art music, thus at-
testing the continuous circulation between the two worlds. When the Reformation came, the people also
sang psalms, for the Protestants had shrewdly realised the power of a melody sung in unison by a con-
gregation of believers to consolidate and propagate their faith. This practice is attested by the many
editions of psalters in French, published in Geneva and diffused in France.

The training of musicians

A further question that recurs frequently concerns the training of musicians.  The public can see well
enough that there are only a few classes in the doulçaine, tournebout, and other Renaissance instruments
in France nowadays. But how did musicians learn their skills in the sixteenth century? 
In so far as professional instrumental music is concerned, the framework was that of apprenticeship, as
for any other trade. The minstrels’ guild (confrérie des ménétriers) admitted only those musicians who,
after a six-year apprenticeship, passed their examination of technical competence. Moreover, in order to
open a school offering musical instruction, it was necessary to receive a licence from the guild, bestowed
by the king himself; masters who taught privately in noble or bourgeois families also required this licence.
In the case of vocal music, tuition was dispensed in the four hundred choir schools attached to the
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cathedrals and many simple parish churches. The boys who studied there were taught Latin, grammar,
and music, and took part in the full range of religious offices. All the great composers went through these
institutions, which combined theoretical and practical training. The French Revolution abolished the choir
schools, which had passed on the art of music for centuries, and created in 1793 an Institut National de
Musique which lies at the origins of the modern French conservatoire system. 

Women, music, and prohibitions

The last question that comes up regularly is about women. Whenever we give a concert of sacred vocal
music, the audience is surprised not to see any female sopranos, as in modern choirs. Everyone knows
the maxim from the First Epistle to the Corinthians, ‘Mulieres in ecclesiis taceant’, ‘Let your women keep
silence in the churches’ (I Cor 14:34). This prohibition was extended to singing: women were not allowed
to sing in sacred music (except of course in convents), nor in official secular music either, for reasons of
decency following the precepts of the time. In the domain of instrumental music, it was frowned on for
women to play wind instruments, which deformed the mouth and cheeks: ‘Imagine how unlovely it would
be to see a woman play drums, fifes or trumpets, or other like instruments; and this because their harsh-
ness hides and destroys that mild gentleness which so much adorns every act a woman does.’4 So
women played the lute, the viol, the spinet, all of them quiet instruments, intended for domestic recrea-
tion. One must also bear in mind the debate that ran through Renaissance society, which is reflected in
Castiglione’s Book of the Courtier: ‘… music as well as many other vanities may be proper to women and
perhaps to some that have the semblance of men, but not to those who really are men’.5 Music might
emasculate a man: frequent practice of it threatened his virility, except of course the powerful-sounding
instruments known as ‘hauts instruments’ (oboe, sackbut, cornett) and martial music (fife and drum); but
there was always a suspicion of feminisation with the delicate-sounding instruments, and so it was
thought preferable to confine women to the latter. To be fair, though, it should be recalled that music
has ardent champions in The Book of the Courtier, who point out that ‘it was always celebrated and held
sacred among the ancients’6 and quote Aristotle and Plato who were of the opinion that the educated
man should also be a musician.

19
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One thing we are often not aware of is the place of music in Renaissance society. Whether at court, in
the home of a bourgeois family, or in a village where music was present, it acted as an accompaniment
to daily life. At court it contributed to cultural prestige; in the bourgeois household, it was an element of
social distinction; and in the villages, it regulated everyday existence: ‘. . . rough toilers of the field under
a burning sun often cheat their weariness with crude and rustic song. With music the rude peasant lass,
who is up before the day to spin or weave, wards off her drowsiness and makes her toil a pleasure.’7

At a time when music existed only in live performance, its power and the respect with which it was treated
are difficult for us to conceive of now that we live in such a noisy world. So I will leave the last word to
Castiglione, who sums up his contemporaries’ faith in music: ‘And I shall call to mind how it was always
celebrated and held sacred among the ancients, and how very sage philosophers were of opinion that
the world is composed of music, that the heavens make harmony in their moving, and that the soul, being
ordered in like fashion, awakes and as it were revives its powers through music.’8

Denis Raisin Dadre
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1 The frottola was a secular polyphonic composition in four voices on an Italian text, generally performed by solo voice and lute. The form
was very popular in northern Italy in the period 1490–1520 and predated the appearance of the madrigal.
2 Erasmus of Rotterdam, Preface to the Institutio christiani matrimonii (The institution of Christian marriage), published in 1525 and dedicated
to Catherine of Aragon.
3 Antonius Arena, Ad suos compagnones studiantes (To his fellow students), first printed in 1528. 
4 Baldassare Castiglione, The Book of the Courtier (Venice: 1528), tr. Leonard Eckstein Opdycke (New York: Charles Scribner’s Sons, 1903),
Book 3, chapter 8.
5 Castiglione, op. cit., Book 1, chapter 47.
6 Ibid.
7 Ibid.
8 Ibid.Lebovici 1987.
6 Ibid.
7 Ibid.
8 Ibid.
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MASS FOR THE FIELD OF THE CLOTH OF GOLD, 23 JUNE 1520

The historical context

The election of Charles V to the imperial throne on 28 June 1519 led immediately to a rapprochement be-
tween France and England. By uniting the territories of Spain and the Holy Roman Empire, Charles V
represented a threat to the European balance of power. Henry VIII and Francis I therefore decided to
confer, entrusting the organisation of their meeting to Cardinal Wolsey, Lord Chancellor of England.
The event took place at Le Val Doré (since known in English as the Golden Dale), a valley in Flanders
situated between the town of Ardres and the castle of Guînes. A sumptuous tent was erected to receive
Their Majesties and a site was chosen to hold the tournament, which featured jousts, tourneys, and
hand-to-hand combats.

A serious organisational problem arose: since the town and the castle had both been ravaged by recent
warfare, where could the participants be accommodated? The French decided to set up four hundred
tents in a meadow. It was these, covered in velvet and cloth of gold, decorated with coats of arms and
standards, more sumptuous, according to an eyewitness account, than the pyramids of Egypt and the
Roman amphitheatres, that gave their name to the meeting, which was henceforth referred to as the
Field of the Cloth of Gold.

Francis I reserved for himself a tent higher than the others and surmounted by a life-size statue of St
Michael. Henry VIII had a temporary palace made out of wood but painted in trompe-l’œil. This was en-
thusiastically described by a French spectator, Jacques Dubois, as an ‘immense and august edifice that
rises on wooden beams and is covered with gold, encrusted with large gemstones, an edifice more pre-
cious than the amphitheatre of Caesar’.
In this ostentatious setting of magnificence piled upon magnificence, from 5 to 23 June 1520, eighteen
days of tournaments and banquets were held, in the course of which the two kings took turns to invite
each other, seconded by their musicians: no fewer than twenty-four trumpeters to accompany the dishes
at the feast offered to Henry VIII!
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On the tournament field, a wooden chapel covered in tapestry was built, ‘the most beautiful I ever saw’.
The meeting culminated in the High Mass on 23 June celebrated by Cardinal Wolsey, legate of England and
principal counsellor of Henry VIII, assisted by the papal legate, twenty-one bishops, and three cardinals.
The various contemporary accounts, both French and English, agree in their description of the ceremony.
The presence of the two royal chapels is attested (‘The singers of the Kings of France and England were
there, and [Mass] was loudly and sumptuously sung’); they shared performance of the Mass.
The English choir began by intoning Terce (i.e. the office that immediately preceded the hour of Mass),
then the first Introit was sung by the English, the second by the French, the Kyrie by the French, the
Gloria by the English, and so forth. The ceremony was crowned by the performance of motets, a veritable
contest between the two chapels, each of them choosing the most lavish pieces in its repertory. 
In this recording, Doulce Mémoire has sought to reconstruct the meeting of the two chapels, French and
English, on the occasion of the Mass celebrated on 23 June 1520.

The Chapelle de Musique of Francis I

The Chapelle de Musique, whose role was to sing religious offices, followed the king on his progresses.
Comprising as it did the finest singers and composers in the realm, its role was to exalt the celebration
of the Mass in polyphonic music and thus to contribute to the prestige of this Most Christian King. It must
be distinguished from the ‘ecclesiastical’ chapel, consisting of almoners, chaplains, clerks of the chapel,
and confessors to the court, which had no musical function.
Nevertheless, it should not be imagined that the Chapelle de Musique also sang the Daily Office; that
task was performed by another institution, the Chapelle de Plain-chant. More modest in numbers, and
costing five times less than the Chapelle de Musique, it sang Low Mass and all the offices in plainchant,
while polyphonic music was reserved for the important services of the liturgy and for exceptional events,
which it embellished and made more solemn.
The Chapelle de Musique generally consisted of boys and adult male singers, but could call on instru-
ments for grand occasions. Jehan La Caille testifies to this when he mentions the participation of the
king’s sackbuts and fifes alongside the French choir at the Mass of the Field of the Cloth of Gold. These
musicians belonged to another royal institution, the Écurie, which assembled the players of wind instru-
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ments. Its members were always present at royal ceremonies – feasts, balls, banquets, funerals, pro-
cessions – which they enhanced with their powerful sonority.

Status of the chantres

The French choirmen (chantres) were all clerics, indeed generally priests. In the account books they are
called ‘chantres et chapelains ordinaires’. Francis I improved their position by promoting them to
‘chantres et chanoines ordinaires’, the status of canon being superior to that of chaplain.
The chantres of the Chapelle of the King of France occupied a prestigious and well-paid post: they re-
ceived high salaries and ecclesiastical benefices granted by the king. This comfortable position explains
the stability of the musical personnel. Thus Francis I secured the continuing presence of the talented
musicians Jean Mouton, Claudin de Sermisy, and Antonius Divitis, all of whom were in the service of his
predecessors, Charles VIII and Louis XII. One may surmise that such stability, as is the case in today’s
musical ensembles, guaranteed a high level of musical execution.

The French Chapelle and its composers in 1520

In 1520 it was Antoine de Longueval, a scion of a noble family from Arras, now forgotten as a musician,
who directed the Chapelle du Roi with the title of sous-maître de chapelle. He was succeeded on his
death in 1525 by Claudin de Sermisy. Following a reform introduced by Francis I, the maître de chapelle
was always a high-ranking ecclesiastic, and so the musician who directed the choir was given the title
of sous-maître. The musical personnel of the Chapelle totalled twenty-nine chantres (plus the six choir-
boys), an organist, and a music copyist. It should be pointed out that the chapels of the other sovereigns
were more modest: for example, Henry VIII’s had only twenty singers on the occasion of the Field of the
Cloth of Gold, and Charles V’s just sixteen. The merging of the chapel of Queen Anne of Brittany with
Louis XII’s when she died in 1514 explains the large number of singers the young Francis inherited.
Although no list of the personnel of the Chapelle for the year 1520 has survived in the archives for the
reign of Francis I, it is possible to deduce which singers and composers are likely to have been present
at the meeting of the two kings.
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Jean Mouton (1459–1522) was probably maître de chapelle to Anne of Brittany before transferring to the
service of Louis XII, then Francis I. He was present at the meeting between Pope Leo X and the young
King of France late in Bologna at the end of 1515. On that occasion, Mouton’s music was greatly admired
by the Pope, who rewarded him by naming him apostolic notary. Mouton enjoyed an immense reputation,
as is proved by the numerous manuscripts containing copies of his works, particularly in Italy. As an im-
portant member of the Chapelle du Roi and a composer, he must have been at the meeting of the Field
of the Cloth of Gold. 

Before entering the service of Francis I, Claudin de Sermisy (1490–1562) was a member of the chapel of
Anne of Brittany. After her death in 1514 and the attachment of her chapel to the king’s, Sermisy spent
the rest of his career at the court of France, becoming sous-maître de la Chapelle in 1525, as we have
seen. Mentioned by Rabelais in Pantagruel, praised by his colleague Pierre Certon as ‘grand maistre,
expert et magnifique compositeur’, he had a reputation that extended well beyond the frontiers of
France. His eminent position as future sous-maître allows us to deduce that he very probably partici-
pated in the ceremony on 23 June as a member of the Chapelle.

Divitis (1470-?) was a composer of Flemish origin, born Antonius Rycke in Louvain, who Gallicised his name
to Antoine Le Riche, then Latinised it to Divitis. He was a member of the Chapelle du Roi under Louis XII,
then Francis I. Since he is mentioned in documents as a valet de chambre until 1525, it is reasonable to
think that he too was present at the Field of the Cloth of Gold.

The English Chapel Royal

Henry VIII shared a love of music with his first wife, Catherine of Aragon. He was himself a composer,
with thirty-four works to his credit. We also know that he owned a collection of musical instruments of all
sorts (including seventy-six recorders!) thanks to the surviving inventory of his estate.

Like all the sovereigns of Europe, he maintained a Chapel Royal of musicians. The status of the singers,
known as ‘Gentlemen’, seems to have been different from that of their French counterparts. We may as-
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sume that some of them were churchmen without having any absolute proof of this, and we discover
that a certain number of singers of the Chapel Royal exercised commercial activities: some obtained li-
cences for import-export businesses and became customs officials or water-bailiffs! This situation lasted
until the end of the sixteenth century, when the composer-singers Tallis and Byrd obtained a monopoly
for the printing and publication of music.

Another difference from France is the fact that the Chapel Royal organised pageants staged before the
king. The Master of the Chapel Royal Children was in charge of the performances and even wrote the
texts. The principal actors in these entertainments were . . . the choirboys, but also the Gentlemen of the
Chapel. We know that at the Field of the Cloth of Gold, in addition to the celebration of Mass, the Gen-
tlemen of the Chapel also organised shows and ‘mummeries’ (masquerades) during the banquets. 
We know the names of the singers present at the Field of the Cloth of Gold thanks to a list of persons
designated to accompany the king and the queen at the meeting with the King of France. Among the
Gentlemen one must mention Henry VIII’s favourite composer Robert Fayrfax (died 1521) and the Master
of the Children William Cornyshe the Younger (died 1523). But the composer who has particularly caught
our attention is Nicholas Ludford (1485-1557?), a member of Henry VIII’s collegiate chapel at St Stephen’s,
Westminster. Although Ludford’s status was lower than that of Fayrfax and Cornyshe, he seems to have
been much appreciated and favoured by the king, as is revealed by the presence of his works in splendid
manuscripts bearing the king’s arms. Examination of the sources shows that the greater part of his output
was written before 1530; it would appear that Ludford remained a Catholic and did not compose for the
Reformed liturgy.

The Mass for the Field of the Cloth of Gold 

I devised our reconstruction of the musical programme of the meeting on the basis of the period
sources, with the two chapels sharing the music for Mass. It must be noted that, as always, and de-
spite the extensive accounts of the chroniclers on both French and English sides, we know nothing
of the nature of the works performed. We need to acknowledge that for the people of that era the
composer, the creator, was a much less important figure than today. The music of the Renaissance,
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the legacy of the medieval period, was a collective art; many singers in the chapels were also com-
posers, and the collective entity that was the chapel sang the works of such and such a composer
in the context of the celebration of the liturgy. To single out a personality within that collective was
not at all in the spirit of the time, and still less so in the case of sacred music!
For the participation of the French Chapelle du Roi, we had to choose between a celebrated com-
poser nearing the end of his career and representing the previous reign, Jean Mouton (who was to
die in 1522), and the young Claudin de Sermisy, who would subsequently become the most important
court composer of the reign of Francis I in the twin domains of sacred and secular music. I opted for
Sermisy’s Missa ‘Quare fremuerunt gentes’ in five voices, with an Agnus Dei in eight voices; its splen-
dour fits the circumstances especially well.

While the music of Mouton looks back to the fifteenth century and its complexity, it still belongs to the
generation of Josquin Desprez. Sermisy’s mass, in its simpler, more homophonic style, seems better
matched to the new reign of the young king, who was aged twenty-five in 1520.
Rather than retain the Credo of Sermisy’s mass, I chose to record a separate Credo (it is not part of a
mass) in six voices by Divitis. This work has the particularity of being written for two sopranos (the man-
uscript indicates primus and secundus puer, first and second boy), a rare scoring in this period. The re-
sulting increase in the number of voices for the Credo is not rare in sixteenth-century music; it laid special
emphasis on this text, which is the profession of faith of the Christian, investing it with greater solemnity.

Following a usage introduced in France by Louis XII, at the Elevation of the Host during Mass, the
hymn O salutaris hostia was sung with great devotion and respect. I have therefore included an
anonymous elevation copied in the Occo Codex, a manuscript dating from 1515-17. The piece is written
in homophonic style, a succession of full chords perturbed only by very dissonant clashes between
the soprano, which must sing the leading note (with F sharp) at cadences, and the tenor which has
no choice but to retain its F natural. The pungency of these dissonances generates a decidedly
strange atmosphere at this extremely meditative moment of the Mass. A century later, the Toccate
per le elevatione of Frescobaldi and Froberger contain these same dissonances, these durezze,
whose harshness was perhaps associated with the commemoration of the sacrifice of Christ.



ZZT
373

CONTENTS

29

Finally, several French motets are included in the programme for the Mass, and here I wished to pay
tribute to the great composer Jean Mouton. The six-voice motet Da pacem is written on the antiphon
Da pacem Domine. Given its nature as a prayer for peace, the text was especially well suited to the
meeting, which sought to promote universal Christian peace. Mouton quotes the antiphon in the
tenor while the alto performs a canon at the fifth with the tenor. In our interpretation, we have iso-
lated these two voices by assigning the other four parts to instruments. 
The motet Reges terrae congregati sunt refers to the biblical Three Kings, thus resonating with this
summit meeting of two kings. We have scored it with flûtes colonnes at the very low Chapel pitch (a’
= 392Hz). Finally, the eight-part motet Verbum bonum et suave concludes the programme of the Mass
with a splendid demonstration of Mouton’s contrapuntal skill. The composer has multiplied the situ-
ations of melodic conflict between the voices. The application of the rules of musica ficta (in which
it is up to the musicians to decide when they apply alterations) creates many moments of disso-
nance, for example with the soprano singing a B natural while the other voices sing B flat; this is re-
peated throughout the piece, generating moments of tension in what is predominantly pure triadic
harmony.

For the English part of the programme, I thought it interesting to choose Ludford’s Missa ‘Benedicta
et venerabilis’ in six voices. In 1520 this composer represented the new generation, just like Claudin
de Sermisy in the French part. Listening to the music of Ludford, one is struck by the singularity (in-
sularity?) of the English idiom at a time when there existed on the continent, in the sixteenth century,
a style one might almost call ‘international’.9 In fact, contrapuntal art music was fairly similar in the
papal chapel, the chapel of the King of France, or that of the Holy Roman Emperor. One of the ob-
jective reasons for this English particularism lies in the composition of the vocal forces: in England
the institutional posts, at the Chapel Royal and in the monastic foundations, were held by English-
men, and all the singers were English. In the other countries, such institutions recruited singers of
very diverse origins. The Sistine Chapel, where Italians, Frenchmen, and Spaniards cohabited, is one
of the most striking examples of this. Another reason for the stylistic integrity of English music,
unadulterated by continental influences, is the late arrival of printing there. Music was published in
Venice from 1501, and in France from around 1525. Collections of sacred and secular music, much less
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expensive than manuscripts, especially when produced in quantity, circulated in Europe and facil-
itated the diffusion of innovations and exchanges, whereas in England the norm was still the use of
manuscripts. Although a few psalters were produced in the middle of the century, it was not until
the end of the sixteenth century that there was a genuine development of English music printing.
The contrast between Sermisy’s mass and Ludford’s is arresting: where the Frenchman embraces
concision and a certain hieraticism, the Englishman indulges in rapturous ornamentation and fasci-
nating rhythmic invention that might well remind one of the Gothic architecture and the fan vaults of
Westminster Abbey. In his mass, the melodic lines are extremely long, stretching out on the vowels,
on which he embroiders melismas that make one completely forget the meaning of the words. As a
result, the listener’s attention is focused solely on the beauty of the music, the slow changes of har-
mony, and the virtuosity of the singers. The organisation of the voices is also different from one com-
poser to another: where Sermisy writes in five voices all through his mass (except for the traditional
change at the Agnus Dei, which switches to eight), Ludford constantly changes the vocal texture,
shifting from five voices to six, then to three, combining the voices to create trios of low voices (two
tenors, bass) and high voices (soprano, alto, tenor), and handling contrasts with astonishing vocal
exuberance and rhythmic vitality. We have underlined this difference of style by reserving an a cap-
pella interpretation, with no instrument doubling the voices, for the English repertory, as was the
usage at the time. For the French music, on the other hand, we have played with all the possibilities
of instrumentation, employing cornett, sackbut, recorders, and bassoons. The pitch used also helps
to differentiate the repertories: for the French, the gravity of Chapel pitch at 415Hz (392Hz in the motet
Reges congregati sunt), and for the English, a high pitch of 464Hz, thus lightening the two bass
voices of the mass, which are always in very low regions, and giving the treble – the top part – ex-
ceptional radiance. All of this derives from reflection on the practice of the period but also of course
from experimentation, with the two going hand in hand

Since the musicians of the Écurie were also present at the meeting at the Field of Cloth of Gold, we
have assigned two pieces to them. The opening pavane has a rhythm perfectly suited to the solemn
procession. The Bonus et miserator comes from a Bolognese manuscript known as Q18, intended for
a group of wind players – the same ensemble, the Concerto Palatino della Signoria, that must have
been present at the meeting between Francis I and Pope Leo X at Bologna in 1515. 
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The Franco-English meeting produced no result, unless it be the perpetually disappointed hope for
European peace. The English and the French met again in 1532. After that we have to wait until 1843
for a new meeting, when Queen Victoria paid Louis-Philippe a semi-official visit at his Château d’Eu.
All that was left was the memory of that great Mass in which the English and French styles had vied
with each other and where the music was ‘so fine to listen to that it is impossible to hear greater
melody’. And, to this day, no one knows who won that musical match!

Denis Raisin Dadre

9 In reference to ‘International Gothic’, the concept invented by the art historian Louis Courajod
in the late nineteenth century to describe the late phase of Gothic art which spread throughout Europe.
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Portrait of Henry VIII, painted by Hans Holbein, Rome, Palazzo
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Francis I, King of France - Hervé Lewandowski Jean Clouet
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Letter from Henry VIII ratifying the treaty agreed at Guînes con-
cerning the marriage of Princess Mary and the Dauphin Francis
© Archives Nationales de France

The meeting of Francis I and Henry VIII at the Field of the Cloth of Gold,
7 June 1520 - Friedrich Bouterwek (1806-1867)
© RMN-Grand Palais (Château de Versailles) - Gérard Blot
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Henry VIII of England embarks at Dover to sail to Calais, 31 May 1520
Friedrich Bouterwek (1806-1867)
© RMN-Grand Palais (Château de Versailles) - Gérard Blot 



Design for a royal pavilion in blue and gold, fringed with the Tudor colours of
white and green, said to be for Henry VIII at the Field of Cloth of Gold in 1520,
early 16th century. Cotton MS Augus- tus III, f° 11 © British Library

Design for a royal pavilion in the Tudor colours of white and green, fringed with
red and blue, said to be for Henry VIII at the Field of Cloth of Gold in 1520, early
16th century. Cotton MS Augus- tus III, f°19  © British Library

The meeting at the Field of the Cloth of Gold, 7 June 1520
Auguste-Hyacinthe Debay (1804-1865) © RMN-Grand Palais (Château de
Versailles) Droits réservés
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Design for a royal pavilion in crimson and gold, surmounted by eight-
een King’s Beasts, said to be for Henry VIII at the Field of Cloth of Gold
in 1520, early 16th century. Cotton MS Augustus III, f° 18 © British Library



Ratification by Francis I
of the treaty of com-
merce between France
and England , Amiens, 18
August 1527 
© London, National
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Confirmation by Francis
I of the treaty of perpet-
ual peace between
England and France, 30
April 1527, Amiens, 18 Au-
gust 1527 
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Archives, E 30/1111 

Ratification by Francis I of the treaty of perpetual peace between
England and France,
30 April 1527, Amiens, 18 August 1527 
© London, National Archives, E 30/1109
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Ratification by Francis I of the treaty to withhold consent to a Council
while the Pope remains prisoner, Amiens, 18 August 1527 
© Londres, National Archives, E 30/1114 

Lambeth Palace Library, The Arundel Choirbook: Nicholas
Ludford,Mass 'Benedicta et venerabilis'
(MS 1, folios 29r).
© Lambeth Palace Library
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THE CHAMBRE DU ROI 

The Chambre du Roi: birth of an institution.10

Under the Ancien Régime, the royal domestic administration was known as ‘l’Hostel’ or later ‘la Maison’
(the household). The king, the queen, and their children each had their own household, which comprised
a sizeable staff.
Several departments made up the Chambre du Roi (literally, the King’s chamber) the Maison du Roi, chief
among them the Bouche du Roi, which covered supply of foodstuffs, the kitchens, and the king’s table,
and the Chambre du Roi itself and the Chambre du Roi (literally, the King's chamber), which consisted of
around a hundred persons in charge of his apartments and his escort.

From the Middle Ages onwards, the Chapelle du Roi and the Écurie du Roi (literally, the King’s stables)
were already established institutions, but there was not really a musical institution called the Chambre
du Roi. A few musicians attached to the court had the status of domestic officer without belonging to a
specific body. Most of the time they were attached to the Chapelle as choirmen (chantres) or to the
Écurie as instrumentalists. Some of them, because of the nature of their instrument, could not be as-
signed to any group; this was the case with harpers, lutenists, and clavichord (manicordion) players,
who therefore appeared on the accounts of the Chambre under the ‘other servants and officers ap-
pointed in the king’s household [Hostel du Roi]’.

Not until the reign of Louis XII (1498–1515) does one find among the domestic officers a category devoted
to musicians. They are gathered under the designation ‘tabourins’ or ‘joueurs d’instruments’, but there
was still no specific organisation of music in the Chambre. 
Francis I’s innovation, probably his most important in the realm of music, was to create a body of musi-
cians specific to the Chambre. A small vocal group was formed in the 1520s, which led to the creation of
a category officially called ‘chantre de la Chambre’. In parallel with this, a group of lutenists and organ-
ists was also organised, some of whom had the envied status of valet de chambre; it is worth noting that
they received a salary of 240 livres, while the chantres earned only 200. Another ensemble grouped the
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joueurs d’instruments, namely those who played the cornett, the flute, or the violin. After the creation of
this new body, Francis I had available to him an ensemble of musicians who followed him everywhere
on his travels, since the Chambre was part of the royal person. The musicians who composed it, with the
status of domestic officers or even valets de chambre, were able to take advantage of their closeness
to the king, in this intimate environment, to obtain his grace and favours. It was an elite body where
places were highly coveted, for the Chambre represented the setting for noble music par excellence.

Status of singers

Since vocal tuition was dispensed in cathedral choir schools, the singers of the Chambre had received
the same training as their counterparts of the Chapelle du Roi, and of course the choirboys of the
Chapelle might enjoy a later career as chantre in the Chambre. Contemporary accounts observe a dif-
ference in styles of singing: the Chapelle required a powerful, full-timbred vocal style in order to fill its
wide spaces, while the Chambre called for a gentle, sweet, refined voice capable of ornamentation and
of singing with elegance. As in the Chapelle, there were no women in the Chambre; there too, the upper
parts were taken by boys, of whom there were either one or two during the reign of Francis I. The issue
of the presence of women in the Chambre du Roi is clear in institutional terms: the first letters patent au-
thorising a feminine presence in the Chambre date from 1661, and were obtained by Anne Chabanceau
de La Barre, who had given distinguished performances in royal ballets since 1656, with other ‘demoi-
selles’ including Mlles de Cercamanan, Hilaire (Lambert’s sister-in-law), and Bergerotti.11 In practical
terms, though, no statute actually prohibited women from singing in a private context, and there are in
fact numerous examples of female singers accompanying themselves on the lute; but, in the official
context, they were excluded.

Status of instrumentalists

The Écurie du Roi was composed of instrumentalists playing the oboe, the sackbut, and the violin.
Some of them could transfer to the Chambre, for it was customary for them to learn to play both in-
struments hauts and instruments bas;12 thus an oboist of the Écurie who could play the recorder
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could join the Chambre. All these musicians, whether they performed in the Chambre or the Écurie,
came from the same milieu: the Paris guild of instrumentalists known as the Confrérie (or Commu-
nauté) de Saint-Julien des Ménétriers.13

This institution, founded in 1321 and organised by statute in 1407, imposed its authority over all the
musicians of Paris and the kingdom as a whole for several centuries with very restrictive corporate
statutes. Its regulations, drawn up in 1407 and confirmed by Francis I in 1515, prohibited anyone from
exercising the profession of instrumental musician without having sworn to observe them. The mu-
sician sat an examination before the head of the corporation, the Roi des Ménétriers du Royaume
de France, or one of his deputies, at which he had to demonstrate his skill on his instrument. If he
did not pass this, he was not permitted to play at ‘weddings and honourable gatherings’, on pain of
a fine for non-compliance. The guild reigned supreme in the musical world, and was only to grow
weaker at the end of the seventeenth century after the virulent dispute between the Confrérie and
the harpsichordists and organists of Louis XIV’s court. At the first skirmish in 1662, when the guild op-
posed the creation of the Académie Royale de Danse, Guillaume Dumanoir (1615-97) listed his titles:
Roi des Ménétriers, ‘joueur de violon du Cabinet de sa Majesté, membre de sa Grand’bande, roy des
joueurs d’instruments et maîtres à danser de France, maître de la communauté de Saint-Julien’ (King
of the Minstrels, violinist in His Majesty’s Private Chamber, member of his string band, king of the
players of instruments and dancing masters of France, master of the community of St-Julien). The
titles Dumanoir so proudly retailed demonstrate in themselves the permeability that existed between
the guild and the court. The instrumentalists of the Chambre of Francis I had also received the oral
teaching characteristic of the ménétriers, which was not without incidence on the way they played.
Here, in fact, we are dealing with the phenomenon of direct transmission from master to pupil, without
going through the medium of writing, that still exists in certain countries today, based essentially on
memorisation and improvisation. The instrumentalists who played in the Chambre were better paid
than those of the Écurie; does that mean their musical standard was higher? That their reading skills
were superior? That the complex entertainment music they performed was more highly prized than
ceremonial music, which was simpler by definition?
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Status of lutenists and organists

At the beginning of his reign, Francis I engaged three lutenists, François de Bugat, Jean Paulle, and Hu-
bert Spalter, all of them entirely unknown to us today despite their long years of service at the royal court.
In 1529 the Chambre hired Albert de Rippe, a Mantuan whose real name was Alberto da Ripa. He was al-
ready famous in Italy, and to ensure he would remain in royal service Francis did not hesitate to offer him
a position and remuneration worthy of his talents; he was not only appointed valet de chambre with a
salary of 600 livres, but was also given benefits in kind, a royal office of captain, the usufruct of land in
Dombes, and the lordship of Carois-en-Brie. The status of this lutenist can be compared to that of the
two painters who moved from Italy to the French court, Francesco Primaticcio and Rosso Fiorentino, both
of whom also received lavish royal gifts. If I may dare this bold comparison, the lute, in the sixteenth cen-
tury, occupied the same position as the piano in the nineteenth: played by the greatest virtuosos, but
also widely diffused in both aristocratic and middle-class society for its ability to play a solo repertory
and accompany solo singing. To take the comparison further, just as Franz Liszt arranged the lieder of
Schubert for the piano, lutenists transcribed the songs of their time, adapting them to their instrument by
ornamenting them. Similarly, de Rippe wrote extremely complex and virtuosic fantasias, just like Liszt’s
on operatic themes. The great virtuosos of the period developed a technique and repertory shrouded in
secrecy, which they did not wish to divulge, just as the great masters of Indian music have always done.
De Rippe published none of his music, and we only know his works thanks to his pupil Guillaume Morlaye,
who had them printed from 1552 onwards. But despite these publications, we will never know that portion
of his secret art which was reserved for the king alone!
The Chambre salaried three organists who also played the spinet, Antoine Delahaye, Jean Dugue, and
Noël Vertemont, but we know almost nothing about them and there is little information to be gleaned
about instrumental practice at the court of France. These musicians published nothing in their own name,
but we can imagine that they probably participated in the editions of keyboard music produced by the
printer to the king, Pierre Attaingnant, in 1531, which included organ masses, free preludes, and transcrip-
tions of motets, chansons, and dances. The presence of these three musicians undoubtedly suggests
that keyboard playing was highly appreciated at the French court, especially as we know that Eleanor
of Habsburg, sister of Charles V and second wife of Francis I, had been taught to play these instruments.
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Our recording

To be perfectly honest, I initially found this project on the Chambre du Roi rather daunting. This was be-
cause there are already numerous discs of French chansons of this period made by ourselves or other
excellent groups such as the Ensemble Clément Janequin. I have always been careful not to overload
the discography with new versions of repertory that has already been recorded when there is so much
music still not available on disc! What’s more, the chanson of the sixteenth century, unlike its counterpart
from the fifteenth, is extremely concise, lasting one or two minutes at the most; the result is a succession
of short chansons which, on disc, seems very artificial to me.
Thinking about this project with a view to making a recording that would be at once pleasant to listen
to, useful, and historically serious, I came to an important decision: to start off by excluding the cele-
brated Clément Janequin, whose career did not unfold at the court of France but with patrons in Bor-
deaux and Angers, and who has already been frequently and well recorded. I therefore concentrated
on the most important musicians at the court of France, Claudin de Sermisy, Pierre Certon, and Pierre
Sandrin. For years now I have been interested in Certon’s monumental collection known as the Mes-
langes (Miscellany), alas incomplete, since it lacks the quintus part, which makes it impossible to perform.
But then the Centre des Études Supérieures de la Renaissance in Tours had the excellent idea of asking
Marc Busnel, the person best qualified to take up the challenge (and also a singer in our ensemble), to
compose the missing voices, thus making the collection accessible at last. In these Meslanges, published
only very late in his life, in 1570, Certon returns to all the successes of the sixteenth century, by Janequin,
Cadeac, and others, and even his own chansons (Si par fortune), with a view to reworking them. He also
pays tribute to his colleague and friend Sermisy by revisiting, as we would say today, his most famous
chansons and adding more voices to them. With this collection, we are dealing with the noblest, the most
sublime, but also the most complex music of the period, listened to by expert and demanding ears and
served by the finest singers and instrumentalists in the kingdom: it became the kernel of our project.
Hence this recording does not conform to the often hackneyed image of the repertory of the Chambre
du Roi, which is thought of as necessarily light-hearted, erotic, and lively. It leads us into a refined uni-
verse where we can follow the metamorphosis of a simple chanson, transformed into a dance and then
reworked and amplified by Certon. Turning songs into dances was a common practice in the Renais-
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sance; all that was needed was to fit the song into the rhythmic framework of a dance. Thus the chanson
La Volunté becomes the basse danse La Volunté: the melody in the treble is retained and transformed
to make it fit into triple time. The same process is used on the chanson Contre raison. The version in four
voices already undergoes a transformation in becoming a chanson in three voices, then is metamor-
phosed into a gaillarde in which the original melody is still recognisable. And the adventure could have
gone still further with the Missa ‘Contre raison’, which would have used the melody as the basic compo-
sitional material for a mass! To Renaissance musicians, the idea that one should respect a work by con-
sidering it as untouchable did not exist; on the contrary, to pay tribute to a famous composition one
appropriated it, transformed it, added voices to it. One of the best-known examples of this is the cele-
brated Susanne un jour; we have recorded it here in its original four-part setting by Didier Lupi, which
existed before the version for five voices by Lassus. Susanne was originally a simple sacred chanson,
which was quickly taken up by composers all over Europe. Certon could not publish the Meslanges with-
out writing a Susanne of his own; to produce a version of it was virtually an obligatory exercise for any
composer!

The concert of voices and instruments

The precise scoring of chansons is never indicated in the published editions, which usually state
merely ‘chansons à quatre parties’ (songs in four parts). Performance of this music by four singers is
only one possibility, as is confirmed both by iconography and by the printed collections, whose titles
are perfectly explicit: Chansons convenables tant aux voix qu’aux instruments (Songs suitable for
both voices and instruments), Chansons propices à tous instruments musicaux (Songs fit for all musical
instruments), for those printed by Susato; or, still more precisely, an anthology issued by the Parisian
publisher Pierre Attaingnant in 1533: Chansons musicales a quatre parties desquelles les plus conve-
nables à la fleuste d’allemand sont signées en la table ci-dessous écrite par a et a la fleuste a neuf
trous par b (Musical songs in four parts, with those more suited to the German flute marked ‘a’ in the
table below and those for the nine-hole flute marked ‘b’). With a typical French Renaissance chanson
in four parts, various formulas are possible: it may be sung with four vocal soloists, or with only the
soprano voice or the tenor voice, or with both those voices and a lute playing a reduction of the other
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parts. Another solution consists in replacing the voices by the bas instruments, those of the Chambre.
In that case, there is no rule, and only experimentation should guide us: it is all a question of colour,
of balance, of timbre, of flavour, in short, and in that respect I feel very close to the art of cooking.
For instance, in Certon’s Las je my plains in five voices, the tenor part is played on the recorder, but
an octave higher; it is thus at the same pitch as the soprano and thereby makes the polyphony
more luminous. In Si par fortune, also in five voices, we have spotlighted the bass voice, which a
priori we never do, since in the Renaissance it was not a principal voice – that was the role of the
tenor, with its etymology from Latin tenere, to hold (the melodic line). But Tomáš Král’s voice blended
so well with the recorders that we decided to retain this solution, which was at first only experimen-
tal. In the seven-voice Reviens vers moy, it is the mixture of voices and recorders that creates the
sweet and mellow sound. The recorders act as a binding agent and the bassoon brings timbre and
vitality. Renaissance music is above all a music of colours, and we have been striving for years now
to restore those colours in all their diversity, as it is described in the treatises and other sources of
the period. In my view one must not graft onto these pieces an aesthetic that belongs to our own
time. Just as, in early sixteenth-century paintings, one finds acid, even strident tones juxtaposed
with other, more muted nuances, we must try out in the music of the same period unusual combi-
nations that shake us out of our habits, our preconceived ideas, and which can often turn out to
be extremely convincing. In this recording we have played on all the possibilities of scoring avail-
able to us so as to offer the greatest possible variety.

Pitch

Another parameter essential to colour is that of the pitch – or rather pitches – we use. It was an in-
ternational conference held in London in 1939 that fixed our modern pitch at a’ = 440 Hz. In the Ren-
aissance era, pitch standards were very different: low in the Chapelle and the Chambre, very high
in the Écurie. In this recording we have used several different pitches, and hence several lutes and
three groups of recorders. The majority of the pieces are played at low pitch, that of the Chambre,
392 Hz, a tone lower than 440; this is the pitch of our flûtes colonne. Other pieces are played at 415
Hz, a semitone below 440, and finally some are at the high pitch of 464 Hz, a semitone above 440.
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This diversity of pitch naturally changes the tone-colour, but also enables us to place the singers
in the range that best suits them: the aesthetic ideal of the Renaissance was never an exaggerated
or extreme vocal sound but the comfort and natural feel of a central tessitura.

The art of the fredon

During the Renaissance, the custom of embellishing chansons, dances, madrigals, and even motets
led to the production of numerous treatises designed to teach this skill. The terms varied from coun-
try to country: in Spain, one ‘glossed’ the music (the Tratado de glosas of Diego Ortiz); in Italy, one
‘diminished’ it (Il vero modo di diminuir by Girolamo Della Casa). In France, the terms used were
‘passages’ or ‘fredons’. Here is what Marin Mersenne has to say about fredons in his Harmonie Uni-
verselle: ‘Proposition XXXII: to explain which movements of the organs produce the passages and
fredons one uses in singing:
‘But of all the nations who teach singing and who perform passages of the throat, even the Italians,
who make a special profession of music and vocal solos [récits], admit that the French are best at
performing passages, whose beauty and sweetness are impossible to describe if the ear does not
hear them, for the rustling or the murmuring of waters and the song of nightingales are not so de-
lightful.’

Mersenne here uses the same expressions that were employed to describe the ornamented singing
of the Ladies of Ferrara,14 such as il fruscio del vento tra le foglie – the rustling of the wind in the
leaves; but these testimonies from the end of the sixteenth century come from long after the period
of Francis I. The only work that really deals with ornamentation in the French repertory from the
early sixteenth century is the Compendium Musicae of Adrianus Petit Coclico, published in 1552.
One chapter is entitled ‘De modo ornate canendi’ (On the manner of embellished singing) and gives
examples of ornamentation on intervals as all the Italian works do. Adrianus Petit Coclico must
consider that ornamentation consists in making the music more flavoursome, more delectable, be-
cause he adds culinary appreciations. The initial interval is described as simplex, but with an or-
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nament elegans, and with more elaborate decoration it becomes ‘salted’ (cum sale) and ‘seasoned
with mustard’ (sinapio condita). He goes on to quote two chansons by Claudin de Sermisy, Languir
me fait and C’est un grand tort, which he embellishes (describing his versions as elegantia super
cantionem, a refinement on the song). We have therefore used the tables of ornaments in his trea-
tise to decorate the chansons in this style, one very different from that of the Italian treatises.

The conditions of performance of the music

Francis I now had a large number of musicians at his disposal, but what did they do, where did they
play, and on which occasions?
If one refers to Castiglione’s Book of the Courtier, which was originally intended to be dedicated to
Francis I before the author changed his mind, this is when music should be performed: ‘Then, as to
the time for enjoying these various kinds of music, I think it is whenever a man finds himself in a fa-
miliar and beloved companionship … But above all it is fitting where ladies are present, because
their aspect fills the listener’s heart with sweetness, renders it more sensitive to the tenderness of
the music, and quickens the musician’s soul.’ This passage persuasively suggests the intimate con-
text of music in the Chambre, a convivial and everyday pleasure. We are not, of course, in a context
of concert performance. We may also note that Rabelais associates music with pastimes and games
in Chapter XXIII of Gargantua: ‘After grace had been said, they began to sing melodiously, to play
on tuneful instruments, or to indulge in those pleasant games played with cards, dice, or cups … ’
Aside from this practice in intimate surroundings, Francis I had realised that music also played its
part in his policy of prestige. Hence at the meeting of Aigues-Mortes with Pope Paul III in 1538, the
king had his favourite virtuoso Albert de Rippe perform, while the Pope reciprocated with his lutenist
Francesco da Milano. At banquets, too, vocal and instrumental concerts were heard between the
courses, such as the ones the King of France offered to Henry VIII at the Field of the Cloth of Gold,
where he was entertained with ‘much playing of instruments, dances, songs, and other amusements’.

Finally, there was another domain, often underestimated today, in which the musicians of both the
Chambre and the Écurie were much in demand, namely at balls, revels, mummeries, and masquer-
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ades. As Margaret McGowan remarks in her book Dance in the Renaissance, dance was not only a
European fashion but a peculiarly French obsession. To be convinced of this, one need only look at
the chronology of events after the Battle of Marignano: on 13-14 September 1515, there was a grand
ball at Milan; on 31 October and 14 and again 22 November, a masquerade was presented; on 6 De-
cember, a ball at Parma, followed by another one at the meeting with Pope Leo X at Bologna, on 11
and 12 December; and the festivities continued early in 1516 with fifteen masquerades and morescos
on the road back to France. Francis I was the first king to be a dancer, a passion he picked up in
Italy and never lost all through his reign. In 1546, a year before his death, the ambassador of the
Duke of Ferrara, Alvarotti, wrote: ‘The king still dances with the same energy as a young man of
eighteen or twenty.’ These balls regulated life at court and might be held as often as three times a
week, and of course all the musicians were required: recorders and drums to play for basses danses
in the French style; oboes, sackbuts, cornetts, and soon violins from the Écurie for the other dances;
singers and lutenists of the Chambre for the interludes. One should not think of these occasions in
terms of the so-called Renaissance balls that are reconstructed today. The magnificence of the cos-
tumes was unprecedented, and there were all sorts of dramatic action: the ball was interrupted by
masquerades with masked figures in grotesque costumes, and the abduction of maidens imprisoned
in a sinister castle who would then be rescued by valiant knights! In the masquerades, people loved
dressing up after the fashion of the Moors, the Turks, or the recently discovered American Indians,
and these revels could last all night: the musicians were far from being underemployed! 

It would be wrong to claim that Francis I showed as pronounced a taste for music as Henry VIII or
Pope Leo X. In The Book of the Courtier, Giuliano the Magnificent says: ‘… if good fortune has it that
Monseigneur d’Angoulême [the future Francis I], as it is hoped, succeeds to the throne, then I believe
that just as the glory of arms flourishes and shines in France, so also with the greatest brilliance
must that of letters’. It is noteworthy that his taste for music is not even mentioned here, even though
music is often discussed in Castiglione’s work.

Francis had not received a musical education. His nature prompted him rather to pursue literature
and the age-old activities of the nobility: hunting, physical exercise, the dance. Nothing allows us
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to assert that the first Valois monarch was personally interested in music, but he had understood
that music was an element in his policy of prestige, and he developed and stabilised the existing
institutions, the Chapelle and the Écurie, and created that of the Chambre; he also welcomed major
composers and performers to his court. These three musical institutions were to last until the end of
the Ancien Régime.

The reputation of Francis I as a patron of the arts is perfectly justified: let us not forget the creation
of the college of ‘lecteurs royaux’, later to become the Collège de France, the invitation to the
court of Primaticcio, Benvenuto Cellini, Leonardo da Vinci, the expansion of the national collection
of paintings, the law requiring all publications to be legally registered, his library which was even-
tually to become the initial basis of the future Bibliothèque Nationale de France…  His reign also
left France a number of chateaux now admired by the whole world, among them the emblematic
Chambord. Our hope is that these recordings will bring back to life an entire vanished world in this
music present throughout his reign: music that Leonardo once called a younger and less fortunate
sister of painting, since it disappears each time it is played (sorella minore e infelice perché
svanisce di volta in volta)…

Denis Raisin Dadre

10 It is thanks to the remarkable book by Christelle Cazaux La Musique à la cour de François 1er (Paris: École Nationale des Chartes,
2002) that we have a precise knowledge of the organisation of the royal musical institutions at this period.

11 My thanks to Thomas Leconte of the Centre de Musique Baroque de Versailles for elucidating this point.

12 The standard distinction at the time between ‘loud’ instruments that could be played outdoors, and ‘soft’ instruments suitable only
for indoor performance. (Translator’s note)

13 Confraternity or Community of St Julian of the Minstrels (the chapel to which they were attached in the rue Saint-Martin in Paris).
(Translator’s note)

14 On this fascinating subject, we refer the reader to our recording Le Concert secret des Dames de Ferrare (ZZT071001, 2007).
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The cover of Meslanges by Certon from the print of 1570
© Uppsala University Library
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THE RESTORATION OF CERTON’S MESLANGES

If one were to compare the restoration of the pieces of Certon’s Meslanges with the restoration of a
painting, it is to be hoped that the benchmark would not be the notorious intervention of Cecilia Giménez
on the Ecce Homo of Elías García Martínez in 2012, but rather the restoration of Marco d’Oggiono’s The
Last Supper (1506-09, a copy of Leonardo da Vinci’s original).
Since most of the pieces of the Meslanges are reworkings of existing pieces (and thus in a sense like
copies of paintings), one must study the different available versions, earlier and later, just as the picture
restorer studied the copy of The Last Supper by Giampetrino (c.1520), the copy in Tongerlo Abbey (c.1540),
and other still later ones. The first major issue in the case of Certon’s pieces is to determine the range of
the missing ‘Quinta pars’ (after the first four parts – Superius, Contratenor, Tenor, and Bassus, which
more or less indicate the vocal range – additional parts are named Quinta pars, Sexta pars etc., but
their compass can be that of a Tenor, a Superius, even a Bassus or Contratenor); the second is to see
which motifs are reutilised, when and how…
One must also examine complete surviving works by the composer (when we are lucky enough to have
such works, which is the case here), searching for idiosyncrasies concerning, for example, the use of
dissonances and imitation and the textual underlay. Then, following the example of Leonardo, one pro-
duces preparatory ‘studies’ which, even if they bear little resemblance to the ‘definitive’ version, allow
one to experiment, correct, and refine until one at last reaches that final version.
Although degradation of Leonardo’s fresco was observed as early as 1517, the numerous restorations
(sometimes unsuccessful) it has undergone since 1726 have made it possible for us to admire this mas-
terpiece today. The present restoration (successful, I hope, but in any case accomplished without dam-
aging the original!) of these pieces by Certon has made this recording possible and thus permitted us to
hear a few previously inaccessible nuggets of Renaissance polyphony.

Marc Busnel
Singer and chargé de mission at the Centre d’Études Supérieures de la Renaissance de Tours
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CHAMBORD : A NEW DECORATION FOR FRANCIS I’S BEDCHAMBER

The domain of Chambord and its chateau are regarded as the achievement of a king, Francis I, who is
the very embodiment the French Renaissance in modern eyes. The monarch, on deciding to build at
Chambord a ‘fine and sumptuous edifice’ unique of its kind, was asserting both his temporal power and
his spiritual aura as an anointed king. Even if the chateau was only ever intended as a temporary resi-
dence, it carried a symbolic charge of continuity, which relegated almost to a subordinate position the
organisation of the practical aspects of accommodating the court.
In the early sixteenth century, the royal court had a permanently itinerant character. Whether one reads
ambassadors’ reports or the precise details of the sovereign’s itineraries, it is clear that the movement
was of a seasonal nature. It was a veritable town that set off on its travels, with its merchants and crafts-
men accredited as ‘following the court’. All the movable and textile elements of the decoration, furniture,
tapestries, porcelain, and clothing, which were also itinerant, were in the hands of a department of lo-
gistics, the fourriers (harbingers), whose job it was to get everything ready before the arrival of the sov-
ereign and put it back in order after his departure, while not neglecting to prepare the next stage of the
progress. The requirements of this organisation were not proportionate to the length of the monarch’s
stay, but depended solely on his presence and the variable number of his guests. The chateau of Cham-
bord was no exception to this rule, even if Francis I only spent a total of seventy-two or seventy-three
days there over his thirty-two-year reign. 
In the embryonic court etiquette that began to emerge under Francis I, and notwithstanding the remarks
of Italian courts concerning the excessive familiarity that reigned at the court of France, the royal bed-
chamber was always a place of limited access. It was a space at once private and public for the sov-
ereign, to which only the members of his inner circle of intimates and the officiers de la Chambre du roi
– including the musicians of the Chambre – were allowed access. The elements that furnished it are
known to us from contemporary sources and were theorised by Philibert Delorme in 1567: a sideboard,
rich tapestries, and a bed and a chair close to the fireplace, all of this set on a rostrum with a balustrade
to mark the separation between the king and his subjects. At the Louvre and Fontainebleau, a sumptuous
decor of stucco, paintings, and panelling reinforced the key character of the room.
At Chambord, the position of the royal lodgings changed between the date when building work began
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on the chateau in 1519 and the substantial modification of its plan in 1539. Rather than inhabit an apart-
ment identical to those of his guests, located in the keep (which was initially intended to be the sole
construction), the king decided to have a wing built for his own use. On its first floor, a large reception
room, a bedchamber and two small rooms – a closet and a wardrobe – constituted the residence of the
king, to which an oratory was added emerging from the north façade. 
Today only the walls and a few period doors dating from the sixteenth century remain to give us an idea
of the inner layout of this apartment. We probably touch here on the limit between abstract understand-
ing of a monument and perception of its everyday life, in all its material substance. Even with a well-de-
veloped imagination and a solid factual grounding, it is virtually impossible to reconstruct the king’s
chamber mentally if one is shown only its bare walls and its openings, the doors and windows1. 
Here the fear of a vacuum prevails, and what corresponds to one historical state of the chateau becomes
synonymous with relative torpor, indeed negligence on the part of those in charge of the monument.
This obvious difficulty does not apply only to Chambord: there is no surviving royal furniture from the
French Renaissance. 
Hence any attempt at presenting a decor must inevitably use the method of reconstitution2. In the late
1960s, the inspectors of historic monuments with responsibility for Chambord decided to present to the
public a furnished room with cloth hangings, and opted for a reconstruction combining period furniture
and textiles with contemporary adjustments. Elements of embroidery of Italian origin dating from the six-
teenth century, purchased by the State, were installed there as loose wall coverings and completed by
a background of red cotton velvet. In 2008, the restoration of a late sixteenth-century bed acquired by
the Domaine de Chambord made it possible to add this to the room as an equivalent to the bed of the
premier gentilhomme de la Chambre du Roi. Particular care was taken over the textiles of the bed cov-
erings. At present, the king’s bedchamber at Chambord apparently possesses all the characteristics of
period usage, even if the proportions of the bed were dictated by the wish to avoid cutting the period
embroideries. A projected revision of the wall coverings and the dimensions of the bed was proposed in
2008 but was not acted on. 
In view of the impending quincentenary of the start of building work on the chateau, a new project is
currently being prepared with the assistance of the team of experts of the Musée National de la Ren-
aissance at Écouen, headed by Thierry Crépin-Leblond, conservateur général du Patrimoine and an
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acknowledged specialist in these questions. The general idea is to present the public with one possible
period state of the bedchamber and royal wardrobe, based on the results of scientific research and in-
spired by the successful first attempts in this direction accomplished elsewhere, as at Azay-le-Rideau. 
The chosen approach will be a radical one insofar as no period furniture will be placed alongside re-
constructed elements. The bedchamber in its condition ‘as new’ will embody options validated by the
committee of experts and implemented by a decorator appointed for the purpose. It is also planned to
install within the walls of Francis I’s royal apartments a dedicated room to explain this approach to the
public and present the materials used. It is an appropriate gesture of returning to one of the key values
of the Renaissance, the quest for the new firmly rooted in knowledge of the past. 

Luc Forlivesi
Conservateur général du Patrimoine, Directeur du Patrimoine et des Publics du Domaine National de
Chambord

1 & 2 : cf. numbered illustrations on p.55



© The Trustees of the British Museum1
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La chambre royale

The royal bedchamber
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2. After the trumpets, the clarions, the
oboes, the fifes, and all the other in-
struments had played so divinely that it
seemed as it this were Paradise, the
two Kings entered the chapel and knelt
beside each other. At about the hour of
noon, the Legate of England com-
menced the High Mass in Pontificalibus.
The first Introit, Da pacem domine and
the Kyrie were sung by the choirmen of
the King of France, the Gloria by the
choirmen of England.

3. Da pacem, Domine
Da pacem, Domine, sustinentibus te, ut
prophetae tui fideles inveniatur : exaudi
preces servi tui, et plebis tuae Israel.
Laetatus sum in his quae dicta sunt mihi :
in domum Domini ibimus.   

4. Kyrie
Kyrie eleison. Christe eleison.
Kyrie eleison.

3. Da pacem, Domine
Give peace, O Lord, to those that wait
for thee, that thy prophets be found
true: hear the prayers of thy servant,
and of thy people Israel.
I was glad when they said unto me:
We will go into the house of the Lord.   

4. Kyrie
Lord, have mercy. Christ, have mercy.
Lord, have mercy.  

MASS FOR THE FIELD OF CLOTH OF GOLD
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5. Da pacem, Domine
Da pacem, Domine in diebus nostris,
quia non est alius qui pugnet pro nobis,
nisi tu Deus noster. Alleluia

6. Gloria
Gloria in excelsis Deo
Et in terra pax hominibus bonae voluntatis
Laudamus Te
Benedicimus Te
Adoramus Te
Glorificamus Te
Gratias agimus tibi propter
magnam gloriam tuam
Domine Deus Rex caelestis,
Deus Pater omnipotens
Domine Fili unigenite Jesu Christe
Domine Deus Agnus Dei Filius Patris
Qui tollis peccata mundi
miserere nobis
Qui tollis peccata mundi
suscipe deprecationem nostram
Qui sedes ad dexteram Patris
miserere nobis
Quoniam Tu solus Sanctus
Tu solus Dominus
Tu solus altissimus Jesu Christe
cum Sancto Spiritu in gloria Dei Patris
Amen.

5. Da pacem, Domine
Give peace in our time, O Lord, for there
is none other that fighteth for us, but
only thou, our God. Alleluia.

6. Gloria
Glory to God in the highest,
and on earth peace to men of good will.
We praise thee, 
we bless thee,
we adore thee, 
we glorify thee.
We give thee thanks for thy great glory.
O Lord God, heavenly King,
God the Father almighty.
O Lord Jesus Christ, the only-begotten Son!
O Lord God, Lamb of God, Son of the Father,
Who takest away the sins of the world,
have mercy upon us.
Who takest away the sins of the world,
receive our prayer.
Who sittest at the right hand of the Father,
have mercy upon us.
For thou only art holy.
Thou only art Lord.
Thou only, O Jesus Christ,
art most high, with the Holy Ghost,
in the glory of God the Father.
Amen.
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8. On this twenty-third day of the month
of June 1520, beneath the richly
adorned and triumphant golden dais,
the Mass continued. The Credo was
given by the choirmen of France, and
the sackbuts and fifes of the King of
France sounded with the choirmen.
And it was so fine to listen to that it is
impossible to hear greater melody.

9. Credo
Credo in unum Deum
Patrem omnipotentem
Factorem caeli et terrae,
Visibilium omnium et invisibilium.
Et in unum Dominum Jesum Christum
Filium Die unigenitum.
Et ex Patre natum ante omnia saecula.
Deum de Deo ;
Lumen de lumine,
Deum verum de Deo vero.
Genitum non factum,
consubstantialem Patri;
per quem omnia facta sunt.
Qui propter nos homines
Et propter nostram salutem descendit
de caelis.
Et incarnatus est de Spiritu Sancto

9. Credo
I believe in one God,
the Father almighty,
maker of heaven and earth,
and of all things, visible and invisible.
I believe in one Lord Jesus Christ,
the only-begotten Son of God,
born of the Father before all ages;
God of God,
light of light,
true God of true God;
begotten not made;
consubstantial with the Father;
by Whom all things were made.
Who for us men,
and for our salvation,
came down from heaven;
and was incarnate by the Holy Ghost,
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Ex Maria Virgine,
Et homo factus est.
Crucifixus etiam pro nobis
Sub Pontio Pilato passus,
Et sepultus est.
Et resurrexit tertia die,
Secundum Scripturas.
Et ascendit in caelum :
Sedet ad dexteram Patris.
Et iterum venturus est cum gloria,
Judicare vivos, et mortuos,
Cujus regni non erit finis.
Et in Spiritum Sanctum,
Dominum, et vivificantem :
Qui ex Patre, Filioque procedit.
Qui cum Patre, et Filio simul adoratur et
conglorificatur,
Qui locutus est per Prophetas.
Et unam, sanctam, catholicam
Et apostolicam Ecclesiam.
Confiteor unum baptisma
In remissionem peccatorum.
Et expecto ressurectionem mortuorum.
Et vitam venturi saeculi.
Amen.

of the Virgin Mary;
and was made man.
He was crucified also for us,
suffered under Pontius Pilate,
and was buried.
And the third day He rose again
according to the Scriptures;
and ascended into heaven.
He sitteth at the right hand of the Father;
and He shall come again with glory
to judge the living and the dead;
and His Kingdom shall have no end.
I believe in the Holy Ghost, 
the Lord and giver of life,
Who proceedeth from the Father
and the Son,
Who together with the Father and the
Son is adored and glorified;
Who spoke by the Prophets.
I believe in one holy catholic 
and apostolic Church.
I confess one baptism 
for the remission of sins.
And I await the resurrection of the dead,
and the life of the world to come.
Amen.
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10. Reges terrae congregati sunt
Reges terrae congregati sunt, con-
venerunt in unum, dicentes: Ubi Eamus
in Judeam et inquiramus. Ubi est qui
natus est rex magnus cuius stellam
vidimus. Alleluia. Et venientes in-
venerunt puerum cum Maria matre eius,
cum quem videntes admirati sunt et
procidentes adoraverunt eum, offer-
entes aurum thus et myrham filio Dei
regi magno. Alleluia. 

11. Sanctus
Sanctus, Sanctus, Sanctus, Dominus
Deus Sabaoth. 
Pleni sunt caeli et terra gloriam tua.
Hosanna in excelsis. 

12. O salutaris Hostia
O salutaris Hostia
Quae cœli pandis ostium.
Bella premunt hostilia;
Da robur, fer auxilium.

13. Benedictus
Benedictus qui venit in nomine Domini.
Hosanna in excelsis.

10. Reges terrae congregati sunt
The kings of the earth are gathered, and
gone by together, saying: 
Let us go to Judea and ask, Where is he that
is born a great king? For we have seen his
star. Alleluia. And coming there, they found
the young child with Mary his mother; and
seeing him they were filled with wonder,
and went in and worshipped him, offering
gold, frankincense, and myrrh to the great
king, the Son of God. Alleluia.

11. Sanctus
Holy, Holy, Holy, Lord God of hosts.
Heaven and earth are full of thy glory.
Hosanna in the highest.

12. O salutaris Hostia
O saving Victim,
Who dost open wide the gates of heaven,
The hostile foe presses upon us: 
Grant us thy strength, bring us thine aid.

13. Benedictus
Blessed is He that cometh in the name
of the Lord. Hosanna in the highest.
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14. Agnus Dei
Agnus Dei, qui tollis peccata mundi, 
miserere nobis.
Agnus Dei, qui tollis peccata mundi, 
miserere nobis.
Agnus Dei, qui tollis peccata mundi, 
dona nobis pacem.

15. After the Mass, the Cardinal gave
Communion to the two Kings, and then
the peace was reconfirmed and pro-
claimed by the Heralds. Then the choir-
men of France and England called on the
Most Blessed Virgin Mary to keep them in
her good grace and benevolence.

16. Verbum bonum et suave 
Verbum bonum et suave 
personemus, illud ave
per quod Christi fit conclave 
virgo mater filia.

Per quod ave salutata 
mox concepit fecundata
virgo David stirpe nata 
inter spinas lilia.

14. Agnus Dei
Lamb of God, Who takest away the sins
of the world, have mercy on us.
Lamb of God, Who takest away the sins
of the world, have mercy on us.
Lamb of God, Who takest away the sins
of the world, grant us peace.

16. Verbum bonum et suave
The good and sweet word
Let us proclaim, that Ave
By which the Virgin, mother and daughter,
Became the ark of Christ.

Greeted by that Ave,
Soon she conceived and was with child,
The Virgin born of the stem of David, 
A lily among thorns.
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Ave veri Salomonis,
mater vellus Gedeonis,
cuius magi tribus donis 
laudant puerperium.

Ave solem genuisti, 
ave prolem protulisti.
Mundo lapso contulisti 
vitam et imperium.

Ave sponsa verbi summi 
maris portus signum dumi
aromatum virga fumi 
angelorum domina.

Supplicamur nos emenda 
emendatos nos commenda
tuo nato ad habenda 
sempiterna gaudia.

Amen 

Ave, mother of the true Solomon,
Fleece of Gideon,
Whose childbed the Magi honour 
With three gifts.

Ave, thou hast borne the sun, 
Ave, thou hast brought forth a Son.
On the fallen world thou hast conferred
Life and dominion.

Ave, Bride of the supreme Word, 
Haven of the sea, sign of the thornbush,
Rod of aromatic perfume, 
Mistress of the angels.

We beseech thee, amend us, 
And once amended, commend us
To thy Son, that we may have
Everlasting joys.

Amen 
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LA CHAMBRE DU ROY THE CHAMBRE DU ROI

2-3. Je suis deshéritée
Je suis deshéritée puisque j’ay perdu mon amy
Seulette il m’a laissée pleine de pleurs et de soucy 
Rossignol du bois joly sans point faire demeurée
Va-t’en dire à mon amy que pour luy suis tourmentée.

4-5. Susanne un jour
Susanne un jour d’amour sollicitée 
Par deux viellards convoitans sa beauté 
Fut en son cueur triste et desconfortée 
Voyant l’effort faict à sa chasteté 
Elle leur dict si par desloyauté
De ce corps mien vous avez jouyssance 
C’est faict de moy. Si je fay résistance
Vous me ferez mourir en deshonneur 
Mais j’ayme mieulx périr en innocence 
Que d’offenser par péché le Seigneur. 

6-7. La volunté
La volunté si longtemps endormie
S’esveillera si j’ay ce que je pense 
Je sens au cueur que mon désir s’advance 
Et à peu près faict contente ma vie 
Et tout ainsy que la flamme amortie 
Du feu couvert rend sa chaleur plus forte 
La descouvrant la myenne ensepvelie 
Vive sera pour n’estre jamais morte.

63

2-3. I am bereft
I am bereft since I lost my sweetheart:
He left me all alone, full of tears and cares.
Pretty nightingale of the woods,  go without delay
To my sweetheart and tell him I am in torment.

4-5. Susanna one day
Susanna one day, solicited for love
By two old men who lusted after her beauty,
Was sad and afflicted in her heart.
Seeing the assault made on her chastity,
She said to them: ‘If through treachery
You gain possession of this body of mine,
I am lost. If I offer resistance,
You will make me die in dishonour.
But I prefer to perish an innocent woman
Rather than offend the Lord by sinning.’

6-7. The desire
The desire so long dormant
Will be aroused if I obtain what I expect.
I feel in my heart that my wishes are progressing,
And make my life almost contented.
And just as the subdued flame
Of a covered fire makes its heat more intense,
So my concealed ardour, when it is uncovered,
Will be so bright that it will never die.
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9. Celle qui m’a le nom d’amy donné
Celle qui m’a le nom d’amy donné
A pour sa part prins le nom de maistresse
Celle qui m’a son cueur habandonné
A prins du mien possession expresse
En me donnant de sa tendre jeunesse
Autant qu’on peult permettre honesteté
Si sa beaulté a loyaulté 
Je tiens heureux mon cueur et son adresse.

11. Contre raison
Contre raison vous m’estes fort estrange 
Esse bien faict en aurez-vous louange
D’ainsi m’avoir soudain déshérité
De votre amour sans l’avoir mérité 
Vous faict-il mal s’a vous servir me renge.
Mais si jamais je rencontre allégeance
Rigueur me bat, faictes m’en la vengeance
D’ainsi m’avoir du tout négligé
De votre amour, je n’y consentiray
Au droit d’amour, faictes la diligence.

13-14. Tant que vivray
Tant que vivray en aage florissant
Je serviray d’amour le Dieu puissant 
En faict, en dictz, en chansons et accords 
Par plusieurs fois m’a tenu languissant
Et puis après m’a faict réjouyssant 
Car j’ay l’amour de la belle au corps gent 

9. She who has given me the name of sweetheart
She who has given me the name of sweetheart
Has for her part taken the name of mistress;
She who has yielded her heart to me
Has expressly taken possession of mine
By giving me her tender youth
In so far as decency allows.
If her beauty is sincere,
I think my heart and its success are fortunate.

11. Against all reason
Against all reason, you are most hostile to me:
Is that acting well? Will you be praised
For having suddenly dispossessed me
Of your love, when I have not deserved that?
Does it injure you if I opt to serve you?
But if ever I encounter relief
– Cruelty assails me, avenge me
For having so completely neglected me
With your love – I will not consent to it.
Give the right of love its due.

13-14. So long as I live
So long as I live, in the prime of life,
I will serve the mighty God of Love,
In deeds, in words, in songs and harmonies.
Several times he has made me languish,
Then afterwards has made me joyful,
For I have the love of a beauty with a grace-
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Son alliance,
C’est ma fiance
Son cueur est mien 
Le mien est sien :
Fy de tristesse, Vive liesse,
Puisqu’en amours a tant de bien.

15. Content désir
Content désir qui cause ma douleur 
Heureux sçavoir qui mon travail renforce 
O fort amour qui m’as rendu sans force 
Donne secours à ma peine et langueur.

17-18. Las je m’y plains
Las, je m’y plains, mauldicte soit fortune
Quand pour aymer je n’ay que desplaisir 
Venez, regretz, venez mon cueur saisir
Et les monstrez à ma dame importune.

19-27. Reviens vers moy
Reviens vers moy qui suis tant désolée 
Et tu verras l’ennui et le tourment 
Que j’ay souffert tousjours en attendant 
Le tien retour dont seray consolée.
Reviens vers moy. 

ful form.
Her bond of love
Is my assurance;
My heart is mine
And mine is hers.
Fie upon sadness, Long live gladness,
Since in love there is so much good.

15. Contented desire
Contented desire that causes my sorrow,
Happy wisdom that strengthens my travail,
O powerful Love that has rendered me pow-
erless,
Grant aid to my pain and languor.

17-18. Alas, I complain
Alas, I complain, accursed be Fortune
When in love I find only grief!
Come, lamentations, come seize my heart
And show it to my ungrateful lady.

19-27. Come back to me
Come back to me, who am so desolate,
And you will see the distress and torment
I have suffered constantly while awaiting
Your return, which will console me.
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20-21. Au joly bois
Au joly bois, à l’umbre d’un soucy 
Aller m’y fault pour passer ma tristesse
Remply de deuil d’un souvenir transi
Manger m’y fault maintes poires d’angoisse
En un jardin remply de noires fleurs 
De mes deux yeux feray un lict de pleurs 
Fi de lyesse et hardiesse 
Regret m’oppresse
Puisque j’ay perdu mes amours 
Las, trop j’endure
Le temps m’y dure, je vous asseure :
Soulas, vous n’avez plus de cours.

23-24. Si par fortune
Si par fortune avez mon cueur acquis 
D’estre laissé sont des tours de fortune 
Mais bien sçavez quand vous m’avez requis 
Au temps premier trouvé m’avez tout une. 

20-21. To the fair woods
To the fair woods, shaded from care,
I must go to give way to my sadness.
Filled with grief, wracked by a memory,
There I must eat many pears of anguish
In a garden full of black flowers;
With my two eyes I will make a bed of tears.
Fie upon gladness and courage!
Sorrow oppresses me,
Since I have lost my love.
Alas, I endure too much.
Time hangs heavy on me, I assure you.
Solace, you no longer exist.

23-24. If by fortune
If by fortune you gained my heart,
To be abandoned is also a trick of fortune;
But well you know, when you implored me
At first, you found me quite indifferent to you.
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25. L’œil pres et loing
L’œil pres et loing voyr vous désire,
De loing le cueur vous sent présente, 
Et la langue près ne peult dire 
Que trop aymer faict que m’absente 
Et m’eslongnant augmente, 
Ainsy ne sçay le quel doibtz suivre,
Pres et loing désir me tourmente 
Et loing de vous je ne puis vivre.

28-29. Contentez vous 
Contentez-vous, amy, de la pensée
Jusques à tant qu’à la peine importune 
Sera donné par l’heureuse fortune
Le temps et lieu d’estre recompensé.

30-31. Vecy le mai
Vecy le may, le joly mois de may qui nous demaine 
Au jardin mon père entray 
Vecy le may, le joly mois de may
Troys fleurs d’amour y trouvay 
En la bonne estraine 
Vecy le may, le joly mois de may, qui nous demaine

25. The eye desires to see
The eye desires to see you both near and far. 
From far away the heart feels your presence,
And the tongue, near at hand, cannot say
That loving too much causes me to stay far away
And being far away increases my love.
Therefore I do not know which course I
should follow:
Near and far, desire torments me,
And far from you I cannot live.

28-29. Be content
Be content, my friend, in your thoughts,
Until the moment when good fortune
Grants your pressing affliction
A time and a place for its reward.

30-31. Here is Maytime
Here is Maytime, the merry month of May,
that stirs us.
I went into my father’s garden:
(Here is Maytime, the merry month of May)
Three flowers of love I found there,
An auspicious sign!
Here is Maytime, the merry month of May,
that stirs us.



ZZT
373

CONTENTS

DOULCE MÉMOIRE - ARTISTIC DIRECTION DENIS RAISIN DADRE

Doulce Mémoire represents first and foremost the spirit of the Renaissance, that sumptuous era of dis-
coveries, inventions, voyages, and creativity. Made up of a team of instrumentalists and singers loyal to
the ensemble and held together by a company spirit, Doulce Mémoire is committed to constantly inno-
vative artistic adventures, with the regular participation of actors and dancers. Its productions range
from the eminently serious ‘Requiem for the Kings of France’ to ‘Splendours of the Court of Francis I’ (a
show combining music and dance, performed in reconstructed historical costumes).
Ever since it was formed, the ensemble has placed itself under the august patronage of Francis I himself,
who wrote the words of the chanson Doulce Mémoire.
Doulce Mémoire has appeared all over France in opera houses, festivals, and national theatres, but also
in the great international capitals such as New York, Riga, Brussels, Rome, Mexico City, and Brasilia. The
ensemble will take on any challenge, and has no more hesitation about performing on the forecourt of a
UGC cinema in the centre of Paris than in front of the prestigious National Palace Museum in Taipei, within
the walls of Topkapi Palace in Istanbul, or precariously balanced on a barge floating on a lagoon in Tahiti.
In its concerts and staged productions, Doulce Mémoire invites audiences to discover the music that
could easily have been heard by the internationally renowned geniuses of the Renaissance (Leonardo
da Vinci, Michelangelo, Rabelais, or, as here, Francis I), some of whom made a lasting impression on the
Loire Valley and its famous Renaissance chateaux. And it is in that very landscape that the ensemble
develops a large proportion of its activities and a privileged relationship with the Région Centre. 
The discography of Doulce Mémoire has received a very large number of awards, including Diapason
d’Or of the Year, Choc du Monde de la Musique, and ffff in Télérama.

www.doulcememoire.com

Doulce Mémoire receives major support from the Région Centre. Doulce Mémoire receives aid from the Ministre
de la Culture et de la Communication /DRAC du Centre as an ensemble conventionné. Doulce Mémoire also
receives support from the Conseil général de l’Indre-et-Loire, Institut Français - Ministère des Affaires étran-
gères, and the Ville de Tours. Doulce Mémoire is a member of Fevis and of the professional body Profedim.
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THE ROYAL ABBEY OF FONTEVRAUD
RESIDENCY FOR THE RECORDING OF THE MASS FOR THE FIELD OF THE CLOTH OF GOLD

An extensive monastic city created in the early twelfth century, Fontevraud Abbey possessed right from
the beginning vast spaces whose resonances are suited to singing and liturgy, words and music.
Its conversion into a prison in the early nineteenth century radically changed its architecture. The abbey
church, the cloisters, and the dormitories were redeveloped to house ever greater numbers of convicts.
The restoration options implemented after the closure of the prison in the 1960s enabled the spaces of
the abbey to regain their original ample dimensions. The various parts of the site, including the refectory,
the abbey church and chapel, the upper dormitory and great dormitory, are much sought after today
for their complementary acoustic qualities.
With its cultural project and the accommodation facilities that have been developed to accompany it,
Fontevraud Abbey offers propitious surroundings for creative residencies or recordings to ensembles
working in a wide range of different genres, from early music to contemporary and urban music.

www.fontevraud.fr

*****

It was like dropping in on a neighbour when Doulce Mémoire, based in the Région Centre, first met the
team at Fontevraud. That was when we created our programme ‘Requiem for Anne of Brittany’ in residence
there and in co-production with the Printemps des Arts de Nantes in 2008. The ensemble was immediately
captivated by the magic of the site and its exceptional acoustics. That first meeting turned out to be the
starting point for a friendship that has grown ever closer over the course of time, with no fewer than six
recordings, four creations in residence, three concerts, and numerous educational and outreach activities
to date!
It is at Fontevraud that Doulce Mémoire has recorded some of its finest discs (winners of the Diapason d’Or
and Sélection du Monde awards, among others) and premiered some of its most original programmes, in-
cluding ‘Laudes – Music for Confraternities of East and West’ and ‘The Gate of Felicity’ with Kudsi Erguner.
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THE DOMAINE NATIONAL DE CHAMBORD 
RESIDENCY FOR THE RECORDING OF LA CHAMBRE DU ROI

Chambord is inextricably associated with the Renaissance and with the man who, in 1515, won one of
the most famous battles in the history of France, which had recently anointed him king: Francis I. It was
a monarch aged just twenty who succeeded to the throne of France, drew Leonardo da Vinci into his
entourage, and decided, in 1519, to build what was to become the emblem of the Renaissance style.
Chambord is one of the rare royal domains of Europe to have come down to us in a condition that still
respects the plan intended by its creator, Francis I. When the French State took over ownership of the
chateau in 1930, it opened it to visitors. Now a public institution, Chambord has developed since 2005 a
range of activities that pay tribute to the builder king and to the Renaissance that he introduced to
France and embodied personally. 
It is in that perspective that we set up a season of cultural events. Although the programmes we present
are resolutely contemporary, they do not turn their back on the origins of the site, and now offer a place
to some of today’s most ambitious initiatives. In that context, it was a self-evident decision to embark on
a partnership with Doulce Mémoire, which is unquestionably one of the very finest ensembles of Ren-
aissance music in Europe. The group organised an Academy for young musicians at Chambord as long
ago as 2003, and has since been invited back for some remarkable concerts. It has also recorded in the
chateau several times, notably, in 2014, the present programme of ‘Music for the Chambre du Roi’.
Doulce Mémoire and the Domaine National de Chambord share the same passion for the fertile period
of the Renaissance, whose culture they have contributed to disseminating in France and abroad, while
at the same time organising outreach activities on the ground in the Région Centre. It is my hope and
wish that this example of cooperation between us should reach the widest possible audience and bear
to distant shores the harmonies that Francis I and his court heard in their time.

Jean d’Haussonville
Directeur Général du Domaine National de Chambord

www.chambord.org
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THE RÉGION CENTRE AND THE MISSION VAL DE LOIRE

For many years now, the Région Centre has pursued a determined programme of action to encourage
cultural activities, with their rich potential for personal growth and exchange. This commitment is mani-
fested in particular in the domain of music, with which our region is richly endowed, notably in its early
music ensembles. Their presence fits into a local history marked by illustrious composers and perpetu-
ated by intensive musicological activity in the past few decades. That tradition is carried on in particular
by the ensemble Doulce Mémoire, directed by Denis Raisin Dadre, whose achievement in rediscovering
the musical heritage of the Renaissance is acclaimed by press and public alike. In 2014 Doulce Mémoire
celebrated twenty-five years of productions and recordings devoted to this repertory. Its recordings are
regularly greeted by important distinctions, which is why the Région Centre is delighted to make a con-
tribution to the present release. It takes its place in the commemoration of the five hundredth anniversary
of the coronation of Francis I, whose name is linked to the most prestigious historic sites of our region:
Amboise, Blois, Chambord. Doulce Mémoire celebrates with enthusiasm the music of the vast musical
panorama of the Renaissance and pilots innovative artistic ventures that help the widest possible public
to gain access to the works it performs. Its remarkable achievements have gained the ensemble a strong
media presence and the opportunity to participate in the foremost national and international concert
series and festivals. The acknowledgment it has earned goes hand in hand with the interest of audiences
of all ages, fascinated to discover such lively presentation of the repertory it performs. I would like to
take this opportunity to express my warmest congratulations to the musicians and Denis Raisin Dadre
for these successes and for their important contribution to the cultural life of the region.

François Bonneau
Président de la Région Centre / www.regioncentre.fr

74



ZZT
373

CONTENTS

75

Le Val de Loire est inscrit depuis novembre 2000 sur la liste du Patrimoine mondial, notamment en
ce qu’ « il témoigne de la civilisation de la Renaissance ». C’est sous le règne de François Ier, que
le territoire connut un de ses essors les plus importants. Si ce sont bien les Châteaux de la Loire
qui valent aujourd’hui au Val de Loire une reconnaissance internationale, la musique n’est pas en
reste. Doulce Mémoire en témoigne avec autant de rigueur que de talent.

Mission Val de Loire
www.valdeloire.org / www.francois1er.org
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HARDELOT CASTLE PAS-DE-CALAIS DÉPARTEMENT

The territory of the Pas-de-Calais, situated opposite the White Cliffs of Dover, has always lain at the
heart of Franco-British history.

Hence it is only natural that the Département du Pas-de-Calais should be associated with this CD-book
by Doulce Mémoire, and more particularly with the Mass for the meeting at the Field of the Cloth of Gold.
The historic encounter between Francis I and Henry VIII was held near Calais, between the towns of
Guînes and Ardres, from 7 to 24 June 1520. Other diplomatic negotiations between the counsellors of
Henry VIII and Francis I also took place at Hardelot Castle in the course of the sixteenth century.

The Département du Pas-de-Calais has chosen to renovate Hardelot Castle and make it a cultural site
devoted to Franco-British relations. 
The Centre Culturel de l’Entente Cordiale was opened inside the castle precincts in June 2009. In 2014
the internal decoration was recreated, and the castle now houses a permanent exhibition devoted to
its history and to the past we share with our British neighbours. Gardens in the Tudor style were planted
around the ramparts. A wooden theatre based on Elizabethan models has been erected in the castle
grounds and now programmes a rich variety of cultural activities, including the Midsummer Festival. Hard-
elot Castle is now a unique centre for creation and artistic encounters between French and British cul-
tures. 

www.chateau-hardelot.fr
www.pasdecalais.fr
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78

Doulce Mémoire
contact@doulcememoire.com

www.doulcememoire.com



ZZT
373

CONTENTS

CREDITS

The spoken texts in the Mass for the Field of the Cloth of Gold are taken from the following sources:
Jacques Dubois, Francisci Gallorum et Henrici Anglorum Colloquium (Paris: 1521).
Mémoires du Maréchal de Fleurange dit le Jeune adventureux.
Jean La Caille, L’ordonnance et ordre du tournoi, joustes… (Paris, 1520).

Photo credits:
Doulce Mémoire: Cristiano Nocera (p. 12, 13, 22, 49, 50), Rodolphe Marics (p. 69)
Domaine national de Chambord: Guillaume Perrin, Léonard de Serres (p. 4, 55, 73)
Abbaye royale de Fontevraud: Berwin (p. 71)
Région Centre: Guillaume Garrié (p. 76)

79



80

Lambeth Palace Library, The Arundel Choirbook: Nicholas Ludford,
Mass 'Benedicta et venerabilis' 
(MS 1, folios 28v).
© Lambeth Palace Library

ZZT
373

80






