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Notes on names/numbers, glossary, dating style,

currencies

Names/numbers

All general names are given in their modern equivalent in the original language,
unless they are specific names of persons, in which case they are spelled according to
their most frequent appearance. For example: Sint Jacop has been rewritten as Sint-
Jacob, but Pierkin or Pierken has not been replaced by Pierre. If there are many
variants in names, they are given in a note. Names of towns that have an English
equivalent are written in English (for example: Bruges, Brussels, Ghent, The Hague,
but ’s-Hertogenbosch). Roman numerals are not replaced by Arabic ones.

Glossary

For some Middle Dutch and current Dutch words it is not possible or even
preferable to translate them into English; these have been italicised. Sometimes both
Middle Dutch and the modern English translation are used in the same text.

basconter bass singer
bastonnier verger (‘rod carrier’)
beierman man playing bells rhythmically, without

the activation by a keyboard, therefore by
using hammers or clappers directly on the
bells or indirectly through strings attached

to them
belfort belfry
bonenfanten / bonifanten schoolboys helping or singing chant

during liturgy in (chapter) churches;

sometimes also in the meaning of

choirboys: boys singing polyphony
bovensanck highest/high voice

~18 ~



Bruederscap vanden Heyligen
Eerwerdigen Sacramente
cantor

capelaen
choralen
Commuun

contratenor
coraelmeester

Dis (also: Armendis)
discant

discanters

exequie

hoogconter / hoogtenor
Ilustre Lieve Vrouwe Broederschap
intoneerder

heer (or Her)

heer

kovel

koster

Lof

magister cantus
maitre de chant
meester

musycke

Nieuwe Kerk
ommeganck

Onze Lieve Vrouw

Confraternity of the Holy Sacrament
originally one of the canons of a chapter
church in charge of singing the seven
canonical hours (Divine Office); if
functioning in addition to the
zangmeester, then more ceremonial;
sometimes used as equivalent for
zangmeester

chaplain

choirboys capable of singing polyphony
college of the seven canonical hours, also
called Communitas chori or Zeven-
getijdencollege

high male voice, probably alto

see: zangmeester

poor relief

equivalent of polyphony

singer of polyphonic music

memorial service

high male voice, probably alto
Confraternity of Our Illustrious Lady
precentor

priest (Latin: Dominus)

Lord (ruler)

hood

sexton

sung liturgical service in honour of for
example the Blessed Virgin Mary, the
Holy Cross, the Holy Sacrament or a Saint
see: zangmeester

see: zangmeester

Master (French: Maitre), title of a
university degree

literally: music, meaning polyphony
‘New Church’

procession

Our Lady
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orgelblaser

Oude Kerk
proost
provisoer/provisor

Sacramentsbroederschap
sancmeester/sangmeester

simpelen sanck
Sint-Donaas
Sint-Jacob
Sint-Jan
Sint-Salvator
Sint-Walburga
stadspijper
succentor
tabbert
tafeldrager

zangmeester

zeven-getijdencollege

Dating style’

organ/bellows blower (giving the organ
wind)

‘Old Churcl’

provost

agent

Confraternity of the Holy Sacrament

see: zangmeester

equivalent of Gregorian chant

St Donatian

St James

St John

St Saviour

St Walpurga

city trumpeter

see: zangmeester

tabard, gown

scribe in a church who among other
things keeps the attendance lists of singers
choirmaster (as in director of the choir of
singers); not to be confused with the
government of a zeven-getijdencollege,
sometimes also called sancmeesteren (the
zangmeester then mostly had a different
name, like coraelmeester, succentor,
magister cantus)

group of men singing the seven canonical
hours (Divine Office), also called
Commuun

In general all medieval styles (Easter style, Christmas style, Brabant style) have been

modernised to the new style (n.s.) if known which style was meant (otherwise a note

is given).

1 Based on: Grotefend 1991'%; Van den Bichelaer 1998, pp. 230-232; Verhoeven 1993a, p.

47.
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A split financial year (for example from the feast of St John to the feast of St John a
year later) is written as 1539/40. A period of two years is written as 1539-1540.

Currencies?

Between 1520 and 1550, several local monetary units were used in Delft, Bruges and
’s-Hertogenbosch, like the Carolusgulden, the Flemish groat and pound and the
pound of Holland. The rates of exchange were fixed between 1496 and 1548. Since
1521, the Carolusgulden (consisting of twenty stuivers) was the official prevailing
money of account in the Low Countries. For the purpose of comparing the
remuneration Gheerkin received (Chapter 9), the amounts of money have been
converted to the Carolusgulden and the stuiver. Below, a survey is given of the
monetary units found in documents in Delft, Bruges and ’s-Hertogenbosch that have
been used for this book, as well as a survey of the different exchange rates.

Delft (1520-1532)
pond Hollands, Rijnse gulden, Carolusgulden, schelling, Vlaamse groot, stuiver,
denarius, patard (= French for stuiver)

Bruges (1530-1540)

Accounts church fabric Sint-Jacobs: pond, schelling, groot, denarius (Vlaams)
Accounts Commuun Sint-Jacobs: pond Parisis, schelling Parisis, Vlaamse groot
Accounts Dis Sint-Jacobs: pond Parisis of 20 Vlaamse groot

Accounts city: pond, schelling, denarius (Vlaams)

’s-Hertogenbosch (1520-1550)
Carolusgulden, gulden, stuiver, oord, denarius, pond payement

1 Carolusgulden (also called Rijnse gulden) equals

— 20 stuivers (French: patards) = 40 denarii = 80 oord

—  31/3 schelling Vlaams = 1/6 pond groot Vlaams = 40 groten Vlaams = 960
Vlaamse mijten

— 2 pond Parisis

— 11/3 pond Hollands = 320 penningen Hollands

2 Based on: Van Beek 1986-2002; Munro 1974; Enno van Gelder 2002.
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1 pond Vlaams (also called 1 pond groot) equals

20 schellingen Vlaams = 240 groten Vlaams
6 Carolusgulden

12 pond Parisis

8 pond Hollands

1 pond Parisis equals

1/2 gulden = 10 stuivers
1/12 pond Vlaams = 1 2/3 schellingen Vlaams =20 groten Vlaams

1 pond Hollands equals

3/4 gulden = 15 stuivers = 240 penningen Hollands
1/8 pond Vlaams = 30 groten Vlaams

1 pond payement equals

7 stuivers
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Introduction

For many decades musicologists have studied music of the Renaissance Low
Countries, formed by the current Netherlands, Belgium, Luxembourg and the north-
western part of France. This period is particularly interesting, because in the 15th
and 16th centuries, this region of Europe played the leading part when it came to
music. The musical capacities of the many singers and composers from the area
literally set the tone. Every self-respecting small town had at least one major church
where liturgy was celebrated with great ceremony, including polyphony.?
Furthermore, several European courts had their own groups of singers and
musicians. Together they formed a network of professionals who spread the musical
heritage of the Low Countries all over Europe. Masters like Guillaume Dufay,
Johannes Ockeghem, Jacob Obrecht, Josquin des Prez, Pierre de la Rue, Benedictus
Appenzeller, Lupus Hellinck, Nicolas Gombert, Thomas Crecquillon and Adriaen
Willaert were highly placed men in important churches and at courts, not only in the
Low Countries but as far afield as Italy and Spain, who also left us many
compositions of high quality. They overshadowed numerous colleagues who sang in
less important surroundings, of whom we do not have much biographical
information or for whom only a few compositions have come down to us. One of
those so-called Kleinmeister was Gheerkin de Hondt.*

At the beginning of the 20th century, the German musicologist Robert Eitner
described Gheerkin de Hondt as ‘ein sehr begabter, gewandter und
erfindungsreicher Komponist, dessen Kompositionen so ansprechend sind, dafy man
das hohe Alter derselben fast vergifit’.”> Such an opinion can only act as an invitation
to closer research into Gheerkin’s life and work. The purpose of this book therefore

Polyphony is many-voiced music in which the different parts (voices) move
rhythmically and melodically independently (Elders 1985, p. 181).

4 Variants in name: Gheerken/Gerit/Gerrit/Gerryt/Gheeraert/Geerhart/Gerard/Gerart de
Hont/die Hont/die Hondt. In musicological literature this composer has always been
called Gheerkin de Hondyt, after the name that occurs above the Superius and Tenor parts
of his Missa Benedictus Dominus Deus Israel (Cambrai, Médiathéque Municipale MS 125-
28, fol. 48v). ‘Gheerkin’ is the (affectionate) deminitive of ‘Gheeraert’ and means ‘little
Gheeraert’ (see also De Coussemaker 1975% p. 75 and Fétis 1862, p. 365).

‘A very gifted, skilful and inventive composer whose compositions are so attractive that
one almost forgets how extremely old they are’ (Eitner 1900-1904, volume 5, pp. 199-
200).
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is twofold. On the one hand a picture will be given of Gheerkin de Hondt in his time.
Where did he live and work? What were his duties and what was his social-economic
status? On the other hand a sketch will be drawn of Gheerkin’s music. Which
compositions do we have and in which sources? How and where were they used?
What was Gheerkin’s position in the European network of singers and composers?

Up till now, only small paragraphs on Gheerkin’s life and work have been
published in the musicological literature. Besides the information by Eitner and the
short texts in the well-known music encyclopedias The New Grove Dictionary of
Music and Musicians and Die Musik in Geschichte und Gegenwart, C.E.H. de
Coussemaker, F.J. Fétis, ].A. Bank, A. Smijers, M.A. Vente, A. Dewitte, G.K. Diehl,
H. van Nieuwkoop and P. Andriessen dedicated a few words to Gheerkin.® Together,
these publications give us a list of Gheerkin’s compositions and of the cities and
churches where he has worked: between circa 1520 and 1524 and from 1 August
1530 up to February 1532 in Delft (Nieuwe Kerk), between at least July 15327 and the
end of 1539 in Bruges (Sint-Jacobskerk), and from 31 December up to 2 October
1547 in ’s-Hertogenbosch (chapter of Sint-Jan and Illustre Lieve Vrouwe
Broederschap). In October 1547 Gheerkin left ’s-Hertogenbosch for ‘Vrieslant’; he
was fired, because his wife had not taken good care of the choirboys.® And although
not all information we now have proved correct, as we shall see, our starting point
will be to follow in Gheerkin’s footsteps, which seem to lie only in the Low
Countries.

Archives and libraries in the Low Countries and beyond offer us many treasures with
information on social, political, economic, religious and musical life in the 16th
century. A variety of contemporary sources allows us an understanding of the
circumstances under which people lived. In the case of Gheerkin de Hondt, we can
draw on different types of accounts and documents related to the institutions
Gheerkin worked for, and to the cities he worked in. The number of contemporary
sources in Bruges and ’s-Hertogenbosch especially is so large, that a choice had to be
made. The sources of the churches and institutions Gheerkin worked for provide the
basis for his biography. Furthermore, the available city accounts of the cities

6 De Coussemaker 19752 (facsimile of 1843 edition), pp. 75-76, 78; Fétis 1862, p. 365; Bank
1939a, p. 103; Bank 1940, p. 52; Smijers 1948-1955, pp. 222-230; Vente 1963a, p. 34;
Dewitte 1971, p. 347; Diehl 1974, pp. 173-176; Van Nieuwkoop 1975, pp. III-V]; Vente
1980, p. 88; Andriessen 2002, Pp. 267-269.

7 Roelvink 1995, pp. 11-12.

Although many zangmeesters were priests in those days, Gheerkin de Hondt clearly was

not, also confirmed by the fact that the church accounts usually address him as meester,

not as heer.
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Gheerkin worked in have been examined for the years he lived in that particular city,
in order to get a general idea of the situation during his employment. Where city
accounts have not been preserved, contemporary chronicles were used where
available. The administrative legal sources of Bruges and ’s-Hertogenbosch covering
the years Gheerkin worked there have only partly been studied. This was not an easy
decision, because the sources may contain information on Gheerkin or his family.
However, the time it would have taken to go through all these thousands of pages
would not balance the results that might have been achieved in relation to the
purpose of this book.

Not many sources survive from the period Gheerkin worked in Delft. The city was
struck by a huge fire in 1536, four years after Gheerkin had left the town.
Furthermore, the religious troubles of 1566, the Revolt of 1572 (the year Delft chose
the side of the rebels against Spain and switched from Catholicism to Protestantism)
and the fire in the city hall in 1618 caused a tremendous losses of documents.” We
are therefore lucky that we still have any documents of the Nieuwe Kerk (and the
Oude Kerk) at all, although they show us a far from complete picture. In the course
of history, documents concerning the church have been spread over several
collections, among others the archives of the diocese of Haarlem. Since the second
half of the 1980s most documents are kept in the Gemeentearchief Delft. "

The sources from the Nieuwe Kerk that do survive are rather complicated and
fragmentary, and they only give us an incomplete view of daily life in the church. We
know that at least three administrative accounts were kept in the Nieuwe Kerk: one
by the kerkmeesters (the church masters; responsible for the building, but also for the
payment of the organist), one by the getijdenmeesters (the administrators responsible
for the payment of the singers) and one by the heilige-geestmeesters'! (in charge of
poor relief). For the periods Gheerkin de Hondt worked in Delft, fragmented
information on singers, liturgy and music in general comes from two registers of the

According to former city archivist D.P. Oosterbaan (Oosterbaan 1973, p. 9).

10 Under Archiefnummer 435 (from now on referred to as GAD 435). Under this number
we find documents up to 1572 of the Oude Kerk and the Nieuwe Kerk, as well as
documents of which is unknown to which of the two churches they originally belonged
(if they belonged to one of the churches at all). The inventory is to be consulted on the
internet: http://www.archief-delft.nl/, click Archieven A-Z, search 17.01.03 Parochies,
click 435 Delftse Parochiekerken. The previous document numbers of the Archief
Bisdom Haarlem, used by Vente 1980, are added to the survey in Appendix 1. Vente
1980 also refers to archival documents in the city archives in Delft that were not yet
listed at the time.

' We know that only from GAD 435, Inv. no. 165, being a charter signed by the heilige-

geestmeesters (GAD 435, Inv. no. 165).
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getijdenmeesters: one for the years 1520-1524 and one for the years 1524-1554."
Furthermore, we have some charters that are very important in the scope of this
study, among them the foundation charter of the zeven-getijdencollege." Finally,
some fragmentary information comes from several documents, which will be
mentioned in the chapter on Delft and in the list of archival documents (Appendix
1).

Another contemporary source that gives us information on life in the Nieuwe
Kerk is a chronicle that is nowadays in the British Library in London (Add. MS
25050). The chronicle was once owned by Michiel Vosmeer (23/08/1545-
17/04/1617). An extensive edition of it has been published.' We do not know who
wrote the chronicle, but since the last entry by the original writer is from 1516, it
probably dates from about that time." This chronicle was the basis for three later
chronicles.'

It is probably due to the lack of (medieval) sources that there is no recent
general historical study on the city of Delft. However, several publications on sub
disciplines make up with this loss.'” The first person to publish on musical life in
Delft in the Middle Ages was J.A. Bank in 1940,'® but his articles should be treated
with much care. A second attempt was made by M.A. Vente, who published many
facts on musical life in both Delft churches, but also left out many important details
and made some mistakes. ' Nevertheless, if it had not been for the work of Bank and
Vente, we wouldn’t have known that Gheerkin de Hondt worked in the Nieuwe
Kerk in Delft at all.

2. Respectively GAD 435, Inv. no. 191 and 186. For the period before 1520 and after 1532,
two registers of the church masters have been kept, one for the years 1497-1507 (GAD
435, Inv. no. 156) and one for the years 1536-1546 (GAD 435, Inv. no. 151). Also one
register of the getijdenmeesters has been kept for the pre-Gheerkin period 1498-1513
(GAD 435, Inv. no. 187).

13 GAD 435, Inv. no. 181.

" Qosterbaan 1958.

Verhoeven 1992, p. 64 mentions the large number of miracle stories from the period

1505-1516 and therefore reaches the conclusion that the manuscript must have been

written in that period. For detailed information on this chronicle and for suggestions on

the authorship see Appendix 2.

16 Van Bleyswijck 1667-1680; Van Rhijn 1720; Boitet 1729 (1972).

7 De stad Delft 1979; Verhoeven 1992; Verhoeven 1993b; Oosterbaan 1973; Oosterbaan
1966; Van Berckel 1897/1899/1901/1904.

8 Bank 1940.

9 Vente 1980; Vente 1979.
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In Bruges the situation is completely different. Here many documents of the once
very extensive medieval archives of Gheerkin’s church, the Sint-Jacobskerk, have
come down to us.” To begin with, we have all yearly accounts of the three church
administrations: the church fabric (generally responsible for the building), the
Commuun (generally responsible for the liturgy) and the Dis (generally responsible
for the poor relief).?* Furthermore, we have many original foundation charters or
copies of them containing information about liturgy and music. Quite a few of these
foundation charters were copied into the Cartularium Communitatis from the
Commuun, a register called Registrum Contractuum Communitatis, and the Register
van de verbanden from the Dis.”2 Important for information on the appointment and
activities of the singers is a Resolutieboek (book of resolutions).” We also have two
registers of graves, giving us information about memorial services.** And finally,
there is an interesting register called Planaris, containing an overview day by day of
the feasts and foundations for memorial services and poor relief.?

Besides the rich archives of the Sint-Jacobskerk, we also can draw information
from many medieval sources of the city of Bruges.? Important for the present study
are for example the city accounts, including the accounts of the rentenier (the city

2 For the archives of the Sint-Jacobskerk see: Rombauts 1986. There is a short supplement
by Nuyttens 1999 (my sincere thanks go to Dr. Nuyttens for sending me this
supplement). All documents are in the RAB, except for the church accounts of
Commuun and Dis and a Cartularium Communitatis which are in the archives of the
Openbaar Centrum voor Maatschappelijk Welzijn in Bruges (OCMW-B; see below).
Furthermore, a few documents are in the Stadsarchief Brugge (SAB, OA), but they were
not important for this study (see Vandewalle 1979).

21 The accounts of the church fabric are now in the Rijksarchief Brugge (RAB), Inv. no. 88,

nos. 23-55 (1419-1797, with only a few lacunae). The accounts of the Commuun and Dis

are kept in the archives of the OCMW-B. A preliminary inventory is available: De

Duytsche 1955.

22 Respectively in the OCMW-B and the RAB 88, nos. 237 and 888.

23 RAB 88, no. 21.

24 RAB 88, nos. 197 and 198.

2 RAB 88, no. 158. As far as I can determine, the word Planaris seems to be typical for

Bruges, since all major churches had one or more Planarii (see also Dewitte 1997b). The

word Planaris is most likely derived from the Latin word plenum, meaning ‘full moon’.

Therefore the word Planaris might be translated as monthly (liturgical) survey. I am

grateful to Prof. Dr. Karl Enenkel from Universitdt Minster for this explanation. Van

Dromme 1908, p. 393 translates the word as stichtings- of jaargetijdenboek, meaning

‘foundation or memorial service book’.

% Available in the Stadsarchief Brugge (SAB, OA). For the inventory see Vandewalle 1979.
Many series of documents have been made accessible since then through computer
databases (search system Marcus, accessible in the Stadsarchief, not on the internet).
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treasurer).” From these it became evident that the name De Hondt was very
common in 15th- and 16th-century Bruges. Several other series of documents also
frequently mention the name, including legal sources. Some of them are easily
accessible, since they have a contemporary index by name. These sources have been
used for this book.?® Others remain to be studied.”’

The richness of the Bruges archives has encouraged many people to write about
the history of the city. A bookcase full of the beautifully published books and
journals would deal with many different subjects. The first general study on the
history of Bruges appeared in 1910; it was followed by several others.*® Furthermore,
various monographs deal with aspects of Bruges’s history, for example on Bruges
and the Renaissance, Bruges and the Hanse and Bruges and Europe.®' On the history
of the church of Sint-Jacobs, several articles are significant for the scope of the
present study.*? With regard to music, four important books should be mentioned,
namely the ones by George Karl Diehl, Reinhard Strohm, Pieter Andriessen and
Nele Gabriéls.*® For the Renaissance period (in particular the 16th century), the large
number of articles by the pioneer Alfons Dewitte must be referred to specifically,
since they made the musical history of Bruges more widely accessible and formed the
basis for many musicologists throughout the world who wanted to study the life and
music of singers and composers in Bruges. However, there is still much more
information available than that published by Dewitte.

Similar to Bruges is the situation in ’s-Hertogenbosch, where many contemporary
sources invited scholars over the centuries to publish on the history of the city.
Numerous large and thorough studies are available to give us an impression of

27 SAB, OA, Inv. nos. 216 and 219. As we shall see later, these two types of accounts were

part of one account in the city of s-Hertogenbosch.
28 For example SAB, OA, Inv. no. 114, Wetsvernieuwingen (‘amendments of the law’),
search system Marcus; SAB, OA, Inv. no. 157, Civiele Sententién Vierschaar, books
1528-1534 and 1534-1541 n.s.; SAB, OA, Inv. no. 165, Civiele Sententién Kamer, for the
period 1532-1540; SAB, OA, Inv. no. 198, Klerken van de vierschaar, search system
Marcus; SAB, OA, Inv. no. 208, Wezengoederen (orphans’ goods), search system
Marcus.
2 For instance SAB, OA, Inv. no. 199 (Procuraties, onvolledige reeks) and Inv. nos. 204-
205 (Wezerij Ferieboeken-Wezerij voogdijschappen).
30 Duclos 1910; Van Houtte 1982; Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme
1999; Ryckaert 1991; Geirnaert/Vandamme 1996; Jacobs 1997.
31 Martens 1998; Vandewalle 2002a and Vandewalle 2002b; Vermeersch 1992.
2 Hodiim 1954; Rotsaert 1962; Rotsaert 1977/1978/1979/1980; Rotsaert 1975; Declerck
1971.

3 Diehl 1974, Strohm 19902, Andriessen 2002, Gabriéls 20102
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medieval life in the Brabant town. An inventory of the old city archives of
’s-Hertogenbosch by Jozef Hoekx and Valentijn Paquay with its extensive
descriptions of the documents including references to literature and a general
overview of the history of the town and its documents is an excellent starting point
for research.*

Already in the 16th century, the city clerks Petrus van Os and Willem Moel
wrote a history of their town.>* Many followed, among them an anonymous writer
producing what we call today the chronicle of the Sint-Geertrui convent,*® and
Aelbertus Cuperinus, who gave valuable information on Gheerkin de Hondt.* In the
year 2000 a general and very extensive city history up to 1629 was published by
P.Th.J. Kuijer.*

Many monographs have seen the light during the decennia. The general history
of art in ’s-Hertogenbosch in the Middle Ages by Jos Koldeweij is very valuable for
those dealing with art history.* The most important subject of art, the church of
Sint-Jan, has been the theme of many voluminous books, all equally beautiful in
their times. The most recent one is by Harry Boekwijt, Ronald Glaudemans and
Wim Hagemans, offering us fine-looking 3D-drawings of all the building phases of
the church.* Extensive studies on several subjects are all very helpful in creating a
view of ’s-Hertogenbosch in the 16th century.* Very important for the scope of this
book is the history of the Illustre Lieve Vrouwe Broederschap by Lucas van Dijck.*?
On the musical history of the Illustre Lieve Vrouwe Broederschap, Albert Smijers
was the pioneer, beginning with a series of publications of the musical entries from
the accounts in the Tijdschrift van de Vereniging voor Nederlandse
Muziekgeschiedenis in 1932. He stopped his research with the account of 1540-41,
which was then completed by Maarten Albert Vente, who published his - less

3 Hoekx/Paquay 2004.

3 Editions provided for by Van Lith-Drooglever Fortuijn/Sanders/Van Synghel 1997;
Hoekx/Hopstaken/Van Lith-Drooglever Fortuijn/Sanders 2003.

% Edition by Van Bavel/Kappelhof/Van der Velden/Verbeek 2001.

% See§ 7.6. Edition by Hermans 1848. Since we have so many official contemporary
sources (among them the city accounts and accounts of the Illustre Lieve Vrouwe
Broederschap) and secondary literature, the many and extensive chronicles that have
been written about ’s-Hertogenbosch have been left out here, except of course for the
one by Cuperinus. On the chronicles in general: Van Oudheusden 1991.

38 Kuijer 2000.

¥ Koldeweij 1990b and Koldeweij 1990c.

1 Boekwijt/Glaudemans/Hagemans 2010.

4 Only to mention a few: Schuttelaars 1998; Jacobs 1986; Blondé 1987; Hanus 2010; Van
Drunen 2006; Van den Heuvel 1946; Van de Meerendonk 1967; Nauwelaerts 1974.

2 Van Dijck 1973.
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extensive, more compact — results up to and including the year 1620 in the same
Tijdschrift (in 1963). Because both founders of archival musicological research in the
Netherlands left some blanks, I published a study on the (polyphonic) music history
of the Broederschap between 1519 and 1568 in 2002.* In the same period, Ike de
Loos studied the chant books of the Broederschap with a group of students at
Utrecht University.* A new inventory of the archives of the Broederschap was
provided by Jan Sanders in 2005.*

The source material in ’s-Hertogenbosch is very rich if we look for city
documents and accounts*® and the archives of the Illustre Lieve Vrouwe
Broederschap. The extensive Bosch’ Protocol (a wide-ranging series of legal
documents, so-called schepen protocollen) has been omitted here, since it would take
many months to read only the acts of the few years that Gheerkin de Hondt spent in
’s-Hertogenbosch.” The medieval archives of the Sint-Jan church did not stand the
test of time: only fragments of what was once an unquestionably rich archive have
come down to us. Matters are complicated, because the available inventory is
outdated and subject to a thorough update; therefore important documents may
easily be overlooked until this new inventory is ready. A nice surprise are the
archives of the Sacramentsbroederschap, containing information on their musical
activities in the Sint-Jan. The situation of the episcopal archives is extremely sad:
there is no inventory and the archives have been closed to the public since the
summer of 2012.

In the case of “Vrieslant’ the first question to be answered is which area is meant by
this term. Pieter Andriessen states that this was Vriesland near Rotterdam, because
he assumes that Gheerkin’s final destination was Bruges again.* Indeed, there was a
small village near Rotterdam called Vriesland (the polder of Vriesland already
existed around the year 1200), which had a church, but that actually belonged to the

4 Roelvink 2002.
“ De Loos 2000c.
# Accessible on the internet: http://www.bhic.nl (Toegangsnummer 1232), click
Archieven en boeken; search Illustre Lieve Vrouwe Broederschap. For Roelvink 2002 I
used the old inventory by Van der Does de Bije 1874. A concordance is given in the
inventory by Jan Sanders.

% Complete from 1496 onwards, partly published by Van Zuijlen 1861. On the subject:
Jacobs 1986, pp. 168-182; Van Synghel 2007, pp. 117-124.

4 The general 18th-century index of names — not reliable — has been checked, but did not

give any information on Gheerkin de Hondt. On the subject: Van Synghel 1993.
4 Andriessen 2002, p. 268. Besides the fact that Gheerkin’s return to Bruges is no
argument for ‘Vrieslant’ being the village close to Rotterdam, the assumption that

Gheerkin returned to Bruges at all will turn out to be wrong, see § 5.2.
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nearby village of Hekelingen, which was situated just across the dike. The church
was demolished shortly after 1850.* None of the archives of the church have
survived, so we cannot reconstruct if this church was a (chapter) church where
professional singers worked.*® Although we do have to bear in mind that it is
possible that Gheerkin left for Vriesland near Rotterdam, it is more likely, however,
that the accounts of the Broederschap refer to the region of what is today called the
Province of Friesland.” For this book I therefore assume that Gheerkin de Hondt
chose that area to work in when he left ’s-Hertogenbosch.

In the Frisian archives of today, the situation is very poor. The records of the
towns and villages have been spread all over the province and even beyond.* Many
church archives were destroyed after the Frisians permanently turned to
Protestantism in 1580. The situation with the general archives of the towns and
villages is not much better.>® Because it is a mystery where exactly Gheerkin de
Hondt worked in ‘Vrieslant’ the main goal of my research for this area was to get a
general overview of where a highly-trained professional like Gheerkin might have

4 Today, both Hekelingen and Vriesland are districts of the town of Spijkenisse.

Information taken from a brochure of the municipality of Spijkenisse: Van Trierum

2008, pp. 12-13 (including maps).
*  Kind notification of Mrs. E. Lassing-van Gameren of the Streekarchief Voorne-Putten
en Rozenburg (23-08-2011). There is also no archival material of this church left in the
archives of the dioceses of Utrecht (now at Het Utrechts Archief, see
http://www.hetutrechtsarchief.nl) and Haarlem-Amsterdam (kind notification of Mr.
Floor Twisk, archivist of the diocese; see also Verhoofstad 1959).
In the 16th century spelled as ‘Vrieslant’ or “Vrieslandt’. If ‘Vrieslant/Vrieslandt’ was
mentioned in the accounts of the Broederschap, always the area Friesland in the upper
north of the Low Countries is meant. In the Gheerkin de Hondt period “Vrieslant’ is
described in the so-called Beneficiaalboeken of 1543, as containing the districts of
Oostergo, Westergo and Zevenwouden (see § 8.1). The books were published in 1850 by
Van Leeuwen. The originals are in the Fries Historisch en Letterkundig Centrum
Tresoar in Leeuwarden, Toegangsnummer 14, Hof van Friesland, Inv. nr. 86 (Oostergo),
87 (Westergo) and 88 (Zevenwouden), see http://www.tresoar.nl). A map of ‘Vrieslant’
was published in Kalma/Spahr van der Hoek/De Vries 19807 pp. 172-173. These areas
correspond to the current province of Friesland (officially called Fryslan). See also the
map in AGN, volume 5, p. 314.
2 The inventories of the most important archives for this book were accessible through
one of the following websites: http://www.tresoar.nl; http://www.gemeentearchief.nl
(Historisch Centrum Leeuwarden); http://www.friesarchiefnet.nl. Quite a few
inventories have been made accessible in print in the 20th century, for example for the
cities of Franeker and Franekeradeel (Obreen 1974), Sneek (Keikes 1955), Bolsward
(Keikes 1952), and Harlingen (Obreen 1968).

% That medieval Frisian sources are rare is also stated by Verhoeven 1994, p. 13.
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found convenient conditions in this region. Therefore, a detailed study of local,
social and cultural history as has been made for Delft, Bruges and ’s-Hertogenbosch
has not been done for Friesland. Instead an overview will be given of where singers
of Gheerkin’s calibre were singing the seven canonical hours, and - more important
— where they sang polyphony. The basis for this survey was provided by the book by
Auke Hendrik Vlagsma on the Frisian organs.> Vlagsma’s research shows that from
the period around 1547, the accounts of only one of the many churches in the
district have been kept, namely those of the church of Bozum.*

As in Delft, the poverty of the sources has restricted writing about the history of
medieval ‘Vrieslant’, although the Middle Ages and different (religious) aspects of
the Frisian history around 1550 have been represented in several books and a
number of articles.”

Part I of this book is the biographical part. Chapter 1 sketches an overview of the
situation in the Low Countries in the first half of the 16th century, mainly
concerning the musical tradition. The origins, political situation, daily life, social
circumstances, religion and music in the cities where Gheerkin de Hondt worked are
the themes of Chapters 2, 4, 6 and 8. Chapters 3, 5 and 7 deal with Gheerkin’s
employment: what do we know about his appointment, his colleagues, the tasks he
had to fulfill and the music he had at his disposal? Chapter 9 tries to place Gheerkin
in his surroundings: what was his social-economic status as zangmeester and
composer?

In Part II the musical context of Gheerkin’s works is the essential subject:
which compositions have come down to us, in what sources do they occur, and what
do these sources tell us about the distribution of his music? First, the list of works
currently known are given (Chapter 10), followed by a description of the sources of

> Vlagsma 2003.
> Now kept in the Regionaal Historisch Centrum Groninger Archieven,
Toegangsnummer 622, Borg Lulema 1400-1900, Inv. no. 68, Rekening kerk Bozum
1515-1556. I have consulted the above mentioned inventories and asked several
archivists if there were any other church accounts from the period around 1547, but as
far as we know now, none have survived. I am grateful to Mrs. Marga ten Hoeve
(Historisch Centrum Leeuwarden), Mr. Otto Kuipers and T. Busstra (Fries Historisch
en Letterkundig Centrum Tresoar), Mr. Robyn Steensma (Fries Archief Net) and Mr.
Wietze Ypma (Stichting Archief- en Documentatiecentrum voor r.k. Friesland) for their
help in this matter.

56 Kalma/Spahr van der Hoek/De Vries (eds.) 1980% Verhoeven/Mol 1994; Mol 1994;
Spaans 1997; Breuker/Janse 1997; Faber 1972; Woltjer 1962; Kunst 1999; Schroor 2011;
Hallema 1931.

57 Vlagsma 1996; Theissen 1913; Telting 1856; Hallema 1953b; Faber 1972.
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Gheerkin’s compositions (Chapter 11). Then a small discussion of the authenticity
problem is presented (Chapter 12). Finally, the music itself is discussed (Chapters
13-15). Models, settings by other composers and Gheerkin’s use of text are the
central themes. How he is influenced by other composers is traced, in relation to his
biography. A complete edition of Gheerkin’s works is in preparation. It is explicitly
not the purpose of this study to provide a detailed musical theoretical analysis of
Gheerkin’s work. I would gladly invite other scholars to pick up that gauntlet.
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Chapter 1 The musical tradition in the Low
Countries in the first half of the
16th century

1.1 The secular and ecclesiastical organisation of the Low
Countries

In 1543 Emperor Charles V added the duchy of Guelders to his realm.*® It was the
end of a long period in which the Burgundian-Habsburg dynasty had slowly
expanded.” ‘The Low Countries by the Sea’ finally came together under one ruler,
although not for long.* Charles’s empire was large, and therefore in 1518 he
delegated the daily government of the Low Countries to his aunt Margaret of
Austria, who was Governess until she died in 1530.9' In 1531 Charles’s sister Mary of
Hungary took over the government until 1555, when she retired together with him.
Just like her aunt Margaret, Mary would stimulate the arts in the Low Countries in a
very strong way.*

The period between 1492 and 1530 was a relatively peaceful one in the Low
Countries.® The economy flourished, manifesting itself among others in the art
sector. But from around 1520 until 1559 the Burgundian-Habsburg state almost

58 Blockmans/Prevenier 1997, p. 253. As we shall see, ’s-Hertogenbosch suffered
intensively from this war (§ 6.8).

¥ On the history of the Burgundian-Habsburg realm, especially on the Low Countries:
Blockmans/Prevenier 1997 (an English edition of this book is available:
Blockmans/Prevenier 1999) and Blockmans 2010.

60 A map of the Low Countries in 1543 (situation lasting until 1579) is in AGN, volume 5,
p- 314; in this volume, the annexation of Tournai and the northern Low Countries
(Friesland, Groningen, Drenthe, Overijssel and Utrecht) in the first half of the 16th
century are described (pp. 492-505).

¢ Margaret was already governess from 1506 to 1515 at the request of Charles’s

grandfather Maximilian, on behalf of Charles, who was still a minor

(Blockmans/Prevenier 1997, pp. 234-235).

62 Koldeweij 1993.

63 Blockmans/Prevenier 1997, p. 236.
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continuously was in war with France, which weakened both realms. As a
consequence, the cities seized their opportunities and slowly became more and more
autonomous. *

The political, secular power in the Low Countries was interwoven with the
ecclesiastical authority. Charles V had a large share in the appointment of clerics in
high (and less high) places.® The clergy was numerous in medieval Europe, and not
all of them functioned or behaved well within a system that became under more and
more pressure. The many clerical abuses at all levels grew in the 16th century to the
point where new forms of religion were initiated by men like Martin Luther, John
Calvin and Menno Simons. The religious troubles led to the iconoclastic fury of
1566, but it would be until the last decades of the 16th century when Protestantism
became the dominant faith in the northern Low Countries.

The Catholic Church took measures to change her structures. Also as a result of
the Council of Trent (1545-1563), Charles V prepared a redivision of the dioceses in
the Low Countries. This resulted in 1559 in the subdivision of the six dioceses
(Utrecht, Liége, Cambrai, Tournai, Arras and Thérouanne) into a total of nineteen
bishoprics (the existing ones remained, to which among others ’s-Hertogenbosch,
Bruges, leper, Mechelen, Haarlem, Leeuwarden and Groningen were added). The
dioceses of Mechelen, Utrecht and Cambrai were the new archbishoprics; Liege
(diminished) remained under the direction of Cologne.*

Until 1559 the Flemish/Dutch speaking districts of the Low Countries only had
one cathedral (the Utrecht Dom). Every town and even many small villages in the
16th-century Low Countries had their own church. In larger communities there
were often more churches, one of which was usually a collegiate church.®
Furthermore, there were separate chapels (founded by guilds, brotherhoods or rich
citizens) and convent churches.®

¢ Blockmans/Prevenier 1997, p. 256. In the next chapters, the history of the towns where

Gheerkin de Hondt worked - Delft, Bruges and ’s-Hertogenbosch - will be briefly
sketched, all with their own circumstances.
¢ Blockmans/Prevenier 1997, pp. 243-245. For example bishops, but also benefices and
prebends for singers. On the assignment of prebends in Flemish chapter churches:
Wouters 1998, pp. 16-17.
% The southern ’s-Hertogenbosch came under Protestant rule in 1629.
¢ Selderhuis 2006, pp. 268-272, including maps of the situation before and in 1559.
% An overview of the chapter churches in the separate area’s is given in Post 1954, pp. 366-
368 and Bouckaert/Schreurs 1998, p. 11. For Flanders specifically: Wouters 1998, pp. 15-
16.
% These two types of churches will be left out here, since professional musicians (singing

polyphony) only incidentely performed here, at special requests.
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Collegiate churches - also called chapter churches — were ruled by canons,”
singing the Divine Office and a High Mass every day. There were about twelve to
thirty canons in each church, receiving a prebend, but not always residing.” The
canonical hours were also (even originally) celebrated in convents. In both cases city
dwellers had no part in this liturgy; they had their own parish churches, although in
some cases a collegiate church also functioned as parish church.”? However, in the
cases where the church had a double function, the official canonical liturgy was
performed behind a screen (often a rood screen), only accessible to the canons.

The Divine Office originally consisted of eight hours: Matins (after midnight),
Lauds (at dawn), Prime (6 a.m.), Terce (9 a.m.), Sext (midday), None (3 p.m.),
Vespers (at sunset) and Compline (before retiring). An important part of the Office
was singing the 150 Psalms every week, but also other canticles, both in combination
with antiphons, responsories and hymns.” Soon, the Matins and Lauds were
combined, and hence the eight canonical hours were in fact seven, corresponding to
the symbolism of the divine number seven.” The daily High Mass was usually
celebrated between Terce and Sext (therefore between 9 and 12 a.m.).”

In the 15th century, more and more parishioners wanted to celebrate the
canonical hours in their own churches. Individuals made foundations for celebrating
the Divine Office and from then on the so-called getijdencolleges developed, as a kind
of surrogate chapters.” First, the Divine Office was only sung on special days, like
Christmas, but soon foundations made it possible to sing them all year long.
Originally a group of priests was responsible for singing the Divine Office, mainly in
Gregorian chant and often (at least for parts of the Office) accompanied by

7% On canons in Flemish chapter churches: Wouters 1998, pp. 16-19.

7t It was not unusual that canons often had prebends in other churches where they were
appointed canon too; they then appointed a replacement (a vicaris) to whom they paid a
portion of their income from the prebend (Wouters 1998, pp. 18-19).
Bouckaert/Schreurs 1998, p. 11, mention twelve to twenty-four canons, but as we shall
see, ’s-Hertogenbosch had thirty. Wouters 1998, p. 18 mentions thirty in Sint-Donaas in
Bruges and even forty-one in Sint-Servatius in Maastricht.

72 For example — as we shall see — in the case of the ’s-Hertogenbosch Sint-Jan.
73 Roche/Lingas, (‘Office’); Korteweg 1983, pp. 9-10, 21, 25, 30.

™ TJas 1997, pp. 5-6. The eldest known charter of a college of the seven canonical hours
dates from 1424 (Bruges), see § 4.6.

75 Korteweg 1983, p. 10.

76 On the origin and development of the colleges of the Divine Office: Post 1954, pp. 368-
383; Jas 1997, pp. 2-29; Selderhuis 2006, p. 88; Nolet/Broeren 1951, pp. 243-247;

Declerck 1971. Jas describes specific colleges of the northern Low Countries.
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schoolboys. But by the end of the 15th century, professional (non-priestly) singers
were hired and polyphony slowly took on an important place in this type of liturgy.”

1.2 Liturgy

Singing the Divine Office and a High Mass every day was the basis for the liturgy in
collegiate churches and churches with a zeven-getijdencollege.” But shortly after the
foundation of these colleges, the liturgy was extended with other Masses, feasts, feasts
of saints, processions, Lof services, personal foundations, Requiem and memorial
services and services related to other ‘inhabitants’ of churches like brotherhoods and
guilds.

The Mass consisted of two parts: the Mass Ordinary and the Mass Proper.”
The Ordinary contains five parts — Kyrie, Gloria, Credo, Sanctus and Agnus Dei -
used in every Mass and bearing the same text every time. It was this cycle of Mass
items that developed from the 14th century onwards into the polyphonic Mass
Ordinary. The texts of the Mass Proper are different in every Mass, typical for the
day of the year (for example a feast). These Proper texts were sometimes also set to
polyphonic music, but since they could not be used in every Mass and sometimes
even only once a year, they were less popular for composers. The chants of both the
Ordinary and the Proper differed widely from diocese to diocese, also because of the
difference in local saints’ days. Consistency was enforced by the Council of Trent
with the Roman Order of the Mass; a new missal appeared only in 1570. Still, local
differences in feasts of saints were allowed, although considerably less than before
the reform.

A special category is that of the votive Masses, Masses that were not part of the
official liturgical year, but were celebrated for a special intention. Examples are
Masses of the Holy Cross, the Holy Sacrament, the Virgin Mary, patron saints, and
Masses for special occasions like the conquest of Emperor Charles V, peace or a
disease like the plague.® The Requiem Mass (often called the Missa pro fidelibus

77 See below under Singers and Musicians and see the chapters on Delft and Bruges for

specific examples.

8 On the different manuscripts used for these services: Hughes 2004 and Korteweg 1983.

79

This paragraph is based on McKinnon (‘Mass’).
% Haggh 1988, pp. 383-384.
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defunctis) also is a votive Mass, sung at funerals, but also during memorial services.*
A standard version of the Requiem Mass - like the polyphonic Mass Ordinary — was
only developed after the Council of Trent.*

The medieval liturgical calendar counted many feasts: fixed feasts (for example
Christmas), movable feasts (Easter and the cycle linked to it) and feasts of saints (for
example St John the Evangelist or St Donatian). On the high feast days the labourers
were not allowed to work and people had to attend Mass.* The number of feast days
and the importance of the same feasts differed from diocese to diocese, but on
average, there were about seventy days a year.* On some of these days so-called
mystery plays were performed: for example on Christmas, Epiphany, Palm Sunday
and Easter.® Mystery plays were also presented during processions. Processions
were held in or outside the church. Every medieval town had at least one big yearly
procession, organised by the government of the town and the church(es) together
and often combined with an annual fair.*® These processions attracted many people
from the entire region.

The liturgy in churches was often given extra lustre by foundations made by
(rich) parishioners. In many church archives we find fine examples of foundations
for the seven canonical hours or other feasts (in the early existence of a zeven-
getijdencollege), but also (in a later stage) for extra pomp on feasts that were already
celebrated.®” It was no exception that different people made foundations for the
same liturgical event. Sometimes even private chapels with personal altars were
furnished in a church, at which daily Masses were read and sometimes even sung in
polyphony. Important in the category of personal foundations are the memorial
services, which could come in many varieties, differing from region to region, but
also from church to church; even within one church it was possible to put together
one’s own service: with or without bell tolling, (polyphonic) music, extra psalms, et

81 Death, life after death and remembrance were important issues in the Middle Ages. In

this thesis only the musical features will be considered. For other aspects see, for
example, Van Bueren 1999, Van Bueren 2005 and Ariés 2003.

82 Bergé/Christiaens 2011, p. 54. See there on the history of the Requiem Mass in general.
Also: Fitch (‘Requiem Mass’).

83 Post 1954, p. 389.

8 In chapters 3, 5 and 7 calendars with feast days will be given for Delft, Bruges and

’s-Hertogenbosch.

8 Post 1954, pp. 391-392. As we shall see, we find examples of mystery plays in all cities
where Gheerkin de Hondt worked.

8 Post 1954, pp. 393-396.

8 The archives of the Sint-Jacobskerk in Bruges contain many foundation charters in

which, for example, extra candles or bell ringing were ordered, and even polyphonic

music was specifically mentioned.
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cetera.® Remarkable is that other major personal events in Christian life, like
weddings and baptisms, seem to have been much less or even not at all important.®

Besides the individual foundations, there were groups of people who had their
own altar or even chapel in a church, where they had Mass celebrated regularly: the
guilds and brotherhoods. Guilds were very characteristic for medieval towns; they
united craftsmen of the same profession, but sometimes also craftsmen of different
lines of work. The regulation of the workflow was their most important purpose.
Every guild of craftsmen had its own patron, a saint connected to the craft, who was
honoured by celebrating his feast(s) every year. Furthermore, the deceased members
were remembered once or more times a year.”® Contrary to the guilds, brotherhoods
solely had a religious goal. A brotherhood or confraternity honoured, for example,
the Blessed Virgin Mary, the Holy Sacrament, the Holy Blood, or a saint, or prayed
for the faithful souls in purgatory.®® A brotherhood celebrated services every week,
sometimes even every day. Here too, deceased members were remembered on
special days.

A devotional service that was popular among brotherhoods was the so-called
Lof service.” This service probably originated in a solemn series of songs of praise in
honour of the Blessed Virgin, sung after Vespers. Later on, the number of hymns
was extended and a separate service created.” Other types of Lof services came into
being, for example in honour of the Holy Cross, the Holy Sacrament or a saint.”

To coordinate all these activities in one building, there were several church
organisations, in larger churches usually three. First, there was the church fabric,
responsible for the building (especially the building activities) and the interior,
including for example the organ. Another organisation was in charge of the liturgy,
for example the zeven-getijdencollege (in Bruges called Commuun®), under which

8 As we shall see in Chapter 5 on Bruges (§ 5.5.4) and Chapter 6 on ’s-Hertogenbosch

(§6.3.2).
8 There are no references to these occasions in the accounts of the Sint-Jacobskerk in
Bruges, nor in the accounts of the Illustre Lieve Vrouwe Broederschap in
’s-Hertogenbosch.
% Post 1954, pp. 383-384; Blockmans/Prevenier 1997, pp. 245-246; Van Bueren 1999, pp.
57, 59-60.
91 Post 1954, pp. 384-386.
%2 There is no proper English translation for this word, since Lauds or Salve could also
refer to other services.
% Post 1954, pp. 381-382.
% Haggh 1988, pp. 397-421.

% Probably dirived from communitas chori, the choir of priests singing the Divine Office.
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the group of singers fell.”® Finally there was a group of men taking care of poor relief,
called armentafel, Tafel van de Heilige Geest or Dis. In some churches there was a
separate organisation for the memorial services.”” The administrators were mostly
men coming from the higher social echelon of the community, and they did not have
to be priests.

Of course, there were many clergy working in the churches, according to a
system that was common in most of the churches, with slight differences.”® First,
there was a parish priest, who was not always actually in residence, and therefore had
substitutes, called, for example, (vice)cureiten or vicarii. Then there were several
cappellani (chaplains), responsible for services at special altars, but never the high
altar; they did not have any obligation of spiritual care. Furthermore, every church
had a sexton; some brotherhoods even had their own. Another important position
was that of the schoolmaster, taking care of the education of boys, who were obliged
to sing during the liturgy. By the end of the Middle Ages, we see that tasks originally
tulfilled within a church were taken over by local city governments, for example
education and poor relief.*

1.3 Music, especially polyphony

The collegiate churches and the parish churches with zeven-getijdencolleges became
the centres of the development of polyphony in the Low Countries.'® In towns like
Cambrai, Brussels, Bruges, Antwerp, Ghent, Leiden and ’s-Hertogenbosch music
played an important role in the everyday liturgy celebrated in houses of worship.
Daily liturgy was also celebrated with professional singers at princely courts, for
example that of Emperor Charles V. The rich archives of these institutions tell us
about the highly trained singers and musicians performing music on a day-to-day
basis.'”!

% In many church accounts, the organist is paid by the church fabric, probably because the

organ was the responsibility of the church masters.
7 Nolet/Boeren 1951, pp. 337, 346-349.
98 Nolet/Boeren 1951, pp. 333-346; Kuys 2004.
9 This will be demonstrated in the chapters on the churches in Delft, Bruges and
’s-Hertogenbosch.
10 Bouckaert/Schreurs 1998, p. 10.
101 Many publications on music in various cities have seen the light. To name a few: Wright
1978 (Cambrai); Haggh 1988 (Brussels); Dewitte 1962, 1967, 1970, 1971, 1972a, 1972b,

1973,1974, 1977, 1979, 1985, 1991, 1997a, 1997b, 1998a, 1998b (Bruges); Strohm 1990>
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During Gheerkin’s lifetime, there were roughly three main musical genres in the
Low Countries, all three of them set by Gheerkin the composer: Mass, motet and

102 The first two belonged to the category of ecclesiastical music, the third to

chanson.
the secular type.

The polyphonic Mass Ordinary was the most popular and widespread genre.
The unity between the five standard parts of this Mass was often formed by using
pre-existing musical models of which (parts of) the material returned in every piece.
Models could be chant melodies or complete polyphonic compositions like motets
and chansons, in which case the Mass is called a parody Mass. If an existing melody
(chant or monophonic chanson) is used in long note values in one of the voices
(usually the tenor), the Mass is called a cantus firmus Mass; if the melody is used in
different, smaller note values it is called a cantus prius factus Mass.'® Masses were
often named after their model, for example a Missa L’homme armé (after the famous
chanson model L’homme armé) or a Missa Alma Redemptoris Mater (after the
Marian antiphon Alma Redemptoris Mater), or after the feast they were written for,
like the Missa de Sancta Maria Magdalena (for the feast of St Mary Magdalene). It
was not unusual, however, for a Mass to have more than one name, depending on
the scribe who had copied it or the occasion for which it was intended.'® The fact
that sacred Masses were based on secular chansons, sometimes even with rude texts,
seems to derive from the 15th-century courtly environments in which the Virgin
Mary was the model for ladies at the court (Mary as the Queen of the heavenly

(Bruges); Andriessen 2002 (Bruges); Van den Nieuwenhuizen 1978 (Antwerp); Persoons
1978 (Antwerp); Forney 1987 (Antwerp); Wegman 1989 (Bergen op Zoom); Jas 1997
(Leiden); Bouckaert 2000c (Ghent); Roelvink 2002 (’s-Hertogenbosch); Bouwstenen
(several cities); Wegman 1996 (several cities); Haggh/Daelemans/Vanrie 1994 (several
cities).

12 In those days, instrumental music had not yet developed in the independent form we

know from later ages. Since we do not know any instrumental pieces by Gheerkin and

he was above all a singer, instrumental music is not considered here. On the subject:

Elders 1985, pp. 104-112, Polk 2005 (late 15th century up to 1575), Polk 1968 (especially

the 15th century) and Polk 2008 (especially Bruges).

1% On the terminology: Elders 1985, especially pp. 26-31, 45-46, 177 and
http://www.oxfordmusiconline.com.

104 Meconi 2004. Jas 1999, p. 32 gives the beautiful example of a Mass by Josquin des Prez,
which was originally composed for Ercole I d’Este and named Missa Hercules dux
Ferrarie; when it was written into a manuscript intended for Philip the Fair and Juana of
Spain, it was ‘renamed’ Missa Philippus rex Castilie; the same Mass also appears as Missa
Fridericus dux Saxsonie in a choirbook copied for Frederick the Wise of Saxony.
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court). Sometimes, however, Masses based on naughty chansons were not
accepted.'®

By the early 16th century, the motet had become a very popular genre. The
motet is a polyphonic composition with a sacred Latin text. Polyphonic psalms and
sometimes hymns, for example, are usually gathered under the musical denominator
motet. A 16th-century motet usually consisted of two parts: a Prima Pars and a
Secunda Pars, but sometimes there was only one part (for example Gheerkin’s
Benedicite Dominus). Motets could be used in church (during the Divine Office,
Mass, and memorial and Lof services), but also outside the church, for example
during processions.'%

Together with the motet, the 16th-century French chanson had developed into
a popular genre in which well-known poetry, for example by Jean and Clément
Marot and poetry from text books like Le Jardin de Plaisance, Le Manuscrit Bayeux
and La Fleur des Chansons was set to polyphonic music.'” Far less popular was the
Dutch/Flemish equivalent: the lied or song. Not many Dutch songs have stood the
test of time, also because of the fact that the great composers from the Low
Countries around 1500 were not highly interested in the genre.'® Both the chanson
and the Dutch lied had a wide variety of subjects: love was of course an important
theme, but also sacred topics were used, for example Psalm translations, and
everything in between.

In 16th-century churches polyphonic music was sung on many occasions.
Originally, the Divine Office in the collegiate churches was sung in Gregorian chant.
But in the course of time polyphony entered the liturgy, together with professional
singers. In the collegiate churches this group often had its place on the rood loft.'”
However, it is not that easy to determine when exactly which polyphony was sung.
Since the professional singers were listed in the archival sources with different voice-
types, one would expect that polyphony was sung on every day they had to perform.
But this can only incidentally be confirmed from the same archival sources. Vague

terms like ‘solemneel’ (solemn), ‘singen’ (to sing) and ‘decantare’ are sometimes to

105 Bloxam 2004.
106 On the development of the motet: Elders 1985, pp. 22-25 and
http://www.oxfordmusiconline.com (‘Motet’).

107 On the general history of the chanson: Brown/Fallows/Freedman (‘Chanson’).

1% An extensive study on the history of the polyphonic Dutch song in the 15th and 16th
century is Bonda 1996. Dutch songs from the Middle Ages until the present time can be
found online: http://www.liederenbank.nl.

19 Wouters 1998, pp. 20-21; Bouckaert/Schreurs 1998, pp. 11-18.
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be interpreted in more than one way, certainly before the 16th century.'® The
question if and when polyphony was sung during the Divine Office is even harder to
answer, but as the most important parts, Compline and especially Vespers were the
favourite services to adorn with polyphony.'!! Nevertheless, the terms ‘in discante’
and ‘in musycke’ usually mean that polyphony was sung,'* and ‘simpelen sanck’
normally refers to chant. Based on the repertoire that has come down to us,'" it
would be safe to conclude that polyphony had entered the liturgy of Mass and
Divine Office during Gheerkin’s career as singer/composer, although how much
polyphony was sung and when could be different in every church.

We can be sure that polyphonic music sounded on special days, like feasts. In
calendars of churches in the Low Countries, feasts are given different ranks. In
general the distinction was made between simplex, duplex and triplex, but we also
find divisions into semi-duplex, duplex and totum duplex (or magnum duplex),
depending on the church.!** The rank determined many aspects of a feast: the robes
that had to be worn, the candles that had to be lit, the number of bells to be rung, the
decoration of the church, but also the kind of music: chant or polyphony, or a
combination of both.!"” For some churches statutes have come down to us with
information on how we have to interpret the ranks.!!® In other cases we know from
accounts when polyphony was sung, for example for the Illustre Lieve Vrouwe
Broederschap in ’s-Hertogenbosch, where a polyphonic Mass was sung every week
on Wednesday. The collection of choirbooks of the same Broederschap shows us
that also during the Vespers (celebrated every week on Tuesday and on special
feasts) polyphony sounded.'” In general we may assume that feasts of at least the
duplex rank were adorned with polyphony.!*®

10 Haggh 1988, pp. 98-100.

U Jas 1997, pp. 118-132.

112 See also Wright 1978, p. 298.
13 In the Netherlands today only two (incomplete) collections have been preserved: the
Leiden choirbooks (Jas 1997) and the ’s-Hertogenbosch choirbooks (Roelvink 2002).
4 More different names in: Grotefend 1970, Band 1, ‘Festgrad’; also available online:
http://www.manuscripta-mediaevalia.de/gaeste/grotefend/grotefend.htm (accessed May
2013).

15 Bouckaert/Schreurs 1998, p. 36.

116

For example for Brussels (Haggh 1988, from p. 257 onwards).
17 See Chapters 6 and 7. The polyphony for the Vespers that has come down to us was
especially for feasts that were celebrated by the Broederschap, but there is also a group of
Magnificat settings in this collection.

118

An assumption made by Wright 1978, p. 298, which will be confirmed by the collection
of music of the Illustre Lieve Vrouwe Broederschap in ’s-Hertogenbosch (see § 7.5).
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On feast days paraliturgical events like processions and mystery plays also took
place. On both occasions polyphony was sung.'*® The so-called Lof services that were
often held on a daily or at least weekly basis were the liturgical moments for
polyphony par excellence.'® If polyphony sounded during funerals and memorial
services, seems to have depended on the church: in some churches polyphonic
Requiem and memorial services were allowed, in others they were not appropriate.
Furthermore, the compilation of the service could strongly differ, even at the social
level of the deceased.'*!

Sixteenth-century polyphony was usually written down in two formats: a choirbook
or a series of partbooks. In the large choirbooks all the voices that sounded together
were notated on two facing pages, such that if the book was open, all the singers
could read their own part, every part forming a separate unit on the page. All voices
ended at the same time, and if more space were required, signs were given on how to
continue (like the word verte (turn) or a symbol which reappeared on the same or
the next page). In the much smaller partbooks, the separate voice units were written
in different books, each book containing one voice.'?? Both choirbooks and
partbooks were written in luxurious fashion on parchment, but there were also
much cheaper paper books (for daily use).

With the rise of printing in general, publishers started to print music. Officially,
the first polyphonic music print dates from 1501 and is a series of partbooks by the
Venetian printer Ottaviano Petrucci.'* Many printers would follow in his footsteps,
printing mainly partbooks, but also large choirbooks. It would, however, take a long
time for the printed books to dispel manuscripts and in Gheerkin’s time they existed
side by side.

119

A beautiful example will be given in the chapter on Bruges (§ 5.5.3.4).

120 Examples will be given in Chapter 6.

21 Wright 1978, p. 303 states that polyphonic Requiem Masses were performed in the
cathedral of Cambrai, but that the tradition of the monophonic Requiem was also
continued well into the 16th century. See also the discussion in Haggh 1988, pp. 338-
348, 355. In the chapters on Bruges and ’s-Hertogenbosch the local customs in the
churches where Gheerkin de Hondt worked will be considered.

12 In some cases two voices were written down in one book, for example when a
composition had five voices instead of the four of the majority of the compositions.
Then - like in a choirbook - two of the voices were on two facing pages in one book, in
a way that they could be sung at the same time.

12 Boorman (‘Printing and publishing of music, §I: Printing’).
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1.4 Singers and musicians

The singers and musicians working in churches and at courts were highly trained
professionals. They were paid by church and court administrations, but were also
hired by private institutions and persons, for example guilds, brotherhoods and rich
men and women, mostly active in the churches. Each ensemble consisted of a leader,
several adult singers, choirboys, an organist and sometimes instrumentalists.'*
These instrumentalists were usually players of wind instruments. Their availability
and especially the quality of their performances were most of the time the factor
determining if they were part of the group. The number of singers could vary from
church to church (or court to court), also because of availability, but mainly

depending on the financial situation of the employer.

Originally (already around the year 1000), the seven canonical hours in the collegiate
churches were sung in Gregorian chant, led by one of the canons who was appointed
cantor. In the course of time, polyphony entered the liturgy and at the same time
professional singers entered the choir, almost always priests. They were more than
welcome, since not all canons actually resided in their church and had good voices.
The next step was to delegate the musical tasks of the cantor to one of these
professional singers, the function of cantor becoming a more ceremonial one. Hence
the position of zangmeester (also called sub-cantor, magister cantus, maitre de chant,
succentor or coraelmeester) came into being, the most important musical function in
a collegiate church. The zangmeester had the musical supervision of the group of
singers, being one of the singers himself. He also became co-responsible for choosing
the music — was often a composer himself - and selecting new singers and
musicians, and undertaking the training of the choirboys. In the 16th century, many
zangmeesters and singers were no longer priests.'* They formed a separate group
during the singing of the Divine Office, singing both chant (often solo’s) and

polyphony; in collegiate churches their place was often on the rood loft.'?

24 Haggh 1988, pp. 139-225.
125 Like other zangmeesters, Gheerkin de Hondt was frequently called Meester, which is
probably a reference to zangmeester and not the the title of Meester obtained at a
university (see also Wegman 1996, p. xxv). If Gheerkin indeed had studied at a
university, Leuven would have been the most logical choice in the Low Countries. The
list of names of students of this university does not contain Gheerkin’s name (Schillings
1962).
126 Haggh 1988, pp. 139-225; Bouckaert/Schreurs 1998, pp. 11-18, 32-33; Wouters 1998, pp.
20-21.
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Gheerkin de Hondt only worked in one collegiate church, namely that of Sint-
Jan in ’s-Hertogenbosch. During his stay there, this chapter still had its own cantorie
(choir),'*” which was founded on 2 September 1425 by the testament of Albertus
Buck (executed by his nephew Arnoldus Buck)'®® as a simplex beneficium, a benefice
without the obligation of spiritual care. In the foundation act it was determined that
the best singer among the canons would act as cantor. This man also had to be a
subdeacon, or had to be able to become one within a year. The cantor would lead the
singing of the seven canonical hours, standing before a lectern, together with his
fellow canons. The last ’s-Hertogenbosch cantor left town in 1629.'® Since the
professional singers entered the ’s-Hertogenbosch Sint-Jan already in the 14th

130 parallel to other churches in the Low Countries, the cantor of the chapter

century,
was indeed more a kind of honorary position than a real musical one and the
professional singers probably joined the canons singing the Divine Office from their
place on the rood loft.

The group of professional singers — also called the sangeren vander musycke,
ghezellen vander muzycke or discanters — contained different voice-types. The
naming of these voices varies from institution to institution; in the accounts
sometimes several names like hoogconter and hoogtenor indicate the same voice. In
general, there were three main types: alto, tenor and bass."*' The voice-type of the
zangmeester was normally not indicated, but scholars assume he usually took the
tenor part, since that part was the most structural line in a polyphonic composition;
it often contained the cantus firmus and the (simple) long notes made it possible to
sing and direct the choir at the same time.'*

The top voice in the choir was usually sung by boys, generally called
bonenfanten, choralen or pueri.’** Here too the financial position of the church
determined how many boys would be hired, but normally there were four to six,
sometimes even eight or twelve. They almost always came from the town where the
church stood or its direct surroundings, but sometimes they came from further
away. Already in the 12th century, the Low Countries were famous for their musical
education, which probably contributed to the high musical standards in this region

127 For an overview of the cantors: Coppens 1840, volume 2, pp. 93-95.

128 Peeters 1985, p. 349.
12 Frenken/Pijnenburg 1988.

0 Van Dijck 1973, p. 51.

11 Roelvink 2002, p. 64.

132 Bouckaert/Schreurs 1998, p. 32.
33 In’s-Hertogenbosch there were considerable differences between the choralen and the
boni infantes (see § 7.4). See on the subject also: Post 1954, pp. 442-452 and Post 1957,

pp- 306-309.
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that lasted for so many generations. Many choirboys lived in the house of the
zangmeester, who was not only responsible for their singing education (both in chant
and polyphony), but also for their clothing and feeding. A proper school education
also was part of the package, given by a schoolmaster, usually at the Latin school
(often the school of the chapter) in town."** Besides singing, the boys also read
prayers, carried candles and had other obligations during the liturgy. Once a year
they had their own feast: the feast of Holy Innocents (28 December), also called the
feast of Boy Bishop, because the boys then took over the tasks of the canons in the
chapter and one of them served as bishop. The Bruges composer Lupus Hellinck
even wrote a song about this feast (Nieuwe almanac ende pronosticatie). After their
voice had broken, the boys often became priests, went to university or simply went
home, to follow in their father’s footsteps, for example.'*

Every church had at least one organ, but often there were more: a big church
organ, a smaller one on the rood loft and a portative organ that could be carried to
the place where it was needed.** Sometimes there were separate organs in private
chapels; in the 1530s the Illustre Lieve Vrouwe Broederschap in ’s-Hertogenbosch,
for example, ordered a new organ. The organs were played by an organist, assisted
by a bellows blower (often called orgelblaser), who provided the organ with the
necessary wind. Contrary to the modern liturgy, the medieval organist was not the
accompanist of the polyphonic vocal music. Often music was performed in
alternatim practice: vocal and instrumental music succeeded each other. "’

A special person in church music was the so-called beierman (also
beyaerdman). Originally the beierman rhythmically played bells without the
activation by a keyboard, therefore by using hammers or clappers directly on the
bells or indirectly through strings attached to them. Up to the 16th century it was
not uncommon that the large church bells in the towers were also the bells used by
the beierman, but there were also special smaller bells inside the church. Playing the
bells — beyeren — was initially used to announce liturgical services. From 1500
onwards, a keyboard was attached to the bells and the so famous carillon, nowadays

134 On medieval schools in general: Selderhuis 2006, pp. 194-197. In the chapters on Delft,

Bruges and ’s-Hertogenbosch the specific situations for those towns will be described.
135 Bouckaert/Schreurs 1998, pp. 23-31; Wouters 1998, p. 22. On the situation in Brussels:
Haggh 1988, pp. 149-167, 330-331.
On organs in the Low Countries in the Renaissance: Peeters/Vente 1971 and Vente
1963b.
See also Haggh 1988, p. 202. Written (or printed) organ music from the period is very

136

137

rare (Caldwell (‘Keyboard music’)).
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still widely spread in the Low Countries, was born, providing us with polyphonic
music. "

That the Low Countries so literally set the musical tone in Europe in the Middle
Ages and Renaissance period was without a doubt thanks to the well-organised
musical education that formed such a strong foundation. Musicians from the Low
Countries fanned out all over Europe and a widespread network of singers was
responsible for the high musical standards in churches and courts. But even within
one town, musicians went from church to church and back, improving their
positions.'* As far as we know, Gheerkin de Hondt never left the Low Countries to
go to, for example, Italy, Germany, Spain or France. But even within the Low
Countries he continuously found a new challenge and not only because of the very
high professional musical level in the different political regions, which were formed
into one in 1543. The main challenge was in the fact that the three cities where
Gheerkin de Hondt worked - all important in their own region - all originated from
different religious areas. Delft (county of Holland) belonged the diocese of Utrecht;
Bruges (county of Flanders) was part of the bishopric of Tournai (Doornik) and ’s-
Hertogenbosch (duchy of Brabant) was a city in the diocese of Liége (Luik). For
Gheerkin’s work as singer/composer, working in a different diocese was probably
more significant than living in another principality, because a different bishopric
meant different feasts, a different routine and even different music.

13 Roelvink 2002, pp. 77-79.
139 Beautifully represented in diagram form for Bruges by Pieter Andriessen (Andriessen

2002, pp. 216-219).
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Chapter 2 Delft: the city and its churches

2.1 Origin, population and economy

The city of Delft originated in the middle of the polder of Holland, most likely from
the floods of 1164 onwards. The city was probably the result of an urban
development plan. The first inhabitants settled on the shores of what used to be a
region of creeks. To regulate the water levels in the area, the canal Delf (nowadays
the Oude Delft) was dug and around this canal the town of Delft was created. The
oldest document mentioning the city dates from between 1206 and 1215; the city was
granted privileges in April 1246 by Count Willem II (of Holland).'*

Delft developed as one of the leading cities of the county of Holland; around
1500 it was the third town after Dordrecht and Haarlem, and came before Leiden,
Amsterdam and Gouda.'*! In 1514 a committee appointed by Emperor Charles V
produced a report on the economic state of Holland, the so-called Informacie up den
staet. Based on the facts in this report, the number of inhabitants of Delft around
1514 is estimated at about 10,000-12,000. A few decades later (in 1556) the
population consisted of about 15,000 people. The Delft economy around 1514 had
three pillars: industry (mainly textile industry and brewing), trade and
transportation. The city was a regional market for the surrounding countryside and
small towns like The Hague, and had two annual fairs: one around the feast of St
Odulphus (12 June) and one around the feast of St Giles (1 September). Delft also
was an important location on a shipping route from Amsterdam/Haarlem/Leiden to
Rotterdam/Dordrecht.'*

10 Raue 1979 and Winsemius 1979, p. 11. On the history of the county of Holland see De
Nijs/Beukers 2002.

"1 Verhoeven 1999, p. x. The present second largest city of the Netherlands, Rotterdam,

was still a very small town in the 16th century.

142 Verhoeven 1992, pp. 7-20. An edition of the 1514 report was made by Fruin 1866 (for

Delft see pp. 322-339). See also Hoppenbrouwers 2002, pp. 143-145.
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2.2 Churches and convents, especially the Oude Kerk and the
Nieuwe Kerk

As in all medieval cities religion played an important role in Delft. In the early 16th
century there were two main churches (the Oude Kerk and the Nieuwe Kerk, both
parish churches), eight convents (of which three lay outside the city boundaries), five
monasteries (two outside the city boundaries) and seventeen chapels. The chapels
belonged to religious communities like beguines and to medical and social
authorities like hospitals and orphanages. Thus the medieval citizens of Delft had an
ample choice of where to attend mass.'*

The Oude Kerk (‘Old Church’) was built next to the canal Delf; the tower even
leans over the canal.'** The oldest parts of the stone building probably date from
around 1200; it was most likely preceded by an 11th-century wooden church. It is
generally assumed that the church was originally dedicated to St Bartholomew and
the Virgin Mary.'* From 1396 onwards it was dedicated to St Hippolytus.
Considerable money was spent on the interior: rich altars, paintings, stained-glass
windows and organs adorned the church. Of particular interest within the scope of
this study are several church bells that were ordered from the ’s-Hertogenbosch
family of bell-founders Moer in the years 1496-1502, the organ commissioned from
Hendrik Niehoff from ’s-Hertogenbosch that was built in 1545 and the baptismal
font and choir screen that were ordered from Bruges craftsmen in 1438 and 1469.

Another interesting connection with Bruges is the fact that from 1465 until
1522 the parish priests almost all came from Bruges; more specifically, they were all
canons of the Sint-Donaaskerk and also fulfilled tasks for their ruler.'*¢ As we shall
also see in the section on Bruges, the titular parish priest was not obliged to reside in
Delft."” One such was the famous choirmaster and composer Gilles Joye,'* who
held the post from 1465 until his death in 1483.

143 Kok 1979b and Verhoeven 1992, p. 19.

14 This paragraph is based on: Oosterbaan 1973; Berends/Meischke 1979; Verhoeven 1992,
pp- 21-24. Archival documents of the Oude Kerk are now kept in the Gemeentearchief
Delft (GAD 435).

45 Verhoeven 1992, p. 33 states that there are no sources for a dedication to the Virgin

Mary, but that there are indications of a patronage by Bartholomew.
16 Gilles Joye, Johannes Loesschaert and Anthonius Mettenye, based on Verhoeven 1992,
p. 23, especially note 16 and Oosterbaan 1973, pp. 132-136. Gilles Joye was certainly not
permanently active in Bruges as canon, since he was a member of the Burgundian court
chapel from September 1462 until June 1468 or even 1471.

17 Verhoeven 1992, pp. 22-24.
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In 1451 a zeven-getijdencollege was founded in the Oude Kerk, which was
responsible for singing the seven canonical hours every day.'* At the beginning, the
members of this zeven-getijdencollege were priests assisted by the sexton and the
schoolmaster and his pupils. The schoolboys had to sing during Vespers on the eve
of Sundays and holy days and on the days themselves at Matins, Mass and Vespers,
so they had to sing at about a hundred days a year. Documents of the Oude Kerk
show us that in the last decade of the 15th century professional singers and
professional choirboys were hired to relieve the priests.'*® The turnover of these
singers was high. The group usually consisted of a zangmeester, five to seven adult
singers and about four to six choirboys.

Initially the Oude Kerk was the only church in town, but that had changed by
the end of the 14th century. In 1351 or 1352 (31 January, 1 or 2 February) two men
had a vision of Mary, sitting on a throne in a golden church."' During the next thirty
years this vision was represented every year around the same time at the same place;
the place being the east side of the market square, where sentences were executed.'*
In 1381 the city council decided to build a church there. The decision was probably
influenced by the rising number of citizens, but the status of the city and the
increasing request for (memorial) services must have been factors too.'>* That same
year a wooden temporary church was put up and in 1383 the first stone of what was
to become the Nieuwe Kerk (‘New Church’) was laid. The church was built in
phases, and both church and tower were completed only in 1496.** The tower was
crowned with a structure in the shape of an onion or apple. The Nieuwe Kerk was
originally dedicated to the Virgin Mary, but already by 1404 a second patron had
been chosen, St Ursula.” And coincidentally or not, relics of both Ursula and the
patron of the Oude Kerk St Hippolytus were in Cologne.

18 On Gilles Joye see Fallows (‘Gilles Joye’); Strohm 19907, pp. 27-29; Andriessen 2002, pp.
156-160; Oosterbaan 1973, pp. 132-135; Borchert 2005, pp- 153-154.

149 Qosterbaan 1973, pp. 224-231; Vente 1979; Vente 1980, pp. 49-80 and 102-110.

150 Vente 1980, pp. 49-80 and 102-110.

51 Qosterbaan 1979, p. 38; Van der Kloot Meijburg 1941, pp. 17-18. Day and year are not
precisely known. A document in Het Utrechts Archief describes the yearly ceremony of
the remembrance of this miracle since 1383, including liturgical texts that were used,
some of which were most likely sung in chant (Utrecht, Het Utrechts Archief,
Toegangsnummer 88, Inv. no. 283, dated end 16th-early 17th century).

132 This was swampy ground and therefore people probably saw marsh gas, according to

Van der Kloot Meijburg.

153 Verhoeven 1992, p. 21.

14 On the building history see Van der Kloot Meijburg 1941.

155

Oosterbaan 1958, pp. 194-195. Verhoeven 1992, p. 318, note 81 mentions an earlier
year: 1400.
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The welcoming of several relics in the Oude Kerk in 1461 was the start of a
new, yearly procession, held on the Sunday after the feast of St Pontianus (14
January)."*® Another relics procession was held on the Sunday after the feast of the
Decollation of St John (29 August).”” These two processions were not the only ones
that were held every year. Medieval Delft had three more general processions: one on
the day before Ascension Day, one in honour of the Holy Sacrament (Thursday after
the first Sunday after Pentecost — Thursday after Trinity) and a so-called general
ommegang (procession with relics along a particular route) on the Sunday after the
feast of St Odulphus (12 June, during one of the annual fairs).'*® The first procession
was held in good harmony between the churches (they fairly divided the proceeds of
the collections)," but the last two processions were subject to rivalry. The churches
argued about the starting and finishing point of the Sacrament procession, until in
1473 it was finally decided that the procession would start in the Oude Kerk and
finish in the Nieuwe Kerk, both with equal pomp and circumstance. A similar
discussion had taken place in the case of the general ommegang in June. The
procession originated in the Oude Kerk, but after 1381 the Nieuwe Kerk was also
involved, as was the city council, which was responsible for the general organisation
and order. In fact, the entire community was part of the event; guilds for example
had to perform plays, and people were expected to participate in and/or watch the
procession. Both churches wanted their statue of the Virgin Mary to come first in
line (Maria Jesse for the Oude Kerk and Maria ter nood Gods - a Pieta - for the
Nieuwe Kerk).'® The city council finally decided in 1450 that in even years Mary of
the Nieuwe Kerk would come first, in odd years Mary of the Oude Kerk.

156 Verhoeven 1992, p. 34.

157 Verhoeven 1992, p. 319, note 96.

1% Verhoeven 1992, pp. 36-37. Oosterbaan 1973, pp. 240-265 gives details about some of
the processions from documents of the Oude Kerk.

15 GAD 435, Inv. no. 150, fol. CXIJr-CXIJv.

160 See on these sculptures and on their devotion: Verhoeven 1992.
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2.3 The interior of the Nieuwe Kerk

A regrettable lacuna in the sources from the Nieuwe Kerk that have come down to us
is information on the interior of the church. We have to rely on the 16th-century
chronicler, who mentions some very interesting things,'¢" later copied by Van
Bleyswijck, which help us to form a picture of the interior of the church Gheerkin de
Hondt worked in.

We read that a new altarpiece was made between 1484 and 1486 by Adriaen
van Wesel, the famous Utrecht cabinetmaker who had also built the retable of the
Confraternity of Our Illustrious Lady in ’s-Hertogenbosch about ten years earlier.'**
The altarpiece must have been placed on the altar table that was dedicated to Our
Lady and St Ursula in 1476.'® We have no information on how the altar by Van
Wesel looked, and we do not know either if the two statues of Our Lady and St

Ursula that stood next to the old one'®*

also were placed next to the new altar. The
crucifix that had hung above the old altar since 1449 probably remained in its place,
but we cannot be sure about that either.'®® The chronicler also tells us about statues
of the Apostles, which were on pillars in the presbytery, as is confirmed by a textin a
private foundation for candlelight for the statue of St John the Evangelist in the
presbytery, mentioning also the other statues of Apostles.'*

The chronicler mentions three organs that were built, repaired or rebuilt for the
Nieuwe Kerk from 1429 onwards. First an organ named Ursula was built by master
Jannes from Brabant. An organist was hired, a priest called Michiel Claes Touwensz.,
who received one fat goose every year in addition to his yearly payment and who
carried out his duties for more than twenty years.'” A new organist was hired in
1451, a young priest called master Lambrecht, for whom a new organ - the Cruys
orghel — was ordered in the same year, paid for by the guild of the Holy Cross. The
organ was placed in the transept above an altar dedicated to St George (Sint-Joris).'*®
Only a few years later, a larger organ was built because, as the document says, master

161 Qosterbaan 1958, pp. 202-256.

162 Qosterbaan 1958, pp. 233-234. See also Halsema-Kubes/Lemmens/De Werd 1980, pp.
11 and 60. Halsema-Kubes assumes that the altar either was burnt down by the fire that
struck the Nieuwe Kerk in 1528 (she probably means the fire of 1536) or that it was
destroyed during the iconoclastic fury in 1566.

163 Qosterbaan 1958, p. 228.

164 Qosterbaan 1958, p. 199.

165 Qosterbaan 1958, p. 210. See also GAD 435, Inv. no. 160.

166 Qosterbaan 1958, pp. 245-246; see also GAD 435, Inv. no. 160.

167 Qosterbaan 1958, pp. 202-203.

168 Qosterbaan 1958, p. 211.
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Lambrecht the organist was such a good player. The assignment was given to a
certain master Adriaen Pietersz., who received a great deal of money and even a
pension. The organ was placed in the west end of the church, against the tower. In
the event, the church masters were not in fact satisfied with Adriaen’s job; they were
disappointed in the sound of the instrument, although they agreed that master
Adriaen had done his very best. Master Adriaen died in 1480 in the oude manhuys
(the old men’s home).'® In 1459 the organ called Ursula was renovated by master
Zwits."° Ten years later, in 1469, the same master made adjustments to the big organ
that was built by master Adriaen, who was already too old by then to do the job
himself. But he did not succeed, the church masters still found that the sound of the
instrument had not improved.'”* A new attempt was made in 1479-1480, when the
organ-builder master Jan van Antwerpen was hired to replace the pipework, the
wind chest and the bellows (windbag) of the instrument: only the organ-case
remained. The organ builder received a payment of 52 Flemish pounds plus the
material that he had replaced. At last the church masters were satisfied: finally the
great organ was perfect. Master Jan was then asked to move the Cross organ from
the transept to the middle of the church.'”? The Ursula organ needed another repair
in 1492, and master Jan van Antwerpen was asked again to do the honours. He made
a completely new pipework and, as with the great organ, the only thing that
remained was the organ-case. He also built a new positive organ, which was
delivered at Pentecost 1493.'7 It was probably this positive that was carried into the
tower of the church on 6 September 1496, when the singers celebrated the placing of
a big wooden cross on top of the tower by singing ‘Te deum laudamus’ in
polyphony. The joy was of short duration, since the cross turned out to be too heavy
and fell down about five weeks later during a storm on St Victor’s day (10 October).
The cross was replaced by a smaller one.'”* The organs kept being troublesome, since
in 1501 the two largest ones had to be restored again. This time the job was done by
master Jan van Zwanenbroeck. During the next few years new repairs were
necessary, especially to the Ursula organ. The work was done by several organ
builders, who remain anonymous.'”

¢ Qosterbaan 1958, pp. 214-215.
70 Qosterbaan 1958, p. 218.

71 Qosterbaan 1958, pp. 226-227.
172 Qosterbaan 1958, pp. 230-231.
173 Qosterbaan 1958, pp. 240-241.
174 Qosterbaan 1958, pp. 245-246.
175 Qosterbaan 1958, p. 252.
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In 1436 the bell tower was made larger, so that more bells could be
purchased.'”® In 1485 several bells were bought from Gobel Moer, the ’s-
Hertogenbosch bell-founder, because the boys of the forging guild had broken the
biggest bell - called Redemptor - during the ringing. Gobel Moer founded a new
one, which was called Maria and had a weight of nine thousand pounds. He also was
asked to found an even larger bell, called Jesus, which had a weight of eleven to
twelve thousand pounds. Both bells were so big and heavy that the bell tower had to
be adjusted to house them.'””

A new wooden pulpit embellished the Nieuwe Kerk since 1490.'”® During the
next years several lecterns and pews (in the middle of the church, only for women)
were acquired. Reparations were carried out on the building, among others in the
library.'”

Finally, a remark must be made on the most famous piece in the interior of the
church: the sculpture of Maria ter Nood Gods (a Pieta), the miracle sculpture, about
which the chronicler recorded eighty-nine stories.'® According to the legend, in
about 1381 a cabinetmaker passed Delft on his way to Antwerp/Bruges. He had a
wooden sculpture with him of Mary, sitting under the cross with Jesus on her lap
(Maria ter Nood Gods). The builders of the Nieuwe Kerk wanted to buy the
sculpture for their new church, but it turned out to be too expensive. The next day,
however, the woodcutter could no longer lift the sculpture and sold it for a lower
price to the church builders. Suddenly the sculpture was portable again and was
removed to the church, where from then on it was involved in many miracles. It was
honoured in all possible ways, for example by processions that were held several
times a year.'®! And needless to say: it attracted many people to the church. The
sculpture was put in a new wooden tabernacle in 1501. The builder of the tabernacle,
Tieman Jansz., was also asked to carve new lecterns, chairs and other wooden
furniture for the chapel in which the sculpture was housed.'®

176 Qosterbaan 1958, p. 205.

77 Qosterbaan 1958, p. 234-236. The Moer-family was still founding bells for the church in
1539 (GAD 435, Inv. no. 177).

178 Qosterbaan 1958, pp. 239-240.

17 Qosterbaan 1958, p. 240.

180 Verhoeven 1992, especially pp. 50-53. For transcriptions see Oosterbaan 1958.

181 Verhoeven 1992, p. 51.

182 Qosterbaan 1958, pp. 252-253.
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24 The zeven-getijdencollege

Another subject of rivalry for both churches was the foundation of the zeven-
getijdencollege in the Nieuwe Kerk in 1456, shortly after the foundation of the same
college in the Oude Kerk in 1451. We are very well informed on the purpose of this
particular zeven-getijdencollege, since we still have the foundation charter.'® The
charter, promulgated by Schout, Schepen ende Raide (the city council) tells us the
following:

&8 The zeven-getijdencollege is created by the richest and wisest people in town and
by the parish priest, to increase the number of services in the Nieuwe Kerk in
honour of God, the Virgin Mary and all saints. To accomplish this, every year at
St Martin’s Day (11 November), three or four sancmeesters will be chosen to
serve as procurator.'®* The procurators are required to administer the rents and
goods that are given to the college and they also have to pay the priests who sing
the seven canonical hours. The city clerk will keep the books of the zeven-
getijdencollege, just as he keeps the books of the church.

¢8 The schoolmasters, together with the schoolchildren, are required to sing
Vespers on the evening before a holy day; on the holy day itself they are
required to sing Matins, Mass and Vespers. The schoolmasters will be dressed in
a superplicium (surplice) without a caproen (cope) but with a bonet (biretta) on
their heads. Furthermore, seven or eight priests, or as many as the church
masters and sancmeesters think are necessary, will be appointed to sing the
seven canonical hours every day in the presbytery, according to the Ordinary of
the diocese of Utrecht. The sexton will sing with them, unless he has to do
something else for the church. All singers will be dressed the way the
schoolmasters are dressed. The parish priest will lead the singing in High Mass.

183 GAD 435, Inv. no. 181. A transcription is included in Oosterbaan 1958, pp. 265-268,
containing errors. An explanation in Dutch on this text appears in Jas 1997, pp. 3-6.
18 The word sancmeester is musicologically a misnomer: the procurators do not sing
themselves and are not supposed to fulfill the role of choirmaster; they are responsible
for the administration of the zeven-getijdencollege, and function under the church
masters. Later, the men were called getydemeesters (GAD 435, Inv. no. 186, first page, no
folio number). The use of the word sancmeester for the administrators is probably why
the choirmasters were often called coraelmeester, although they were also called
sangmeester (for example GAD 435, Inv. no. 191, fol. LXXr: Ander uutgeven. Vanden
sangmeester of choraelmeester syn an nemen ende betalingen). The confusion also
becomes clear in the chronicle on the Nieuwe Kerk, where on fol. 76v the word sang in
satigmeesters has been crossed out (Appendix 3, 1486, around Christmas Eve).
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Every day a Mass will be read after Prime for all who have financially or
otherwise supported the zeven-getijdencollege; this Mass will be read at the high
altar, unless the altar is needed for something else. If one of the supporters of the
college has died, a Requiem Mass will be sung by the priests on the Wednesday
after the funeral, instead of the read Mass at the high altar. Candles and a pelle
(pall) will be used. After the Requiem, a Miserere with Collect will be read.
Furthermore, every priest will read a Vigil that same day. A general memorial
service for all supporters who have passed away will be held every year, starting
with a Vigil of nine lessons after Compline on the Tuesday after the octave of
Epiphany (therefore the Tuesday after 13 January) and followed on Wednesday
with a sung Requiem Mass after Prime. This yearly memorial service will be
announced on the Sunday before it is held, reading all the names of those who
have passed away.

The priests, two procurators, the man reading the Epistle and the man reading
the Gospel will serve at several feasts: Christmas, Easter, Ascension Day,
Pentecost, Assumption of Our Lady, Epiphany, Corpus Christi, the procession
of Our Lady, Saint Ursula, All Saints and Martinmas.

Two of the priests will be chosen by the sancmeesters — advised by the parish
priest — as leaders of the group.

The church masters will tell the sexton when to ring the church bells before the
seven canonical hours, at the discretion of the priests and sancmeesters.

High Mass will end at ten o’clock, during Lent at eleven o’clock.

If the seven canonical hours are discontinued at a certain time, supporters will
be able to get their funding back. People also will receive their gift back if they
want to change its use. If the seven canonical hours are no longer celebrated, but
supporters do not ask for a refund of their endowment, the funds are transferred
to the church.

If the endowments are higher than needed to celebrate all the services
mentioned in this charter, the church masters will receive the surplus and are
allowed to use them to ‘decorate’ the church with books and other things that
might be needed for the celebrations.

According to the 16th-century chronicle, already in 1455 a certain schoolmaster

Zibrant had started to perform polyphony (musijc) on some feasts in the Nieuwe

Kerk, ‘for love’ and without remuneration, with his students and some priests and

other men who enjoyed singing polyphony.'® As the foundation charter shows,

185

London, British Library, Add. MS 25050, fol. 71r; Oosterbaan 1958, pp. 215-216. See
also Beckers/Leeuw 1979, p. 113. The date of 1455 is probably incorrect and should be
1456, since the zeven-getijdencollege was founded in January 1456. This would easily be
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education and church were closely linked. From 1342 onwards Delft had a so-called
Latijnse school (Latin school), where boys aged eight and over were educated to
become members of the clerical order or to be prepared to go to university. The
school was related to the Oude and Nieuwe Kerk and one of its most important tasks
was to supply both churches with choirboys.'®¢ As the foundation charter tells us, the
boys sang Vespers on the evening before a holy day, and on the holy day itself they
had to sing Matins, Mass and Vespers. According to the 16th-century chronicle, this
turned out to be too much for them, since it did not leave enough time for school.
Thus in 1484 the city council decided that the schoolboys no longer had to sing
Matins, except on the eight most important feasts; in return, they also had to sing
Mass at the Saturdays in the Quatertempore (the Quattuor tempora or Ember Days;
four Saturdays a year) and also on the eves of Easter and Pentecost.'®’ Singing
Vespers on the evenings of holy days and Mass and Vespers on the holy days
themselves seems to have been continued; no longer singing Matins seems to have
been the only restriction in comparison to the foundation charter.'®® The tasks of the

189

priests were increased from then on'® and documents of both churches tell us that

professional singers and professionally trained boys were hired from the end of the
15th century onwards. '

In addition to the seven canonical hours, we know from the 16th-century
chronicler that there were also Lof services in the Nieuwe Kerk. He mentions that a

confraternity of the Holy Sacrament was founded in 1477, to sing a Lof on

explained by the fact that the chronicler mixed up different calendar systems (as
Oosterbaan concluded). Another explanation could be that the singing of polyphony
was the immediate cause of the foundation of the zeven-getijdencollege, although the
competition between the Oude and Nieuwe Kerk is probably a stronger argument.

186 Qosterbaan 1966 and Beckers/Leeuw 1979.

187 London, British Library, Add. MS 25050, fol. 76r; Oosterbaan 1958, pp. 236-237. It
might be 1485, since the chronicler mixed up different time systems and the decision
was made around Vastelavont (Shrove Tuesday, therefore before Easter).

188 There is a lot of misunderstanding here in literature: Oosterbaan 1966, p. 38 mentions

that from 1484 onwards the boys only had to sing High Mass and Vespers on Sundays,

plus Matins on the eight most important feast and Mass at the Saturdays in the Ember

Days and on the eves of Easter and Pentecost; Beckers/Leeuw 1979, p. 113 mention that

the boys had to sing High Mass and Vespers on Sundays, plus eight Matins on

important feast, plus several Masses; Vente 1979, p. 158 mentions that the boys had to
sing High Mass and Vespers on Sundays. Jas 1997, p. 10 notices this all, but forgets to
mention that the boys also had to sing the High Mass on holy days.

189 Beckers/Leeuw 1979, p. 113 and Vente 1979, p. 158.

190 Vente 1980, pp. 49-80 and 102-110 and also: Oosterbaan 1973, p. 228.

~61 ~



191

Thursdays."' From Christmas 1486 onwards, a Lof was sung on every day of the
week: on Monday, Tuesday, Wednesday, Saturday, Sunday and on Our Lady’s days a
Marian Lof, on Thursday a Lof of the Holy Sacrament and on Friday a Lof of the

192

Holy Cross.'” The chronicler explicitly mentions that the zeven-getijdenmeesters
accepted this expansion of the number of Lof services and that they made their
singers sing them in the presbytery.'*

Singing the seven canonical hours in the Oude and Nieuwe Kerk created not
only an element of rivalry between the two churches, but also between them and
other churches in the region. In 1511 a document was drawn up together with the
zeven-getijdenmeesters of the Sint-Jacobskerk in the neighbouring town of The
Hague, in which the conditions were arranged under which singers were allowed to

go from one church to another.'*

In this competition clause the church masters
agreed not to employ a singer of one of the churches within two years after he had
left the church where he had been contracted; if they did, they had to pay a fine. A
similar document was signed by the two Delft churches and the chapter of Sint-
Marie in The Hague in February 1517.'%

The Oude and Nieuwe Kerk also worked together in getting funding for their
zeven-getijdencollege to make all the services possible. The 16th-century chronicler
mentions the foundation of a brother- and sisterhood (broeder- en zusterschap).'*
Indeed, a charter of the city council of 22 May 1462 and an act of approval of the
Utrecht bishop David of Burgundy of 1 June 1462 mention this brother- and
sisterhood.'” It was founded by the Oude and Nieuwe Kerk together and named
after Hippolytus and Ursula (the patrons of both churches). The purpose of the
brother- and sisterhood was to achieve more financial scope with the money paid by
the new members. It seems to have worked, although apart from the foundation
charter no information remains on how the brother- and sisterhood actually
functioned.

At least three other confraternities functioned in the Nieuwe Kerk. The first is a
confraternity des zueten names Jhesus (of the sweet name Jesus), that was founded by

1 London, British Library, Add. MS 25050, fol. 74r; Oosterbaan 1958, pp. 229-230.
92 London, British Library, Add. MS 25050, fol. 76r-v; Oosterbaan 1958, p. 237-238.
193 See also Van Bleyswijck 1667-1680, p. 210: ... ende dese iiij Loeven anvoirden die Seven-
Getijde-Meesters, ende dede die doen by hoir Sangers up hoich coor.

194 Vente 1980, pp. 102-103. The original is now in GAD 435, Inv. no. 8.

%5 Qosterbaan 1973, p. 229.

1% Qosterbaan 1958, p. 223.

197 GAD 435, Inv. no. 10 (charter numbers 5342-5343). A transcription (with errors) of the

charter of the city council is published in Van Berckel 1901, pp. 213-214.
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the ghesellen van den rethorijcke (rhetoricians) in 1487.'% It remains unclear whether
the singers of the zeven-getijden had to sing during the liturgy celebrated by the new
confraternity, although it seems at least possible, since the zeven-getijdenmeesters
had the responsibility for the administration of the confraternity. The confraternity
was also responsible for the so-called first Mass that was held on Sundays in the
Nieuwe Kerk since 1493."

In one of the documents from the period that Gheerkin de Hondt worked in
Delft, we find an item telling us that the church masters received an amount of 20
schellingen groot (20 shillings of Flemish groats) each year from this confraternity.?*
For that, the confraternity received candlelight for the daily Masses and they were
allowed to ring the large bell once a year. Rather mysterious is the statement that the
organist played during the Lof services because of the seven canonical hours. This
suggests that this confraternity contributed at least financially to the seven canonical
hours and paid for the organ music during the Lof services.

A similar text can be found for the second confraternity active in the Nieuwe
Kerk. The Heilich Cruys ghilde (the guild of the Holy Cross) paid an equal amount
of 20 shillings of Flemish groats every year in January, also for candlelight and for
the organist.?”* The third confraternity active in the Nieuwe Kerk is the confraternity
of St Nicholas.? The confraternity celebrated the feast of St Nicholas every year with
a sung, solemn Mass. In 1514 the organist and bellows blower were paid 3 stuivers
each, the organist for playing op tgroote werck (the great organ). During several
moments before, during and after the ceremonies the church bell called Maria was
rung. Payments to singers are not mentioned; therefore it remains unclear if they
were involved with the yearly Mass of this confraternity.?”®> As we shall see in

9% Qosterbaan 1958, pp. 238-239 and 242. A series of 1500 ‘brijeffgens’ (‘little letters, notes’,
a sort of devotional picture) for this confraternity was printed between St Martin 1531
and 1532 (GAD 435, Inv. no. 186, fol. CJv). Two examples of these ‘brijeffgens’ are kept
in the Rijksmuseum in Amsterdam, objectnumber RP-P-1949-341 and RP-P-1908-1936.

19 Qosterbaan 1958, p. 242.

200 GAD 435, Inv. no. 150, fol. XLr.

200 GAD 435, Inv. no. 150, fol. XXXIXr.

22 In Het Utrechts Archief, a booklet with the articles of association (written in 1572) has
been kept (Utrecht, Het Utrechts Archief, Toegangsnummer 88, Inv. no. 301). This
document tells us that the confraternity was founded on 6 December 1508 (6 December
being the feast of St Nicholas). I thank Jacobijn Kiel for pointing my attention to this
document.

203 Utrecht, Het Utrechts Archief, Toegangsnummer 88, Inv. no. 301, fol. [6v-7r]. The
agreement is between the church masters and the members of the confraternity of St
Nicholas. The servants mentioned (sextons, organist, bellows blower and ‘gravedigger’)
were all under responsibility of the church masters; the payments to the singers were the
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’s-Hertogenbosch, it is possible that the confraternities ‘borrowed’ the professional
singers that were active in the church for their own services. Perhaps that is what is
going on here. Van Bleyswijck, the 17th-century author of the history of Delft, refers
to the many guilds that were hosted by the church, but except for the information
mentioned above, the church documents do not inform us on how they
functioned.?

Lack of information also hampers our knowledge of the so-called Paasspel
(Easter Play, a mystery play performed on Holy Saturday) in which both the Oude
Kerk and the Nieuwe Kerk seem to have been involved. Van Berckel and Oosterbaan
mention references to this play in documents of both the Oude and the Nieuwe
Kerk, dated 1496, 1503 and 1520-21.%° We may therefore assume that the play was
an affair in which the entire Delft community was involved and of which the costs
were split between several authorities. It remains unclear if it was held every year. It
seems to have been quite a large play, with many people involved, and it was shown
on a large stage. Interesting is that the music of one of the participants has come
down to us on a parchment scroll that has a small cord on its bottom, probably to
attach the document to the costume the actor was wearing.?® The part is that of the
Phisicus, the doctor talking to the women who are on their way to Jesus’ grave to
embalm him. Unfortunately, this is the only part of the play that is left. Therefore we
cannot say if the music performed was for one voice, or polyphonic.?””

Information on a similar play has come down to us through the 16th-century
chronicle.” The writer mentions a play on the occasion of the feast of the Epiphany
in the year 1498, celebrated the Sunday after Epiphany after Vespers at three o’clock
in the Nieuwe Kerk. He tells us about priests playing the roles of the Three Kings,
who entered the church on horseback. Angels were singing Gloria in excelsis Deo,
standing near the great organ hanging on the wall, while herdsmen were playing
under it. A ‘living’ crib of real people was set up in the presbytery.?” The scene was

responsibility of the masters of the zeven-getijdencollege and would not be mentioned
here.
24 Van Bleyswijck 1667-1680, pp. 245-247.
205 Van Berckel 1904, pp. 316-322 and Oosterbaan 1973, pp. 221-224.
26 The document is now in GAD 435, Inv. no. 216. It remains unclear to which church it
belonged. Van Berckel gives pictures of the document, a transcription of the music that
is in Hufnagelschrift and a translation in Dutch of the Latin text.
27 Since the melodic line is coherent, and the music is written in Hufnagelschrift, it seems
more likely that the music was performed for one voice.
28 Qosterbaan 1958, pp. 246-249.
29 According to the same chronicler, a new wooden crib was bought in 1502, mentioning
that the Bethleem (as the group was called) normally stood next to the presbytery from

Christmas until the feast of the Purification (2 February; Oosterbaan 1958, pp. 253-254).
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completed with a star that was placed above the crib. The chronicler speaks of
singing kings; therefore we know that music was involved, perhaps in the same way
as it was in the Easter play. In this case it was definitely polyphonic music, since we
have payments to the ghesellen and jonghen and the writer of the motets. Ghesellen
were adults, and jonghen were choirboys, and therefore we know that different voice-
parts were involved. Furthermore, motets always consist of several voices. We do not
know if this play was performed every year, but it certainly appears to have been

performed regularly.

We may conclude that the city of Delft had a very vivid Catholic life. Nevertheless, it
was also one of the first cities in the Low Countries where the reformation instigated
by Martin Luther took hold at a very early stage and on a large scale. The principal of
the Latin school was already suspected of spreading the new religion before April
1522. Soon the parish priest of the Oude Kerk also was one of the suspected persons
and by 1525 Margaret of Austria called Delft one of the worst cases of heresy-
infected cities of the entire county of Holland. That Delft was popular with followers
of the new religion is not only shown by the many convictions for heresy, but also by
the fact that the city housed a number of printers who published heretical
literature.?"!

But before the city became a victim of the iconoclastic fury in 1566, it was hit by
another disaster. On Friday, 3 May 1536, while the singers of the Nieuwe Kerk were
singing the Magnificat during Vespers, Delft was struck by a great fire, which burnt
down or heavily damaged 66 to 75 per cent of the city, including the Oude and
Nieuwe Kerk. The restoration took about ten years, during which the income of the
zeven-getijdencollege was used for rebuilding and not for singing polyphony. It was
not until the first of January 1546 that the singing of the seven canonical hours was
restored in its old glory and professional singers were hired again.?'* But that was not
Gheerkin’s concern. He had already left Delft in 1532.

210 GAD 435, Inv. no. 186, fol. Cv-CJr mention payments in the late 1520s (exact years
unknown), to den ghesellen ... mitten jonghen (the choirboys), who followed the Betleem
in procession. It remains unclear who are precisely meant by the ghesellen, but the
singers must have been at least among them. A payment was also done for the copyist of
the motets that were sung during the procession: Item noch ghegheven die controleur van
die moutetten te scriven die zy inden ommeganck songhen vier stuvers.

21 Kok 1979c.

22 Kok 1979a, pp. 98-99. See also GAD 435, Inv. no. 152, fol. 1r and XCX]Jr; Inv. no. 186,
fol. LXXv, XCVr. The fact is also mentioned by our chronicler: Oosterbaan 1958, p. 256.
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Chapter 3 Delft: Gerryt de Hont coraelmeester

Around 1520, the city of Delft was - like many medieval towns - a walled city with a
moat, accessible through six town gates.?"> There are no pictures of medieval Delft
before the city fire of 1536, but we do have a painting of a map from shortly after the
fire that is now in the Stedelijk Museum Het Prinsenhof in Delft.'* This very
detailed painting shows us the streets and buildings of Delft, including the town
gates, the walls and the moat. We may assume that it presents a fine picture of the
city Gheerkin de Hondt worked in twice between 1520 and 1532, although some of
the houses may have been rebuilt in a different way after the fire. We also have a
map by Jacob van Deventer of the third quarter of the 16th century, but that is far
less detailed.”"” Finally, there is a painting called Sybille Erythrea by Maarten van
Heemskerck of 1564, showing in the background buildings of Delft before the city
fire, including the Oude and Nieuwe Kerk.*'¢

3.1 First appointment, 1521

The sight of medieval Delft must have been impressive, with the imposing towers of
the Nieuwe Kerk, the Oude Kerk, and the city hall. Here we catch the first glimpse of
zangmeester Gheerkin de Hondt: in 1940 J.A. Bank mentioned a ‘Gerrit de Hont’ as
zangmeester of the Nieuwe Kerk in 1521,%" referring to a manuaal (manual),
containing receipts and expenditure from the zeven-getijdenmeesters.”'® The text,

213

Weve 1979. See especially volume II: Afbeeldingen, illustrations 163-180.

214 “‘Plattegrond van Delft na de stadsbrand van 1536’; the exact date is unknown.

215 A facsimile is in: Koeman/Visser 1992, 1. Zuid-Holland.

26 Weve 1979, p. 80; De Jongh 1964. We know the painting shows us the situation before
the fire, since the Nieuwe Kerk still has its apple/onion top on the tower, which was
rebuilt differently after the fire. The painting originally was the sidepiece of an altarpiece
and is now in the Rijksmuseum in Amsterdam, object number SK-A-1910.

27 Bank 1940, p. 52.

218 At the time in the Bisschoppelijk Archief Haarlem, now in the Gemeentearchief Delft:

GAD 435, Inv. no. 191, fol. 49r. Bank incorrectly states that Gerrit de Hont is mentioned

on folio 49r-v, but it is only fol. 49r. It remains unclear on what Bank bases the year
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under the heading Die coraelmeester, tells us that Gerryt de Hont was appointed
coraelmeester on 3 June, but the year is not mentioned.*® The book containing the
previous years is missing, so we do not know who preceded Gheerkin and when this
predecessor left.?* However, the manuscript mentioning Gheerkin’s appointment
starts at St Martin’s Day 1520 (11 November)?! and ends in 1524. Since this is the
tirst entry of a coraelmeester, Gheerkin can not have started his duties before 3 June
1521.

The manual hides a few pieces of scrap paper, one of which gives us some more
information on Gheerkin’s early years in Delft.?”? The piece of paper has been
written on both sides in two columns. One of the sides contains a payment to
meester Gheryt sanck meester of 7 Rhine guilders with which he paid the rent of his
house. The item before this one mentions a payment to a singer (the bass singer
Anthonis) who had left Delft and still had a right to 8 % Rhine guilders. The bass
singer Anthonis van Dordrecht was appointed ‘Sacramenti anno 1521 (Corpus
Christi, the second Thursday after Pentecost, being 30 May 1521). He was succeeded
by Johannes Joliet at Pentecost 1522 (8 June), which means he had left before that
date.?”

Two items later, we find payments on the piece of scrap paper for two pellen
(palls) to a certain Michiel Beck (Bock) of Mechelen. These payments for a total of 7
Flemish pounds, are also listed on folio LXX]r. The heading of the payments on that
folio mentions that the palls had been bought in 1521, but the last payment indicates

1521. Vente also mentions the document and folio number 49r, but he fails to give the
correct date of the document of 1520-1524 (Vente 1980, p. 88).
29 See Appendix 3, 1521, 3 June. The translation runs as follows: ‘On the 3' day of June,
Gerryt de Hont is appointed coraelmeester. He shall have every month in addition to
loot and accidencien 10 Flemish shillings plus a gown every two years. Therefore, he has
promised to live honestly and to follow the order of the board. Our manager will pay
him and make notes of that every month from this coraelmeester and all other
coraelmeesters with the remunerations they receive.” The text has been crossed out, but
since many appointment texts in this and other manuscripts have been crossed out, it
probably was done to make it clear that Gheerkin was no longer an employee.
220 The book preceding Inv. no. 191 contains data from 1498 until 1516: GAD 435, Inv. no.
187; we miss therefore the data from 1516 until 1520.
GAD 435, Inv. no. 191, fol. 1r: Dit boeck is begonnen Martini anno xv° xx.
222 GAD 435, Inv. no. 191, between fol. LIIJv and LIIIJr (at the time of research, June 2008).
See Appendix 3, 1522, before 8 June.
25 GAD 435, Inv. no. 191, fol. LIXv. Vente mixes up two persons: bassus Anthonis from
Dordrecht and hoechconter Franciscus de Namuro (Vente 1980, p. 89): Franciscus de

221

Namuro (probably Franciscus from Namur) is mentioned on folio LXIIJr and Anthonis
bassus on folio LIXv.
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‘to be paid on Pentecost 1522°, which was on 8 June that year. So if we consider that
the year changed at Easter, the cloth was probably ordered in the first half of 1522.
Finally, the second column of this piece of paper mentions two dates on which three
persons had to pay rents for the first time: 16 April and 27 May 1523. It was normal
in those days to pay rents once a year and to make the arrangements about a year
before the actual payment. So we may conclude that our piece of scrap paper is to be
dated some time before 8 June 1522. That means that Gheerkin de Hondt was
coraelmeester in the first half of 1522 and that his appointment of 3 June must
indeed be dated 1521.

To find out until when Gheerkin was coraelmeester, we have to look at other
appointments to zangmeesters in the manuscript. There turn out to be two:***
—  fol. 49r: meester Jan vander Biest (Boest), appointed 13 April 1524;**
- fol. 49v: Goeswijn Anthonisz., appointed 21 August 1524.%%
Our source, however, seems to be incomplete, since the archives of the Nieuwe Kerk
also preserve another document, telling us that a certain Rogier Lansel was
appointed zangmeester on 6 December 1523 for the period of five months, ending
May of the following year. The text is in French, and also gives us the conditions
under which the new zangmeester had to work: he was expected to speak Flemish
with the choirboys, not French.?”” From this appointment we may hypothesize that
Gheerkin had left the Nieuwe Kerk in Delft by December 1523. We therefore may
conclude that he was zangmeester at the Nieuwe Kerk from 3 June 1521 until
probably December 1523. However, there is one more catch: another piece of scrap
paper in the manual mentions the application of a certain heer (priest) Christiaen
Traif.?® The date of the application is unknown. Since this choirmaster is not
mentioned anywhere else, he might have been working in Delft for a very short time,
which will likewise be the case with Rogier Lansel.

24 See Appendix 4 and also Vente 1980, pp. 87-88.

225

Vente incorrectly gives the date April 1525.

226 Goeswyn Anthonis was appointed hoechtenor on 2 July 1520 and tenoer on 28 July 1524

(GAD 435, Inv. no. 191, fol. LXVT]). It remains unclear how long he stayed in 1520 and

if he had left Delft before he got his second appointment in 1524. Vente mentions that

he was appointed choirboy on 2 July 1520, which is incorrect (Vente 1980, p. 87).

27 GAD 435, Inv. no. 192. Bank already mentions this document (Bank 1940, p. 52). He
concludes that Rogier Lansel was fired because of his lack of knowledge of the Flemish
language, but that is not what the text of the document says (see Appendix 3, 1523, 6
December).

228 GAD 435, Inv. no. 191, at the time of research between fol. XLV and LXV] (June 2008).

Not in Vente. The piece of paper is bound in the manuscript, but that does not mean it

should be dated between 1520 and 1524; it might be an earlier or later appointment.
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Gheerkin’s appointment text says that he will receive a monthly amount of 10
Flemish schellingen ‘boven loedt ende accidencien’ and a tabard (a gown) worth 20
schellingen every two years. As we have already seen, the piece of scrap paper tells us
that Gheerkin also - at least once - received 7 Rhine guilders to pay his rent. Curious
is the text 10 scellingen ‘boven loedt ende accidencien’, meaning 10 schellingen in
addition to loedt and accidencien. From a ledger (legger) dated circa 1497-1508 we
can reconstruct what loedt means: from May 1494 onwards, each priest would
receive a loot for his duties during Mass and one for his duties during the Lof, a loot
being something (most likely a piece of paper, a chit) with an amount of money
written on it and either an M (Mass) or L (Lof).?®® Every half year, the priests would
give the whole bunch of loot sheets to the church masters and receive money in
exchange. If they were not present at the services, they would not receive a loot.”* A
‘loedt’ therefore in Gheerkin’s time must have been a little note someone received as
a sort of cheque, to be exchanged for cash later on. The ‘loedt’ represented the
amount of money the singer was entitled to according to his presence during the
seven canonical hours. Not singing meant no ‘loedt’. What the accidencien mean is
less clear. The word must be translated as ‘incidental payments’ and probably refers
to extra income on feasts.?*' The 10 schellingen therefore were only a basic monthly
salary. According to other appointment texts for zangmeesters in the Nieuwe Kerk,
this was not the standard zangmeester salary. It turns out that Gheerkin earned about
20 per cent more than most of the zangmeesters before and after him; only two
zangmeesters received the same basic salary. Apparently the monthly basic fee was
subject to negotiation.**

The appointment text of 3 June also says that Gheerkin has committed himself
to live honestly and that he will follow the order of the board (Des heeft hy hem
verbonden eerlick te leven ende dordonnancien naervolgende tbort te onderhouden).
The board contained the order of daily services in the church. The text also tells us
that the rentmeester (administrator) will pay Gheerkin every month. But our source

does not contain these monthly payments.?*

29 GAD 435, Inv. no. 156, fol. XLVI]Jr.

20 Van Berckel 1901, p. 217 already mentions this, but he does not refer to his source and

he says he speaks about the Oude Kerk. So either the Oude Kerk had the same texts in
its documents, or Van Berckel is confusing the two churches.
»1 Details on the amounts the loedt and accidentien represent will be given in Chapter 9 on
the socio-economic status of Gheerkin de Hondt.
22 See Chapter 9. The appointment texts of other singers and choirboys show the same
picture: their salary was subject to negotiation too. An explanation might be that
Gheerkin was possibly expected to compose as well.

23 Inv. no. 191 only gives payments to individual singers irregularly.
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If we look at the two other appointment texts for zangmeesters, they say about
the same, with a few important exceptions. Jan vander Biest is explicitly told that he
must spend enough time in teaching the choirboys, so that he receives credit for his
work and does not get any complaints from anyone.”* Goeswyn Anthonisz. is told
to maintain the oath of office of singing, to hire the choirboys and to teach them;
furthermore he is only allowed to leave if he has announced his departure half a year
beforehand; otherwise the zeven-getijdenmeesters will terminate this contract three
months beforehand.?* It is remarkable that Gheerkin’s appointment text does not
refer to hiring and teaching the choirboys, but we may assume that this was part of
his job as well.

3.2 Colleagues and choirboys

Our source also gives us appointment texts of other singers, neatly written down in
categories: choralen (choirboys), bassen (bass singers), hoechconters and
hoechtenoren (sometimes also called hoogconter).*s The choirboys sang the upper
voices, the bass singers the lowest ones and the hoechconters and hoechtenoren the
middle voices.? As we have already seen with the case of zangmeester Rogier Lansel,
the lists of singers are probably not complete. Furthermore, the lack of documents of
appointments from 1516 to 1520 and the lack of payments — and in relation to that
the omission of departure dates — prevents us from obtaining a good view of the
singers working in Delft during Gheerkin’s employment there. Therefore, it is not
possible to form an accurate picture of the group of singers; the best we can do is
make an estimate of the number of singers. According to the foundation charter of

28 If we

1456, there should be seven or eight priests to sing the seven canonical hours.
take a look at the appointed singers in the period 1520-1524, and we assume that a

few of them were appointed before 1520, but were still part of the group between

24 GAD 435, Inv. no. 191, fol. XLIXr.

235 GAD 435, Inv. no. 191, fol. XLIXv.

6 GAD 435, Inv. no. 191, fol. LIIIJr to LXVIIJr. An overview of all the singers is given in
Appendix 4. Vente also made an overview from the documents starting in 1498 and
ending in 1554, but there are some omissions and mistakes in it, so the originals have to
be checked if one wants to know something about a certain singer. For example, Vente
did not mention any of the pieces of scrap paper, which contain so much valuable
information (Vente 1980, pp. 87-95).

27 See on this theme Roelvink 2002, p. 64.

28 See§2.4.
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1520 and 1524, the number of seven to eight will still be right.”** A survey of extra
payments to the singers for singing at Easter, Pentecost and Christmas shows that on
feasts seven to nine singers were paid.**

Remarkable is that most choirboys seem to have been contracted for one whole
year at once, often starting on St Odulphus Day (12 June, the day of the yearly
procession in Delft), and from then on the contract was extended.?*! The zeven-
getijdenmeesters wanted the boys to look decent, since they yearly paid a barbier
(hairdresser) to ‘shave’ the boys.?*? Another striking fact is that the difference in
remunerations could be quite large, both for the choirboys and for the adult singers.
Regarding the singers: a few of them were priests. In some cases that meant that they
did not get the full payment a non-priest would receive or they got either the loet
and/or the accidentie, but not the basic salary. In those cases the appointment texts
and/or pieces of scrap paper mention that the priest would also be paid to read
Masses.?** One small loose piece of paper is very clear about the division: on Sunday,
Monday and Tuesday heer Loys would celebrate Mass, on Wednesday and Thursday
heer Zibrant, and on Friday and Saturday heer Bertelmees.***

The entries in the manual stop in December 1524; from then on the
getijdenmeesters started a new book that goes from St Martin’s Day (11 November)
1524 until 1554.%* The first folio of the book gives a list of getijdenmeesters, four
each year, and the remark that they are chosen every year on St Martin’s Day.?* This
manuscript contains more information than the first register of 1520-1524,
especially on the payments to the singers, and related to that on the terms they
stayed in Delft and for what period.

29 See Appendix 4.

240 GAD 435, Inv. no. 191, fol. XLV]r up to and including fol. XLV]v.
21 See Appendix 4.

22 GAD 435, Inv. no. 191, fol. LXX]r: Meester Jan Barbier heeft alle jaers ingaende martini
vanden coralen te sceren xx st. (paid 1520, 1521, 1522 and 1523)

See Appendix 4, Adriaen Hubrechtsz.

24 GAD 435, Inv. no. 191, fol. LXVIIJr. This is not according to the foundation charter,

which says that the parish priest would celebrate the daily Mass. It confirms however,

243

that the parish priest did not reside in the city (see § 2.2). The combination of the names
lead to the conclusion that this piece of paper can be dated after September 1524.

245 GAD 435, Inv. no. 186.

26 This is still according to the foundation charter, although the charter mentions three or

four masters (see § 2.4).
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3.3 Second appointment, 1530

After leaving Delft in 1523, Gheerkin returned to the Nieuwe Kerk on 1 August
1530.%” He is appointed coraelmeester again. The text is almost completely identical
with the one from 1521, but now we are supplied with the list of all the monthly
payments of 10 Flemish schellingen, running from August 1530 till February 1532.2%
This means that Gheerkin must have left Delft in March 1532. The payments are
united through a bracket, to which the words abijt hospite in salutato [sic: insalutato]
are added. Literally this means: he left without saying goodbye to his host or
landlord. If landlord is really meant, then a final remark after the last payment
becomes very interesting. It says: ‘Master Gerrit still owes us 1 Flemish pound from
the time he left, which we paid in his name to master Cornelis Aerntsz. in de spiegel.’
Added to this remark are the words: dit hout noch, meaning ‘this is still open’. The
text says that Gheerkin had a debt to a certain meester Cornelis Arentsz. in de Spiegel.
What might be meant here is that Gheerkin had to pay rent to master Cornelis
Aernts, who lived in a house called De Spiegel (the mirror). Who was this master
Cornelis Aernts? We know from a manual starting in 1520 that a meester Cornelis
Aerntsz. was one of the three churchmasters of the Nieuwe Kerk in that year.?* The
same document mentions a payment for the bell tolling for Grietgen meester Cornelis
Artz. huysvrou (his wife) in die groote spiegel.” Secondary literature tells us that a
meester Cornelis Arendsz. vander Dussen in de Spiegel was schepen (alderman) of
Delft from 1522 until 1529. In 1530 he was weesmeester (administrator of the
orphanage), in 1534 (possibly from 1530 onwards, but there is a lack of sources) he
was raad (councilor, member of the city council) and in 1536 he became
stadssecretaris (city secretary) until his death on 22 May 1556.%' The Rijksmuseum
in Amsterdam owns the portrait of this man, entitled ‘Cornelis Aerentsz. van der
Dussen (1481-1556). Secretaris van Delft sedert 1536°.%2 The house De Spiegel (or

247 GAD 435, Inv. no. 186, folio LXXXI(c)r.

28 Appendix 3, 1530, 1 August. Curious is the payment of November 1531: it says that

Gheerkin’s payment should be decreased by 1 Rynsgulden because he has already

received that, but the payment still is 10 schellingen groot vlaams, so there is no

reduction.

29 GAD 435, Inv. no. 150, title page.

250 GAD 435, Inv. no. 150, fol. CXVr.

1 Boitet 1729 (1972), pp. 81, 121-122 and III. Hoofdstuk Namen der Heeren Stads
Secretarissen (no pagenumber).

%2 Rijksmuseum Amsterdam, object number SK-A-1532. The museum dates the painting

somewhere between 1530 and 1560, and mentions that it is a copy after an original by

the famous Utrecht painter Jan van Scorel. Van der Dussen has a paper in his hand with
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De grote Spiegel) was probably situated near the Spiegelbrug, which connected the
Jacob Gerritsstraat and the Brabantse Turfmarkt.?>> Meester Cornelis Arendszoon is
also mentioned in a tax book of 1543, even twice.?** The first time he has to pay for a
house in the Vlaminckstraet zuytzuyden. This street still exists today and is situated
right behind (north-north-east of) the Nieuwe Kerk.*® The second payment is for a
house on the Pontemarct, today called the Brabantse Turfmarkt, situated south-east
of the Nieuwe Kerk; this must be house De Spiegel, where Cornelis himself lived. For
the house in the Vlamingstraat Cornelis was taxed 18 Flemish schellingen, for the
second house he had to pay 3 Flemish pounds. The amounts represent 10 per cent of
the (sometimes estimated) rentable value. The first house (De Spiegel) therefore had
a rentable value of £ 30 (a year), the second of £ 9. Although we are not sure that the
remark on Gheerkin’s leaving refers to a rental debt and we have to consider that the
tax book is dated eleven years after Gheerkin had left Delft and seven years after the
great city fire of 1536, it is very tempting and even logical to assume that Gheerkin
de Hondt rented living accomodation (rooms or a house) from master Cornelis
Arendsz. close by the Nieuwe Kerk where he worked.

3.4 Colleagues and choirboys, 1530-1532

At his appointment, Gheerkin received a welcoming payment of 12 stuivers.?® This
is double the amount a regular singer received.”” In the same chapter of
extraordinary payments, we find payments to Gheerkin for travelling to Leiden,
Haarlem and Gouda, to look for new singers. The first payment for travelling to
Leiden is to find a new bass singer; Gheerkin is paid 6 stuivers. The second journey
Gheerkin made was to Haarlem and Gouda, to find a bass singer again (or still), but
this time also to look for two other ghesellen (singers). This second voyage was

the inscription: Sij gegeven aenden Eersame discreten [Corn]elis arentsz. secretaries tot
delft.

23 Van der Beek 2008, p. 6.

24 Edition by Verhoeven 1999, p. 25, nr. [669] and p. 45, nr. [1220].

25 In the order of the tax book, it comes after a category entitled Die huysen staende achter

die Nyeuwe Kerck, so we are talking about the same street.

6 GAD 435, Inv. no. 186, fol. CJr (Appendix 3, 1530, between August 1530 and February
1532).

»7  As we shall see later in this paragraph, a zangmeester received double payments too on

feasts. In Chapter 9 we shall see that Gheerkin was one of the best paid zangmeesters of

the Nieuwe Kerk.
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further away and must have lasted longer, since Gheerkin received 3 Flemish
schellingen for it.*® The payments are not dated and are not placed chronologically,
since the payment after the one to Gheerkin is for the welcoming of singer Gommaer
Claesz. van Lier, who started singing in Delft before Gheerkin. By looking at the
survey of singers in Appendix 4, we are able to date Gheerkin’s travels more
precisely. Both times Gheerkin went away to find a bass. During his entire second
period as zangmeester, there was one bass, namely Dominicus Aeriaensz. van
Benscoep, who stayed in Delft from November 1527 until the fire of May 1536. A
second bass singer, Wouter vander Graeff, was appointed in August 1531.
Hoogconter Lauweryn Heynricxz. and hoogtenor Hansselmus van Maistrycht were
appointed in July and October 1531 respectively. Therefore, we might conclude that
Gheerkin’s travels were in the spring and summer of 1531.%*°

Hansselmus van Maistrycht is also mentioned on a piece of scrap paper,
together with a certain Wouter, meester Gerrit and meester Willem.*® These are all
names of singers: hoogtenor Hansselmus van Maistrycht, bass Wouter vander Graeff,
zangmeester Gerrit de Hondt and hoogconter/zangmeester Willem vander Turren.
These singers were together in Delft from November 1531 up to and including
January 1532. In December Hansselmus received his last monthly payment as
hoogtenor; according to the piece of scrap paper he received a part payment in
January. Since the payment is 2/3 of his normal remunerations, he probably left
around 20 January 1532. Hansselmus is also given part of Wouter’s remunerations,
though it remains unclear why. On behalf of Wouter, two payments were made to a
certain Jan Schoen - a baker - and his wife, living at the Pontemarct (today the
Brabantse Turfmarkt); an amount of 1 Rhine guilder is paid in January and
February, and therefore these are probably payments for rent. The same amount of 1
Rhine guilder is given to master Gerrit, but it remains unclear what it is for.?*! The
payment in March to master Willem is perhaps a payment for replacing Gheerkin as
zangmeester in the remaining days of March, since his official appointment started at
the first of April, and Gheerkin must have left sometime in March. The piece of
scrap paper, therefore, is to be dated in the first quarter of 1532.

38 See Appendix 3, 1530, between August 1530 and February 1532.

29 See Appendix 4. Of course it is not certain that Gheerkin’s travels resulted in hiring the

two singers, but the need for new singers was there in those months.

260 GAD 435, Inv. no. 186, between fol. XLV] and XLVIJ (at the time of research, June
2008). Appendix 3, 1530, between August 1530 and February 1532.

261 Remarkable is that the amount of 1 Rhine guilder is also the amount Gheerkin should

have been docked in November 1531, but there does not seem to be any relation

between the two.
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The assumption that Gheerkin de Hondt was indeed responsible for hiring and
teaching the choirboys during his first appointment between 1521 and 1523 is
confirmed by an appointment text of the choirboy Gerrit Cornelisz. on the first of
August 1531. The text mentions that the appointment was made in the presence of
the boy’s mother and of meester Gerrit de sancgmeester. There were some concerns
about the boy’s voice: he was only allowed to stay if his voice remained good.?** This
is the only appointment text of a choirboy during the years 1530-1532. The group of
choirboys was a very steady group of five boys during Gheerkin’s second period in
Delft. This number corresponds to the numbers mentioned in the extra payments to
the boys for the feasts of Easter, Pentecost and Christmas.?** Only once there are six
boys, at Christmas 1531, the sixth boy must have been a guest.?** The choirboys
received clothing from the getijdenmeesters once every two years, and - as in the
years 1520-1524 - they got their hair cut by a barbier at the expense of the
getijdenmeesters.*

Like the choirboys, the adult singers also got paid extra for singing at the feasts
of Easter, Pentecost and Christmas.*® A singer received 3 stuivers per feast extra, and
a choirmaster was paid double the amount (6 stuivers).*” Another extra payment
was given to the singers on the feast of St Cecilia; the number of singers is not
mentioned, but the amounts match the amounts of the other feasts.**® According to
the payments for Easter, Pentecost and Christmas during the years 1530-1532 there
is an average of six to eight singers. This corresponds to the number of singers
mentioned in the foundation charter and the estimated number of singers in the
years 1520-1524 (see above). The survey of singers in Appendix 4 confirms this. If
we take the date of 1 January 1532, we have a group of seven singers: two bass singers
(Dominicus Aeriaensz. van Benscoep and Wouter vander Graeff), two hoogconters
(Lauweryn Heynricxz. and Willem vander Turren), two hoogtenoren (Dirck/Derick
Jansz. and Hansselmus van Maistrycht) and one zangmeester (Gheerkin de

22 GAD 435, Inv. no. 186, fol. LXXX]J(d)v. Appendix 3, 1531, 1 August.

23 One of the in total four schoolmasters also got paid extra on the feasts, on which they

served in turn: GAD 435, Inv. no. 186, fol. XCJr.

264 GAD 435, Inv. no. 186, fol. XCr.

265 GAD 435, Inv. no. 186, fol. LXXIIJr (Jacop Evertsz. receives shoes and clothing), CJv
(tabbarden and bonnetten) and CXV]Jr (hairdresser).

266 GAD 435, Inv. no. 186, fol. LXXXIXr.

%7 The survey of the payments must contain mistakes in the number of singers or in the

payments, since the numbers do not always correspond to the payments, for example

Christmas 1530 and Pentecost 1531 should be 3 groot less or one singer more.

28 GAD 435, Inv. no. 186, fol. Cr up to and including fol. CJv.
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Hondt).?® According to the foundation charter, the sexton was added to this group
if he had nothing else important to do. In the period Gheerkin was zangmeester the
presence of the sexton was probably not always necessary, since no payments to him
were registered.?””” He did, however, get paid extra on the feasts of Christmas, Easter,
Pentecost and All Saints’ Day, for singing the seven canonical hours.*”

The turnover of the singers was rather high, therefore we find in several
appointment texts that the singers were obliged to give notice several months before
they wanted to leave. A similar term of notice was sometimes also applied to the
getijdenmeesters, although theirs could be shorter than the one of the singers.?”* In
spite of the high turnover of singers, our documents only once give us information
on an application: around 1526 heer Ysbrant, bass singer, was paid 4 stuivers for his
application, because he was not hired.?”” We find no clues as to guest singers. The
payments of candidates and guest singers should have been in the registers of the
getijdenmeesters, but since so many documents of the church seem to be missing, it
is a bit risky to conclude that this group of singers was not paid at all.

We have only two documents telling us about misbehaviour by the singers. The
first is the manual from 1520-1524, speaking about the payment of the bienvenue
(welcoming) to the singers. It turns out that this extra payment was sometimes (or
always?) for drinking with the new colleagues, causing confusion in the church
(during the services) when the bienvenue ‘had been drunk’.””* The second document
contains notes with complaints about a zangmeester, who among other things hit the
choirboys in church, drank too much during the services, did not come to church
together with the boys, did not teach the boys how to bow during the services, sang
too hastily and shortened the hymns and other songs. He was dismissed from
singing Vespers and from singing on the evenings of holy days. The document is not

26 This would mean that the two tenors (heer Dijemen Pietersz. vander Goereede and

Cornelis Janss. van Rotterdam) were no longer part of the group at that time. The
number of the average of six singers plus a zangmeester might be confirmed by a piece of
scrap paper of about 1548 between folios LXXXV and LXXXVT] (at the time of research
in June 2008), entitled Memori voir die 7 getiden in die nyewe kerck tot Delff, mentioning
payments to two bass singers, two tenors and two hoogconters.

20 GAD 435, Inv. no. 186, fol. CXIJr, payments for February (1527?) and from November
1533 onwards.

71 GAD 435, Inv. no. 186, fol. LXXXVIIJr.

72 GAD 435, Inv. no. 186, for example fol. LXXX]J(b)v (Willem vander Turren), fol.
LXXX]J(e)r (Wouter vander Graeff), fol. LXXX]J(e)v (Hansselmus van Maistrycht). See
also GAD 435, Inv. no. 191, fol. LXVIJ (Goeswyn Anthoenisz.).

273 GAD 435, Inv. no. 186, fol. Cv.

74 GAD 435, Inv. no. 191, fol. LXXXv. Appendix 3, 1523, 8 March.
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dated and we do not even know if it belongs to the Oude Kerk or the Nieuwe
Kerk.?”?

In his book of 1667 the city historian Dirck van Bleyswijck gives us information
on how the priests and singers should behave during the seven canonical hours in
the Nieuwe Kerk, relying on an original document (ordonnancie), written on
parchment, that has now been lost and is probably to be dated at the end of the 15th
century.”’® The singers should stand upright, not leaning or having their heads
leaning on their hands and not sitting down while the other singers are standing.
They should sing at every service, without any immoral behaviour or unseemly
coming together. The singers had to be present at all processions, remaining until
the last moment, walking behind each other and not chatting to each other. Finally,
the singers had to be present on time: for Matins they had to be in place before the
end of the first psalm, and for the other canonical hours before the end of the first
Gloria. The ones not present in time would not receive a loot!

3.5 The liturgical calendar

That the behaviour of the singers sometimes left something to be desired is no doubt
also a consequence of the very tight schedule they had to follow, seven days a week.
According to the foundation charter, they had to sing the seven canonical hours
every day (including High Mass), following the Ordinary of the diocese of Utrecht.
Furthermore, they had to sing at a number of feasts. The text mentions Christmas,
Easter, Ascension Day, Pentecost, the Assumption of Our Lady, Epiphany, Corpus
Christi, the procession of Our Lady, St Ursula, All Saints’ and Martinmas. Also, a
Requiem Mass was to be sung on Wednesday, if one of the contributors to the
college of the seven canonical hours had died. And once a year, in January, a general
Requiem Mass was to be sung for all contributors who had passed away.

The foundation charter was written in 1456, and from the sources that have
come down to us from the periods Gheerkin de Hondt worked in Delft (which is
more than sixty-five years later), we know that a few things had changed in the
course of time. A real expansion of the tasks of the singers was the Lof services,
which started in 1477 and were extended in 1486, and which we already discussed in
Chapter 2. We know about these services through the chronicle of the Nieuwe Kerk,

25 GAD 435, Inv. no. 227. Vente adds it to the documents of the Oude Kerk and dates it
around 1500. For a transcription see: Vente 1980, p. 77.
26 Van Bleyswijck 1667-1680, p. 245.
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in which the writer explicitly states that the masters of the seven canonical hours
accepted this expansion of work for their singers.*”’

Another expansion of duties for the singers might have been in the number
feasts. The general number of feasts the medieval citizen of Delft had to respect (and
on which he was not allowed to work) remained fairly constant. We have two
documents of the diocese of Utrecht, dating from 1346 and 1525, mentioning the
holy days for the churches that belonged to this bishopric, among them the ones in
Delft.?”® The documents of the diocese of Utrecht show us that there were only a few
changes in about two hundred years. Originally there were sixty feast days, which
changed to fifty-three in 1525. Some changes probably were already accepted
informally, and were made official in 1525. That the official diocesan order was not
strictly followed in the parish churches in the bishopric is shown by several
documents in the archives of the Nieuwe Kerk. Two documents indicate which feasts
were celebrated: a ledger with receipts and expenditure (dated circa 1497-1508) that
mentions the feasts on which the providieres had to be present, receiving hundred
stuivers a year, and a document on the hiring of an organist (dated 3 January
1547).%” A third document also gives us information on feasts: it is the ledger from
1524-1554 (containing Gheerkin’s second period in Delft), which shows us on which
feasts the getijdenmeesters held a collection in the church.?* All surveys are placed
side by side in Appendix 5, List of feasts in Delft.

The question remains on which feasts Gheerkin and his colleagues had to be
present and on which feasts professional music was not required. A helping hand is
given by a remark in the ledger from 1497-1508, which is already about fifty years
after the foundation charter; it mentions that when the golden ornaments are used,
the singers of the seven canonical hours providieren (‘serve’).”! We are not informed

277

Appendix 3, 1477, around and 1486, around Christmas Eve. See also Van Bleyswijck
1667-1680, p. 210: ... ende dese iiij Loeven anvoirden die Seven-Getijde-Meesters, ende
dede die doen by hoir Sangers up hoich coor.

28 Verhoeven 1993b. The information on these documents used in this chapter comes

from this article.

279 Respectively GAD 435, Inv. no. 156 and Inv. no. 178. GAD 435, Inv. no. 186, fol. XCIIIJr
mentions four providieres, or servants. Vente states that the providieres were the priests,
the singers and choirboys (Vente 1980, p. 81). Since there were more than four singers,
the question is who are meant with the four providieres in Inv. no. 186. Clearly the term
providieres in Inv. no. 156 was used as a general term meaning all servants, including the
singers.

280 GAD 435, Inv. no. 186, fol. XXIIJr onwards.

81 GAD 435, Inv. no. 156, fol. XLIXv, not in Vente. The text also says that on days of the

Holy Cross (like invencionis ende exaltacionis), the singers of the holy cross had to

providieren ende dienen, probably the singers of the Holy Cross Guild (see Chapter 2). It
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about the order of the feasts in the Nieuwe Kerk. But for the Oude Kerk, we do have
that information.? ‘Golden’ days in the Oude Kerk in 1539 were Christmas,
Epiphany, Easter, Ascension Day, Pentecost, Corpus Christi, ommegangsdag
(procession day), Hippolytus (church patron), Assumptio Marie, kermisdag (annual
fair), Remigius and Bavo and All Saints’ Day. The days correspond rather well to the
days mentioned in the foundation charter of the Nieuwe Kerk of 1456.%%* However,
two questions remain. The first is why the getijdenmeesters would take the collection
for funding for the seven canonical hours when the singers would not be singing.
And the second question that remains is why the organist should play, if the singers
were not required to sing. Of course, he could have accompanied the priests
celebrating Mass and he could have played instrumental compositions to add lustre
to the service, but it still seems strange that the singers of the seven canonical hours
were not singing during all the most celebrated feasts. However, the only safe
conclusion we may reach is that the feasts mentioned in the foundation charter of
1456 were still current during Gheerkin’s employment in Delft in the years 1521-
1523 and 1530-1532, but Gheerkin probably also sang during the other feasts on the
calendar.

3.6 Private foundations

We are very poorly informed about private foundations by (rich) parishioners in
which the professional singers were involved. As we shall see in the chapter on the
Sint-Jacobskerk in Bruges, private foundations were a normal development in a
parish church. For the Nieuwe Kerk in Delft, we only have a few entries in our
documents and only a few copies of foundation texts that give us information on this
kind of foundation.

The ledger from 1524-1554 has a few chapters with payments that refer to
foundations of which the original charter has been lost. It is also not clear to whom
exactly the payments are made and what these servants had to do to be paid. The
first foundation was made by Gijsbrecht Jan Martynsz. in 1488. The ‘priests’ (who
could be the professional singers in the 1520s and 1530s) received a payment on the
octave of the feast of Corpus Christi (Sacramentsdag) for two Vespers ‘with the

remains unclear who those singers are, but as we shall see for ’s-Hertogenbosch, it
probably is the same group of men, but then paid by another authority.

82 Verhoeven 1993b, pp. 166-168 and 172-173.

283 Except for the difference in patron saints (Ursula and Hippolytus) and Remigius and

Bavo in the Oude Kerk and Martinmas in the Nieuwe Kerk.
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procession’ and High Mass. In June 1531 this payment is reduced, though it is
unclear why.?* Another chapter in the ledger mentions a foundation by Bairtgen the
widow of Claes Touwen on the feast of the Transfiguration of the Lord. The
payments are extra payments besides the loot: 3 stuivers for the organist opt grootste
werck (on the largest organ) and 2 stuivers for the bellows blower; the sexton, the
assistant sexton, the beyerman (bell ringer) and the four dienres (servants, not
specified) also received a small amount of money.*** A last foundation in this ledger
tells us about two sung Masses each week, founded by master Jan van Woerden alias
Langhaels/Lanxhaels van Delft, a member of the council of the ‘K.M.” (Keizerlijke
Majesteit, meaning Emperor Charles V). The Masses should be sung on Wednesday
and Friday, but since Friday was the day of the sung Mass for the Holy Cross, the
Mass was transferred to Saturday. Both Masses were performed by the zeven
getijden, but no (individual) payments are given. The text is not dated, but because of
the reference to Emperor Charles V, it may be dated between 1519 and 1555.

A ledger which was begun in 1486 mentions several foundations, but only one
of them mentions music. It is a foundation of a memorial service by Machtelt Nobels
for herself. During the Saturday evening Vespers on the day before her actual
memorial service on the Sunday before the feast of the Purification of the Blessed
Virgin Mary (2 February), there was organ music.?*® The payment of £ 2 Hollants
will be made to the gesellen vande memori (the people of the memorial services); it
remains unclear who exactly were part of that group of people.

Only one foundation charter has come down to us that mentions the singers of
the seven canonical hours. It is a copy dated 3 September 1514, after an original of 21
March 1460.%*” The foundation was made by Geertruyt, the widow of Jan Willemsz.,
and contains several services. In one of the ceremonies the singers of the seven
canonical hours are involved. On palme dach (Palm Sunday) they had to accompany
‘Our Lord’**® from the Ouden Gasthuys (the old hospital) in procession to the
Nieuwe Kerk. Arriving at the church, they had to sing the hymn “Vexilla regis
prodeunt’,?® standing before the presbytery and before the holy cross. The group
received £ 2 Hollants for their duties. There must have been many foundations like
this, but they have not been preserved.

284 GAD 435, Inv. no. 186, fol. LXXXIIIJr.
285 GAD 435, Inv. no. 186, fol. LXXXVTr.
286 GAD 435, Inv. no. 155, p. [146].

287 GAD 435, Inv. no. 160.

28 What is meant here probably is a figure acting Our Lord, or a wooden sculpture.

29 The hymn was originally written for Passion Sunday (the Sunday before Palm Sunday).

See also: Caspers 1992, pp. 74, 77.
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Another possible reference to a foundation can be found in a manual of income
which is dated 1520-1560. The manuscript mentions the receipts (of an offertory)
during the gulden mis.*® A gulden mis (‘golden mass’) was celebrated in many places
in the Low Countries.?! The gulden mis was sung early in the morning on
Wednesday in the Ember Days, the Wednesday after the third Sunday during
Advent, and therefore between 14 and 20 December. The subject of the mass is the
same as the subject of the feast of the Annunciation of the Blessed Virgin Mary (25
March), the incarnation of Christ. The liturgy of the Mass is almost the same as the
liturgy on 25 March. The Mass was often celebrated with a so-called mystery play;
we will see a beautiful example of such a play in the chapter on the Sint-Jacobskerk
in Bruges.?* The first reference in the manual of the celebration of a gulden mis in
the Nieuwe Kerk in Delft dates from 1520.° The manual mentions the gulden misse
figuyrlic gesongen ende gespeelt van de bootscap onser liever vrouwen (the
Annunciation of Our Lady was sung and played, probably in polyphony),** mit
personage (with ‘pageants’).?” The manual only gives us the total amounts that
remained after all the costs were deducted, but no specification is given.?** However,
both D. van Bleyswijck and H. van Rhijn in their respectively 17th- and 18th-century
histories of the city of Delft tell us in detail about a foundation made by a certain
master Pieter Bonifaes.”” Van Bleyswijck clearly had access to a foundation charter
that now has been lost.?® A year is not mentioned, but it is safe to assume that either

290

GAD 435, Inv. no. 150, fol. XCVr: Hier salmen teykenen alle incomen binnen elck jair als

van woensdages inde quatertemper voir kersmis inde gulden misse ... [other days an

offertory was held]... beginnende van S. Mairtyns dage anno xv° xx.

21 See on the history of the Gulden mis: Kruitwagen 1906/1907. The general information in

this paragraph is taken from this series of articles.

2 See§5.5.3.4.

2% And probably before that, but the preceding document has not come down to us.

4 GAD 435, Inv. no. 150, fol. XCVr. The meaning of the word ‘figuyrlic’ remains
uncertain: according to the Dutch medieval dictionary (Verdam 1994) ‘figuyrlic’ means
‘in person/by a living example’, but ‘cantus figuratus’ means ‘song with measured
rhythm’ [polyphony] (Bernhard 2000, columns 394-5). Since the Golden Mass founded
by Pieter Cottreel in Bruges in 1519 was sung in polyphony, both explanations could be
valid here.

25 GAD 435, Inv. no. 150, fol. XCVlIv.

2% For the years 1520 onwards, until the city fire of 1536. Van Berckel only mentions the

celebration of 1525 (Van Berckel 1904, pp. 322-324).

»¥7  Van Bleyswijck 1667-1680, pp. 243-244 and Van Rhijn 1720, pp. 143-144. For a
transcription see Kruitwagen 1906, pp. 456-459.

28 For a transcription see Kruitwagen 1906, pp. 456-459. We know that the same meester

Pieter Bonifaes founded a gulden mis in the Oude Kerk, in 1546 (Van Berckel 1904, pp.
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this charter dates from before 1520, or that the custom was in place before the
foundation was officially created. The Mass is to be sung in the early morning
between five and six o’clock; a Lof service is sung on Tuesday and Wednesday
evenings. The singers had to sing during all three services, but the choirboys only
had to sing during the Lof services. The organist and bellows blower also got paid,
probably for the three services, but that is not specified.?”

3.7 The music

Now that we know who Gheerkin’s colleagues were and when they had to sing, a last
question has to be answered: what did they sing? The single fact that several voice-
types were necessary indicates that polyphony was sung. But there is more. In 1523,
so probably during the time Gheerkin was zangmeester or shortly thereafter, several
musijck boecquen were repaired. The titles of the books only give us a poor
indication of what repertoire the singers had at their disposal.**® None of these books
has come down to us, so apart from the titles (most likely of the first compositions),
we do not know precisely what was sung.** But it is nice to see that a Kyrie (perhaps
an entire Mass?) by the very famous composer Jacob Obrecht (1457/1458 - 1505)
was among the pieces.

Some more information can be found in the ledger that was started in 1524 and
that contains so much valuable information on Gheerkin de Hondt and his

103-105). It is possible that Van Bleyswijck confused the two foundations and that the
charter was the one belonging to the foundation in the Oude Kerk.

2 Van Berckel 1904, pp. 103-105.

300 GAD 435, Inv. no. 191, fol. LXXVI]r (see Transcriptions, 1523). Also given in: Van
Berckel 1901, p. 221 and Vente 1980, pp. 95-96, both with some differences in
transcriptions.

39 The title Urbs beata Jherusalem probably refers to the hymn of the same name or even a

Mass for the Dedication of the Church (see the information on the Missa Urbs beata by

Courtois in Appendix 13). ‘Recordare’ might refer to a Requiem Mass or memorial

service. O quam suavis is a antiphon for the feast of Corpus Christi (Cantus Database);

‘gratia plena’ must refer to Ave Maria. Regina celi also refers to a Marian text. ‘Qui tollis’

refers most likely to the Mass Ordinary (Gloria or Agnus Dei). It is a guess, but if

‘Sanctam trinitas’ should be ‘Sancta trinitas’, it probably refers to music for the feast of

the Holy Trinity (for example the motet by Antoine de Févin, which was the basis for

the Missa Sancta Trinitas, either by De Févin or Jean Mouton; see Appendix 13,

’s-Hertogenbosch, BHIC 1232, Inv. no. 155). The meaning of the text ‘Et Vobis nomine

eius Jhz.’ remains unclear.
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colleagues. Between September 1524 and June 1526, heer Bertelmees was paid to
write thirty-seven sheets (paper or parchment?) with muysicken (polyphony) plus
eighteen gatherings.*” A bookbinder called Jan Janszo. was paid 8 Flemish
schellingen on Ascension Day 1526 to bind the book.*”® And zangmeester Jan was
paid 5 Flemish schellingen to correct the new book.** The getijdenmeesters took
good care of their books, because between 11 November 1530 and 1531 they bought
a key for a sort of cupboard where the mouttet boecken were stored. One of the motet
books was given a new cover at the same time.*®

Besides these references, we have already seen that a part of an Easter play has
been preserved.** Another fragment in the archives of the Oude and Nieuwe Kerk in
Delft is a piece of chant: a folio from an antiphonary containing music for the first
Sunday in Advent, ad primas vesperas; it is not clear if it belonged to the collection of
the Nieuwe or the Oude Kerk. The folio has no date, but the inventory estimates it at
about 1450.%

More chant was already mentioned by Jan Bank in 1940." Bank refers to a
book now in Museum Catharijneconvent in Utrecht (BMH h149). It binds together
four individual books and fragments of books: (1) a print from Gouda from 1505,
called Cantuale Traiectensis diocesis; (2) a fragment of an unknown and undated
print in the same style as the first one; (3) an Antiphonarium/Graduale in
manuscript®® and (4) a calendar from 1562.3'° The first part of the book is the most
interesting and curious, because it is a print with handwriting: the staves and texts
are printed, but the notes are written in by hand, although not all staves and texts

302 GAD 435, Inv. no. 186, fol. Cr-v. Appendix 3, 1524, between 13 September and June
1526. Priest Bertelmees Pottier was hoogtenoer from 13 September 1524 up to and
including June 1526 (GAD 435, Inv. no. 191, fol. LXVIIJr and Inv. no. 186, fol.
LXXVIIJr).

33 GAD 435, Inv. no. 186, fol. Cv, Appendix 3, 1526, 10 May (Ascension Day).

304 GAD 435, Inv. no. 186, fol. Cv, Appendix 3, 1526, between 22 November and 25
December.

35 GAD 435, Inv. no. 186, fol. CIIIJr. Appendix 3, 1530, between 11 November 1530 and 11
November 1531.

306 See § 2.4. GAD 435, Inv. no. 216.

307 GAD 435, Inv. no. 213.

38 Bank 1939b, pp. 287-288 and Bank 1940, pp. 31-32.

39 Dated by the Museum 1500-1509, but by Calvin Bower in the second half of the
sixteenth century (Bower 2003, pp. 70-71). The book is clearly linked to Delft, since it
starts with chant for the feasts of Hippolytus and Ursula.

310 Two men have claimed the possession of the book by inscribing their names: Ghijsebert

Cornelisz. and Jacobi Guilhelmi. The name of the second one comes on the verso side of

the folio with the name of Ghijsebert, and is crossed out.
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have notes. The book was made to teach the schoolboys of the diocese of Utrecht
what to sing and therefore it might have been a book that Gheerkin used for teaching
the choirboys. The schoolbook contains music for the seven canonical hours and was
printed by the Collatiebroeders in Gouda.*"! The teaching aspect is confirmed by a
Guidonian hand in the beginning of the book with musical notation under it; it
remains unclear who added this to the book and when. Perhaps it was the same
person who added a sketch of a man, probably a clergyman or a singer. The whole

remains rather curious, as noted several scholars.??

All signs indicate that Delft was a fully-grown city when it came to housing
professional musicians in the 16th century, musicians who sang and played on a
high professional level, in no way inferior to other cities in the Low Countries. Even
so, the information we have on Delft is poor and fragmented, and the many pieces of
scrap paper in several manuscripts from the church masters and the getijdenmeesters
of the Nieuwe Kerk suggest that there once was much more information than we
have now. But we may conclude that the musical climate in Delft was lively and
attractive, with the canonical hours and other liturgical services sung by professional
singers in two churches every day. At least the professional atmosphere was good
enough for Gheerkin, because after his first employment in Delft between June 1521
and probably 1523, he returned to the Nieuwe Kerk in August 1530 to stay there
until February 1532. But then he got the chance to work in one of the most attractive
musical cities of the Low Countries: Bruges.

311 Goudriaan 2004, p. 170.
312 Besides Bank: Bower 2003, pp. 70-71; Goudriaan 2004, p. 170. See also
Nijhoft/Kronenberg 1923, pp. 194-195 (refering to a reprint from 1517).
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Chapter 4 Bruges: the city and its churches

4.1 International trading centre

The history of Bruges is much longer than that of Delft. The oldest mention of the
city of Bruges is in an official document in a text from the Sint-Baafsabdij of Ghent
dated shortly after 851. Archaeological research in the last decades of the twentieth
century has shown us that the origins of Bruges go back much further, at least to the
first centuries of the Christian era, when the Romans inhabited the territory.*'* By
the time the first inhabitants settled on the shores of what was to become the town of
Delft, Bruges already had a small harbour and was trading intensively with England,
especially in wool. The textile industry was flourishing.

The Hanseatic League (Hanse) dates from this period.*"* The Hanse started as a
merchant guild with the purpose of stimulating trade and increasing profit. It
connected cities in Germany (like Dortmund, Munster and Cologne) with the rest of
Europe. The Hanse grew into a very powerful economic, social and cultural
organisation in northern Europe, which had offices in the countries along the coastal
area from northern France to Estonia. Bruges was one of the first four great trading
posts, after London, Bergen (Norway) and Novgorod (Russia) and remained one of
the leading towns at least until the end of the fifteenth century.*

Because of the city’s prominent position in an international network, many
foreigners came to Bruges and took up residence there. First there were the
Germans, followed by the English, French (especially from northern France),
Portuguese, Spanish (especially from Barcelona, Valencia, Mallorca, Burgos), Italian
(especially from Lucca, Genoa, Florence, Milan, Venice) and Scottish merchants.?'¢
In the fourteenth century, Bruges was the most thriving city of Flanders, with about
42,000-45,000 inhabitants. Only Ghent, Paris and three north Italian cities had a
larger population.®” As an international trading centre, Bruges offered a platform
for bankers, money-changers, granters of credit, brokers and hoteliers. The last two
at that time were almost always united in one person. The exchange (Bourse, Dutch

313 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 13-18.
34 Geirnaert/Vandamme 1996, pp. 12 and 24-26.

315 Vandewalle 2002b, pp. 11-14.

316 Vandewalle 2002b, pp. 27-62.

317 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 42-43.
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beurs) practically originated in Bruges (together with Barcelona and north Italian
cities), and is named after the Van der Beurse family. This family had an inn situated
on a square named after them, the Beursplein, where trade was very lively. Already in

1400 there was a structural and well organised money market.*'®

4.2 Burgundy

Because Bruges had become an international trading centre, it had - as opposed to
other cities — an extensive middle class of tradesmen with a large variety of
activities.*'? By the mid-14th century, 25 per cent of the inhabitants worked in the
textile industry, 38 per cent earned their living in the crafts oriented towards local
needs (building industry, food industry, clothing industry) and 20 per cent made a
living from trade.?*

At the end of the century, the political situation changed. In 1384 Count Louis
IT of Flanders (Lodewijk van Male) died. His only heiress, Margaretha van Male, had
married Philip the Bold of Burgundy and therefore the County of Flanders came
under the rule of the duke of Burgundy. The dukes of Burgundy did not reside in
Bruges at that time. Later, Philip the Good (reigned 1419-1467) and Mary of
Burgundy (reigned 1477-1482) both chose Bruges as their main residence, although
they spent most of their time in other residencies. Their accommodation became the
Prinsenhof, situated on a large ground between the Moerstraat, Gheerwijnstraat,
Noordzandstraat and Ontvangersstraat, and which they transformed into a
luxurious palace.?”!

The frequent presence of the Burgundian court attracted many highly qualified
artists and was very stimulating for the Bruges economy, which was already
flourishing. The painters Jan van Eyck, Petrus Christus and Hans Memling (the so-
called Flemish Primitives) and many anonymous artists all benefited from the
reputation of Bruges as an international metropolis which had a large potential of
patrons in Bruges and abroad. Luxury was the new fashion: painters, silver- and
goldsmiths, illuminators like Simon Bening and Willem Vrelant (of the so-called
Ghent-Bruges style), producers of luxurious manuscripts (like books of hours),

38 Geirnaert/Vandamme 1996, pp. 12 and 34-35;

Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 78-79 and 82-83.

On this early period in general, see also Murray 2005.

320 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 42-43 and 70-72.

321 Ryckaert 1991, p. 165; Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp.
45-47.

319
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people from the fashion industry and singers and composers all wanted to work in
Bruges. The middle class also took advantage of the situation: their income increased
spectacularly.’” And although this all seems very materialistic, spiritual life was not
forgotten.

4.3 Churches and convents

The city of Bruges belonged to the diocese of Tournai (Doornik).*** The
Christianization of the area around Bruges probably began in the seventh century.***
The oldest church is Sint-Salvator and was founded in the middle of the 9th century
as an annex to the nearby (country) parish of Snelleghem, or — more precisely - to
another annex of the parish of Snelleghem, namely the parish of St Michael. The
church became independent before 988. Soon after the foundation of Sint-Salvator,
the Onze-Lieve-Vrouwekerk (today Onthaalkerk Onze-Lieve-Vrouw) was founded
from the nearby parish of Sijsele. The Onze-Lieve-Vrouwekerk became autonomous
before 1089. In 1091 the church reached the status of collegiate church. A third place
of worship was a chapel dedicated to Sint-Walburga (not to be confused with today’s
Walburgakerk), which served as the chapel of the count of Flanders. In the 10th
century, count Arnulf I of Flanders had a church built close to his castle (burcht, on
the place nowadays known as the Burg), dedicated to Our Lady and Sint-Donaas,
soon to be the first collegiate church in town and dedicated to Sint-Donaas alone.
The church also functioned as a parish church, but only for the people living and
working within the walls of the castle.’*

Around 1100 there were more (smaller) churches and chapels in Bruges,
dedicated to St Christopher, St Amand, St John and St Peter.**s Around the middle
of the 12th century, Diederik van de Elzas, Count of Flanders, had his own chapel
built, the Sint-Basiliuskapel. A second chapel was built above it, in honour of the
relic of the Holy Blood (a drop of blood of Christ) that was brought to Bruges from

322 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 103-107;

Geirnaert/Vandamme 1996, pp. 44-45.

See on the medieval parishes in the diocese of Tournai: Vleeschouwers-van Melkebeek

1993.

Rau 1987, volume 1, p. 9.

3 Rau 1987, volume 1, pp. 9-10; Ryckaert 1991, volume 2, pp. 50-56;
Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 24-27, 90; Vermeersch
1999.

326 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 89-90.

323

324
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Constantinople in the first half of the 13th century.?”” Between 1239 and 1241 three
new parishes were founded: Sint-Walburga (around the former count’s Walpurga
chapel) and Sint-Jacob, both separated from the Sint-Salvatorkerk, and Sint-
Gilliskerk, a division from Onze-Lieve-Vrouw. A few decades later, in 1297, the
parish of Sint-Kathelijne was split off from Onze-Lieve-Vrouw. Two centuries later,
in 1497, a church dedicated to St Anne was built; it was an annex of Sint-Kruis,
nowadays a borough of Bruges, but only from 1668 onwards an autonomous church.
Finally, the beguines in the beguinage ten Wijngaard had their own church and
formed their own independent parish from 1244-1245 onwards.?*

Although only Sint-Donaas and Onze-Lieve-Vrouw were officially collegiate
churches, the churches of Sint-Salvator, Sint-Jacob and Sint-Gillis had - as we will
see later — a zeven-getijdencollege, a college of the seven canonical hours, in Bruges
called Commuun.* On 27 September 1501, Sint-Salvator achieved the status of a
collegiate church.?*

In addition to the parish and collegiate churches, there were convents in Bruges
where people could attend services. From the 13th century onwards, six male and
two female mendicant orders found their way to Bruges.**! Because of the
international character of their orders, the conventuals were popular with the many
foreigners who resided in Bruges. Almost every foreign natie (merchant association)
had - besides its own house - its own altar or chapel in a church. The conventuals
hosted many of them: the Germans, Catalans, English and Scots went to the
Carmelites; Augustinians housed the merchants from Venice, Lucca and Genoa; the
Franciscans accommodated traders from Florence, Castile and Biscay and the

Dominicans lodged the Portuguese merchants.**

37 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 103-107;
Geirnaert/Vandamme 1996, pp. 14 and 97.

328 Rau 1987, volume 1, pp. 10-12; Ryckaert 1991, volume 2, pp. 83-89 and 206-218;
Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 92-94.

329 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 95. See on the
Commuun in Sint-Gilles, Sint-Jacob and Sint-Walburga: Declerck 1971. Declerck
emphasizes that the communitas chori (Commuuns) already existed in the churches of
Sint-Gilles, Sint-Jacob and Sint-Walburga before the singing of the seven canonical
hours was officially founded in those churches. However, in the 16th century, the
Commuun is equal to the group of people singing the seven canonical hours.

330 Dewitte 1967, p. 8; Dewitte 2000, p. 262.

31 Ryckaert 1991, volume 2, pp. 83-86; Geirnaert/Vandamme 1996, p. 28;
Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 92-93.

32 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 77-82, 93; Vandewalle
2002b, pp. 34-39.
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The Bruges churches benefited from the economic growth of the city. In the
15th century, all churches were enlarged and/or their interiors were embellished.
Guilds, religious confraternities, individuals, foreign naties and private merchants all
invested in the religious buildings and their interiors. Nowadays many medieval art
treasures have been preserved.’* For example, the Sint-Salvatorkerk still houses the
choir stalls dating from the second quarter of the 15th century, and above them the
escutcheons of the knights of the Order of the Golden Fleece from 1478. The Order
also held a meeting in the church of Onze-Lieve-Vrouw in 1468, and the escutcheons
of that meeting are still kept in the church today.** Onze-Lieve-Vrouw also houses
the tomb of Mary of Burgundy (1502; she had died in 1482) in the choir of the
church. The tombs are best seen from the private chapel of Lodewijk van Gruuthuse,
which was incorporated in his house and the church in 1472.%** Many paintings were
ordered for churches in Bruges too. A beautiful example is the painting that canon
Joris van der Paele ordered from Jan van Eyck in 1434. The painting - of the
Madonna and the canon himself with St Donatian and St George (Sint-Joris) - was
meant to be placed above his grave in the Sint-Donaaskerk and was completed in
1436.% Other paintings that originated in Bruges were not meant to adorn the
Bruges churches, but were intended for export, ordered by the merchants who
resided in Bruges for their home towns. In the 1470s, for example, the Strozzi family
exported several Flemish paintings to Italy via the Medici bank in Bruges (in the
former Hof Bladelin). That the Bruges and Flemish paintings were already seen as
very important pieces of art is proven by the story of a Memling painting. In 1467
the manager of the Medici bank in Bruges, Angelo Tani, ordered an altarpiece from
Hans Memling (a Last Judgement) for a chapel recently renovated by the Medici in
Badia Fiesolana (near Florence). When the painting was shipped to Italy in 1473, the
ship was hijacked by shippers from Danzig (Gdansk) as a retaliation in a commercial
conflict, and transported to the Marian church there.’® Sometimes a former Bruges
citizen reciprocated. Today the Onze-Lieve-Vrouwekerk still has a marble sculpture
of a Madonna with child by Michelangelo. It was imported from Italy by the Bruges

333 Because the subject of this book is Gheerkin de Hondt, who worked in the Sint-
Jacobskerk, only this church will be discussed at length (see below). From the other
churches only a few examples are given here.

34 See on the Order of the Golden Fleece (founded by Philip the Good in 1430 in Bruges):
Marti/Borchert/Keck 2009, pp. 186-193.

35 Geirnaert/Vandamme 1996, pp. 60-65.

36 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 102, 104. The painting
is nowadays in the Groeningemuseum in Bruges.

37 Borchert 2002, pp. 138-145; Vermeersch 1992, pp. 16-17. The painting is now in
Gdansk, National Museum (Muzeum Narodowe).
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merchant Jan Mouscron (or Moskroen), who resided in Italy and donated the
sculpture to the church in 1514.3%

4.4 Welfare

All those wealthy citizens did think of their less fortunate fellow townsmen. Care for
the poor, ill and old people was not forgotten. In Bruges, there were several ways the
needy were supported. First of all, there were the churches, where rich parishioners
remembered the poor in foundations. Poor relief was almost always an element in
the memorial services founded by a person or his heirs after someone’s death. This
poor relief usually existed of so-called armendissen or poor tables.*® The Dis was
usually one of the three administrative organisations of a church, besides the church
fabric (responsible for the church building) and the Commuun (responsible for the
liturgy).?* The principle of Dissen probably originated in the 11th century, when
regular church care for the poor had declined. With the rise of cities, citizens started
to take responsibility for all kinds of matters, and therefore also with poor relief.
These charitable institutions all worked in their own parish, but sometimes
foundations obliged a Dis to give help to the poor in another district. The Dissen
literally set tables for the poor in the church (usually close to an entrance), and
served them bread, butter, meat and other things like clothes (together called
provenen). The poor®* had received a so-called teken from the Dis (a token, in
practice a leaden seal showing to how many provenen one poor person was entitled)
which they could exchange for food and other things. Sometimes the Dis even paid
for a funeral. The money to buy the goods was provided by the foundations made by
parishioners. Therefore, the goods were almost always served after a memorial
service in which the deceased donor was remembered.

3 Van Zeir 2002, pp. 81-82.
39 Also called Disch van den scamelen huusweken, Mensa pauperum, Table des pauvres,
Dissen or Tafels van de Heilige Geest (tables of the Holy Spirit); see Van Zeir 1960, p.
105.

30 See on the Bruges Dissen: Van Zeir 1960. In Delft the Dismeesters are called Heilige

Geestmeesters, there the Commuun is called zeven-getijdencollege.
31 P.van Zeir defines the armen huusweken as all citizens who were so poor they couldn’t
take care of themselves: the unemployed, infirm, sick, elderly, widows, new mothers,

large families, priests, et cetera who were at home.
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Rich members of the Bruges community also founded almshouses
(godshuizen*?), where elderly people could live. They were small one-room houses,
often built in groups around a inner garden. Good examples are the houses financed
by Donaes de Moor (Boeveriestraat).**® The houses were administered by the heirs of
the founder or by the masters of the Dis of a church. These almshouses were not only
initiated by private persons, they were also built by the guilds and crafts for their
elderly members. Many of them still exist today, although of course adjusted to
modern living.**

For needy people, there was the Sint-Janshospitaal (hospital of St John), of
which the oldest mention dates from January 1188, when a hospital rule was made.
In the first centuries, the hospital was not just for the sick, but also for travellers,
elderly people, pilgrims and homeless people.** Parallel to the growth of Bruges, the
number of charitable institutions increased. The Heilige-Geesthuis, the
Potteriehospitaal, a house for the blind (house of the Blindekens), a house for the
insane (dulhuis or Sint-Hubrechts-ten-Dullen), a leper house (Magdalenaleprozerie)
and the passantenhuizen (houses especially for the homeless, pilgrims and poor
travellers, for example Sint-Juliaans) were founded. They had in common that they

all were the result of private inititatives.>*

4.5 The Sint-Jacobskerk?**

As an effect of individual initiatives, by the end of the 15th century the Sint-
Jacobskerk was a particularly rich church. The original small chapel was eventually
extended to a hall church, which reached its final form in 1476.

32 As we shall see in the chapters on ’s-Hertogenbosch, the word godshuis seems to have a

different meaning in Bruges than it has in ’s-Hertogenbosch. In Bruges it means house
for the old and needy, in ’s-Hertogenbosch a godshuis has the more general meaning of
an organisation that puts into practice charity (Kappelhof 1981, p. 41, note 2).

33 The houses still stand, nos. 52-76 (Martens 1992a, p. 266).

34 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, p. 57. The almshouses that
still exist are shown in a map on page 219 of Ryckaert 1991, volume 2.

35 Maréchal 1999; Ryckaert/Vandewalle/D’'Hondt/Geirnaert/Vandamme 1999, pp. 54-57;
Geirnaert/Vandamme 1996, pp. 40-41; Smets 2001.

36 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 54-57.

37 Unless otherwise stated, the paragraphs on Sint-Jacobs are based on: Rombauts 1986,

volume I, pp. 8-33; Rotsaert 1975, pp. 122-135; Ryckaert 1991, volume 2, p. 211; Rau

1987, volume 1, p. 11; Jacobs 1997, pp. 126-129; Van Zeir 2002, pp. 26-40; Martens

1992a, pp. 262-290.
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The tower of the church was equipped with bells. We have no any information
on the old bells, but the accounts of the church fabric of 1525 onwards show us that
a new set of bells was ordered in that year.’** Three old bells were reused (among
them probably one called Anna) and four new bells were founded and were solemnly
dedicated on 10 December: Jacobus Maior (ut), Petrus (fa), Adriaen (mi) and
Johannes (la). During the ceremony, the ghezellen van de musyke (singers of
polyphony) of the church sang. Two years later, in 1527, the church fabric ordered
four new small bells, called Philippus, Katharina, Ursula and Magdalena. These bells
were dedicated on 30 May.

In the 14th and 15th centuries, many foreign merchants came to live in the
parish, and the Prinsenhof (the Burgundian palace) was built in the area. Several
trades had their own altars and/or chapels in Sint-Jacobs, for example the
beenhouwers (butchers), grauwwerkers (furriers) and tauwers (tanners), barbiers en
chirurgijns (barber-surgeons; dedicated to their patrons Cosmas and Damian),
kuipers (coopers, barrel-makers; dedicated to Saint Leonard), tegeldekkersknapen
(tiler/slater lads), mutsereders (hat makers), schoeboeters (shoe repairmen),
stoeldraaiers (chair makers) and waslichtmakers (wax candle makers).>*

Money was no problem for most of the parishioners and they generously
donated to their church.?* Among the donors were the later duke Charles the Bold,
Tommaso Portinari (manager of the Medici bank in Bruges) and the local elite,
among them Donaes de Moor and his wife Adriane de Vos, the Bitebloc family, the
De Gros family, the Haghelsteen family, the Moreel family, the Van der Bieze family
and the Agnelli family. The Sint-Jacobskerk also housed confraternities. One of the
most prominent ones was the Confraternity of the Presentation of the Blessed Virgin
Mary, founded in 1499 by Jan Bertijn. From 1508 onwards the confraternity had its
own altar and the feast of the Presentation (21 November) was celebrated officially
and solemnly in the church.*!

The interior of the church was constantly being embellished. The high altar for

the new presbytery was financed by Donaes de Moor.**

Together with the secretary
of the Burgundian duke - Willem Haultin — Donaes financed the choir stalls in the

presbytery. Donaes and his wife Adriane de Vos were also the benefactors of a small

348

Completely reproduced in Rotsaert 1962. This paragraph is based on the article by

Rotsaert: see there for transcriptions of the account items.

39 See also RAB 88, No. 27, Rekening kerkfabriek 1538, especially the item Ander ontfaenc
van gheluden van feesten ende meessen inde voors. kercke ghedaen, binnen desen jare
ende dat by maenden (fol. 370v onwards).

30 See § 5.5 and Appendix 8.

31 Twill return to this confraternity in § 5.5.3.3 and § 5.9.

32 See on Donaes de Moor § 5.5.3.2.
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chapel behind the new presbytery. The altar there was provided with a Lamentation
triptych by the Master of the St Lucy Legend.?** This Master owes his name to a
triptych of the Legend of St Lucy dated around 1480, of which the middle panel is
still in the Sint-Jacobskerk today. The painting shows the city of Bruges, with the
tower of Onze-Lieve-Vrouw and the belfry.

Some paintings that are now very famous adorned the Sint-Jacobskerk in the
15th and 16th century. A few of them still are in the church, like the Coronation of
the Virgin by Albert Cornelis. Of this painting, too, only the middle panel survives.
The painting was ordered by the St Francis Guild (the trade of the wool shearers and
wool fullers) in 1517 and was finally delivered in 1522.>** A painting by the Master of
the Holy Blood, also dating from the first quarter of the 16th century, is in the Sint-
Jacobskerk today, but was possibly made for the church of the Franciscans. The
panels show us scenes with the adoration of the Virgin, St John the Evangelist on
Patmos, Ecce Homo, Mary, John and Francis, and Augustus and the Tiburtine
Sibyl.*** Another triptych in the Sint-Jacobskerk was painted by Lanceloot Blondeel
and is dated 1523. It concerns the lives of SS Cosmas and Damian, but it remains
unclear if it was originally made for the Sint-Jacobskerk.**® Disagreement exists
about whether two altar pieces — one by Rogier van der Weyden and one by Hugo
van der Goes — were in the church; it even is a mystery what the subject was.*”

A number of paintings that once were in the church, now are in museums all
over the world. One of them is the triptych of Saint Christopher with SS Giles and
Maurus that was commissioned by Willem Moreel from Hans Memling (delivered
1484) and is now in the Groeningemuseum in Bruges.*® The Agnelli family also
ordered a painting for their altar in the Sint-Jacobskerk, probably a retable of Saint
John the Baptist. A triptych commissioned by Tommaso Portinari from Hugo van
der Goes is now in the Uffizi in Florence. It is not certain if the panels were meant
for the Portinari chapel in the Sint-Jacobskerk (built in 1474), or if they were ordered
for Portinari’s home town Florence in the first place. Another exclusive piece of art
connected with Portinari is the so-called Rondo or medaillon by Luca della Robbia
that today hangs near the chapel of Ferry de Gros in the Sint-Jacobskerk. The

3% Andriessen 2002, p. 233, note 31. See also Bloxam/Bull 2010, pp. 111-125.

31 See on this painting in particular: Martens 1998, volume II, pp. 85-86.

35 See on this painting in particular: Martens 1998, volume II, pp. 52-53.

36 See on this painting in particular: Martens 1998, volume II, pp. 108-110. Jacobs states
that it was ordered by the guild of the barber-surgeons in 1533 (Jacobs 1997, p. 126).
See on this topic especially: Martens 1992a, pp. 266-278.

38 Martens 1992a, pp. 280-287. See on this triptych also:

Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, p. 111.
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enamelled, colourful terracotta shows a portrait of the Virgin with Child and is dated
in the second half of the 15th century.*”’

The De Gros chapel originally had a small diptych painted by Rogier van der
Weyden (1460-1464), showing us a Madonna with Child on one panel (today in the
Musée des beaux Arts in Tournai) and Jean de Gros on the other (today in the Art
Institute in Chicago).** The chapel still has the remarkable grave monument with
three recumbent polychrome sculptures that Ferry de Gros had made for his first
wife Philippine Wielant (t 1521), his second wife Frangoise d’Ailly (+ 1530) and
himself (+ 1544). These graves are unique; in the Sint-Jacobskerk it was more
common at that time to have a copper memorial slab made.**! Today the Sint-
Jacobskerk has a small but rich collection of those copper plates from the 14th, 15th

and 16th centuries, a speciality of Flanders. >

A last important aspect in the medieval Sint-Jacobskerk is the organ.**
Although it seems logical to assume that the church had at least one organ from the
early days onwards, we only know for sure that in 1450 there was an organ on the
rood loft and a positive. In 1520 a Jooris de Bus was asked to build a positive and a
small organ with wooden pipes. Because the rood loft was renovated around that
time, the great organ was taken off the wall and stored at De Bus’s home. When the
great organ was replaced, the positive was taken back by De Bus. A pattern for a
complete new organ was drawn, but in the end - after advice from an Antwerp
organ builder - the new organ was not commissioned. The old organ would last
until 1553, when a new one was bought. In the meantime, Jooris de Bus and the bell
ringer were paid to maintain the old organ.***

3% Martens 1998, volume II, p. 217 and Martens 1992a, pp. 287-288. See on the Della
Robbia sculptures in general: Domestici 1992; Alloin 2002.

360 See also on this painting: Huet 2009.

%1 Vandenberghe 1992.

32 See on graves in the Sint-Jacobskerk in general: D’hondt/Vandamme 2003, with a very

large section on the Sint-Jacobskerk, pp. 8-43. An important but unfortunately

incomplete study is by Rotsaert 1977/1978/1979/1980. The problem with this last study

is that it is often unclear from which sources Rotsaert took his information.

363 Based on Dewitte 1971, pp. 342-344.

364 RAB 88, No. 27, Rekening Kerkfabriek 1533, fol. 239v, and 1538, fol. 387r.

~94 ~



4.6 Music and liturgy in the churches

In all churches, music played an important role during the liturgy. Alfons Dewitte
has written a series of articles in which he gives facts and figures on zangmeesters,>*®
composers, the music, organists and organs in the churches of Sint-Donaas,>® Sint-

369 and Sint-Jacob.?”° The information

Salvator,*’ Onze-Lieve-Vrouw,*® Sint-Gillis
given by Dewitte was drawn from the archives of the churches, mainly the
accounts.””! Dewitte’s articles in turn were the basis for Pieter Andriessen’s overview
of music and musicians in Bruges churches.*>

All churches had professional singers, choirboys and organists at their disposal
from the 14th century onwards. The wealth the city of Bruges had acquired certainly
was visible in its musical life: many nowadays famous Renaissance composers found
their way to Bruges as zangmeester from the 15th century onwards. The most famous
ones worked for Sint-Donaas. The major church in town attracted composers like
Jacob Obrecht (1485-1487, 1488-1491, 1498-1500), Lupus Hellinck (1523-1541) and
Jacobus Clemens non Papa (1544-1545). The church also had prebends that were in
the hands of Guillaume Dufay, Gilles Binchois and Gilles Joye.*” Sint-Donaas was
not the only church where great composers worked. Sint-Salvator also had
zangmeesters we still know as composers today: Antoine Busnoys (before November
1492), Johannes de Hollande (1538-1541) and Andreas Pevernage (1563). The most
famous composer of the Onze-Lieve-Vrouwekerk is Lupus Hellinck (1521-1523),
whose main career was later at Sint-Donaas. The rich parish of Sint-Jacob also
managed to attract composers of whom we still have compositions today: Benedictus

Appenzeller (1518-1519),%”* Antonius Barbe (1520-1528), Gheerkin de Hondt (1532-

365 Dewitte restricts himself to the zangmeesters, except for the church of Onze-Lieve-

Vrouw. In the 1990s, the Alamire Foundation undertook research on all singers in the
collegiate churches, but this research remains unpulished.

366 Dewitte 1974, Dewitte 1973.

367 Dewitte 1998a, Dewitte 1998b, Dewitte 1967. See also Van de Casteele/Van der Straten
1870.

368 Dewitte 1997a, Dewitte 1970, Dewitte 1962.

39 Dewitte 1977.

370 Dewitte 1971.

71 Sint-Walburga is missing in this series, since the archives of that church were not

available to Dewitte at that time (Dewitte 1974, p. 129).

Andriessen 2002, pp. 119-319. The paragraphs on the Bruges churches other than Sint-

372

Jacobs are based on Andriessen’s book and on the articles by Dewitte.
373 As we have already seen in § 2.2, Gilles Joye was parish priest of the Oude Kerk in Delft.
374 On Appenzeller: Thompson 1975, Thompson 1978/1979 and Thompson 1984. Two

references have been overlooked: Benedictus Appelscelders zancmeester was fired on 10
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1539), Eustachius Barbion (1541-1543) and Andreas Pevernage (1580-1584?) all
served the church as zangmeester. The Sint-Jacobskerk may be seen as the second
most important musical centre after Sint-Donaas, especially in the 16th century.*”
In the Sint-Gilleskerk Jean Richafort was zangmeester twice (1543-1544 and 1548-
1550). Striking is that several zangmeesters changed church, some even more than
once. The typical Bruges composer Petrus (Pierkin) de Raedt changed from Onze-
Lieve-Vrouw (1514-1517) to Sint-Donaas (1520-1523) and back again to Onze-
Lieve-Vrouw (1525-1526). Another example is Johannes de Hollande, who in 1541
exchanged Sint-Salvator for Sint-Donaas.”® Not all changes were to be seen as
promotions: it looks like the work atmosphere in the church (colleagues,
remunerations, et cetera) and availability of positions was just as important.

The zangmeesters had the direction of about four to eight professional adult
singers (depending on the church, many of them were also priests) and four to eight
choirboys. The musical and liturgical instruction of the choirboys was often shared
with a schoolmaster. The musicians in the churches were responsible for the daily
liturgy, for special feasts and for commemorations specified in foundations. Sint-
Donaas and Onze-Lieve-Vrouw were collegiate churches, as was Sint-Salvator from
1501 onwards. Other churches had a communitas chori, in Flemish/Dutch called
Commuun or zevengetijden-college: Sint-Jacob (founded 27 September 1424), Sint-
Gilles (from around 1453 onwards) and Sint-Walburga (before 1425). Therefore, in
all six churches the seven canonical hours were sung every day.*”’

One of the churches for which we have the foundation act for singing the seven
canonical hours is the Sint-Jacobskerk.*”® On 27 September 1424 the bishop of
Tournai permitted the parish priest and church and Dis masters to have the seven
canonical hours sung daily, as it was already done in the churches of Sint-Donaas,
Onze Lieve Vrouw and Sint-Salvator. The request from the leaders of the church
confirms that the parish was already on its way to singing the canonical hours in a
more or less daily routine, depending, of course, on foundations by the parishioners.
As the charter shows, in 1424 the seven canonical hours were not yet founded for

July 1519 (RAB 88, No. 237, fol. LXXXr; also in Gabriéls 2010?); Benedictus
Appelscelders is also mentioned in a foundation dated 3 April 1519 (Inv. no. 237, fol.
LXXXv).
375 Also stated by Dewitte 1970, pp. 112-113 and by Andriessen 2002, p. 200.
376 A wonderful schedule of these changes is given by Andriessen 2002, pp. 216-219, as part
of a survey of zangmeesters in Sint-Donaas, Sint-Salvator, Onze-Lieve-Vrouw, Sint-
Jacob and Sint-Gilles.
See on the Bruges Commuuns in Sint-Gilles, Sint-Jacob and Sint-Walburga: Declerck
1971.
78 This pragraph is based on Declerck 1971, pp. 126-136 and 152-167.

377
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every day of the week. But around 1450 that had been accomplished. The text of the
ratification of 1424 by Bishop Jean de Thoisy of the articles of association of the

seven canonical hours has survived.”® Summarizing the relevant items for this book,

it tell us the following:

Y
Y

¥ ¥ ¥ ¥

¢

The Commuun consists of one parish priest, ten priests and four vicars.

The four vicars are the sexton of the church, the schoolmaster, the assistant
schoolmaster and the cantor, the last one instructing the children how to sing.**
The parish priest will receive a remuneration of two parts, the priests of one part
and the vicars of half a part. However, if the parish priest is not present himself,
his substitute will receive one part, like each of the ten priests.

To prevent absenteeism, the members of the Commuun are not allowed to serve
in other churches for more than two masses a week.

The members of the Commuun have to sing the seven canonical hours — Matins,
Prime, Terce, Sext (called Middach), None, Vespers and Compline plus a High
Mass - for every day of the week that they have been financed.

The members of the Commuun have to sing the seven psalms during Lent, with
the litany, prayer and offertory.

On all feasts and Sundays and other festive days a High Mass is to be celebrated
by a dean, deacon and subdeacon and a cantor (zangmeester).

In addition to the seven canonical hours memorial services will be sung and a
Mass for Our Lady on Saturdays.

The parish priest, church and Dis masters are responsible for the appointment
and dismissal of the members of the Commuun. They also appoint a scribe or
tafeldragher who will keep attendance lists. The tafeldragher will pay the
members of the Commuun every month, according to their presence.

The members of the Commuun will receive together 20 schellingen parisis for
every day they sing the seven canonical hours and the High Mass.

If a person wants to have his/her grave in the presbytery, he/she has to pay 4
schellingen groten every year in hereditary rent-charge to have his memorial
service celebrated every year. For other places in the church different rates are
charged: for the chapel of Sint-Jacob 3 schellingen groot and 4 denarii (pennies),
for the other chapels 3 shillings groat and for the voorkercke (vestibule) 2
shillings groat and 6 pennies.

379

380

OCMW-B, Cartularium Communitatis Sint-Jacobskerk, f. 1r-5v. According to Declerck,
copies are also in Tournai, Rijksarchief, Fonds oud-Bisdom Doornik, Cart. 71, f. 78v-
79r; Cart. 73, fol. 67r-68v; Cart. 75, fol. 82r-83r.

In Bruges the term cantor (cantere) was used to indicate the zangmeester (according to
RAB 88, No. 237, fol. XX]Jv).
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The charter mentions that everyone who wants to be buried in the church is obliged
to make a foundation for a memorial service. This was also common practice in the
other Bruges churches. All churches had wealthy parishioners who made
foundations. In addition to the memorial services, they were made to add lustre to
the already existing seven canonical hours or feasts or for the celebration of new
feasts. Some of those foundations required polyphony, as we shall see later in
Chapter 5. Special foundations were made for plays. From the 14th century onwards
payments occur in most of the church accounts for plays at Christmas, the feast of
the boy bishop (28 December), Epiphany, Palm Sunday, Easter, and the Golden
Mass (in the Ember Days in Advent). Processions too were often held in all
churches.

It seems that musical life in the Bruges churches was more or less the same -
more or less, because one church was richer than the other and they all made their
own rules. But we find the principle of daily liturgy performed with professional
singers in all churches. All church accounts also show payments for written music.
But according to Alfons Dewitte, one of the churches stands head and shoulders
above the rest: Sint-Donaas. None of the churches commissioned as many music and
liturgical books as Sint-Donaas. Already in the 15th century the singers of that
church had at least one hundred new masses and twenty new motets at their
disposal. In the 16th century the production is less, but still impressive: seventy-
seven new masses. Among the composers are nowadays famous ones like Johannes
Ockeghem, Jacob Obrecht and Lupus Hellinck, the last two being zangmeesters of
Sint-Donaas. In 1559, six large choirbooks are mentioned, altogether containing
about four hundred motets. Unfortunately, almost the entire collection was
destroyed between 1580 and 1584 when the city was ruled by a Calvinist
administration. The church itself suffered the same fate: it was demolished between
1799 and 1802, during the French period of government.*!

The last element of religious life in the medieval churches of Bruges to be

32 The oldest mention of a school is that of Sint-

discussed here briefly is education.
Donaas in 1127. The archives of the church of Sint-Salvator show us the next school,
but it remains unclear if these two schools were permanent or depended on an
available teacher. But a few centuries later, all the other churches seem to have
followed this example and from the beginning of the 16th century onwards they all

have schools. Children in need of education could also go to convents. From the

81 Rau 1987-1989, volume 1, p. 12; Van Zeir 2002, p. 13. The foundation of the church is
nowadays visible as part of the basement of the Crown Plaza Hotel.

32 This paragraph is based on Dewitte 1972a. This article also gives ample information on

the educational programmes in the different types of schools. For the single churches

see Dewitte’s articles on those.
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same period (around 1506) date the schools for poor children. The city of Bruges
itself was rather late in establishing a school: only in 1512-1513 was the first Latin
School founded. As we have seen, in Delft the first Latin school was founded in 1342,
but there it was attached to the Oude and Nieuwe Kerk. Remarkable in Bruges is the
existence of quite a few highly educated private teachers. But then again it is not that
remarkable, considering the important international position and rich citizens
Bruges had.

4.7 Decline of trade?

Around 1450, Bruges was a very wealthy city. International trade was in full bloom
and the town housed many rich people. The economy was flourishing. Citizens of
Bruges did have to work hard to reach that status, but it did not go smoothly. In the
Middle Ages, Bruges was also a cradle of social unrest. Once every twenty to thirty
years, there was some sort of conflict, which might be between the citizens and the
authorities (for example in 1436-38 against the duke of Burgundy) or between social
groups.***

At the end of the 15th century another serious conflict arose between the
Bruges citizens and the duchy of Burgundy. In 1482 the duchess Mary of Burgundy
unfortunately died after she had fallen from her horse. Her husband, Maximilian I of
Habsburg, became regent for their four-year-old son Philip the Fair. This was the
direct occasion for another battle for power between the great Flemish towns and
Maximilian, which ended in a defeat for Bruges in 1490; the power of the city was
broken permanently.

In the meantime, the city of Antwerp had grown into a major trading city. In
contrast to Bruges, Antwerp had built up a different trading system, with less
regulation and fewer restrictions. Where the foreign traders had first been protected
by the Bruges rules, they now felt restricted by them.**® Moreover, Antwerp had
better access to the sea than Bruges. In Bruges large seaworthy ships never had the
possibility to reach the city centre: their contents had to be unloaded on smaller
ships in the outer ports of Bruges (mainly Sluis and Damme). At the same time, the
Zwin suffered from the effort to acquire more land by creating polders and as a

3 See in general on this subject: Blockmans 1998.

34 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, p. 49.
3 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, p. 52; Wellens 1965.
386 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 84-85.
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consequence had started to silt up. Bruges tried everything to keep the harbour
accessible, but finally failed.*”

As if this were not enough to suffer, Maximilian had instructed the foreign
traders in Bruges to leave the city in 1484, by way of sanction against the rebellious
city. At first, they responded to his command only sporadically. Therefore, he
changed his request to an order for the merchant associations to leave Bruges.
Antwerp was the most logical place to divert to and this was done. Bruges tried in
every way possible to get the traders back, but the damage was done.**®

While the role of leading trading town of the Low Countries had switched from
Bruges to Antwerp around 1500, it did not mean that Bruges in all respects became a
lesser place than it had previously been. The wages of the craftsmen still remained at
the highest level of the Low Countries and the prosperity that had been carefully
built up during the previous centuries continued. A huge capital had been
accumulated in Bruges, and although rich people left the city, others stayed. The city
continued to play an important role in international trade. Bruges craftsmen and
tradesmen were highly educated and art, culture and religious life continued
flourishing as before. Politically, however, Bruges no longer played an important
role. The young Charles V received a warm welcome at his Joyous Entry in 1515.
The message expressed in the pageantry showed the hope of a revival.**

As for the foreign merchant associations: not everyone left Bruges for Antwerp.
The Spanish traders in particular stayed in Bruges. In 1540, Charles V came to help:
he determined that wool (Spanish, English and Scottish) was to be traded in Bruges.
The reason for this was simple: Charles wanted to create some economic balance
between his districts. Therefore he decided to support the textile industry in
Flanders. Other specialities of Bruges that remained were painting (for example
Pieter Pourbus), manuscript production (Simon Bening and his workshop), the
silversmith and goldsmith trade and tapestry. New was bobbin lace.* Bruges also
became a meeting place for humanists like Erasmus, Thomas More and Juan Luis
Vives. Erasmus even called Bruges the Athens of the North.*!

37 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, p. 65.

38 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, p. 85.

39 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 115-118.

30 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 120-127.

¥ Martens 1998, volume I, pp. 35-36; Dewitte 1987. See on humanism in Bruges in the
16th century: Martens 1992b.
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4.8 The 1530s

Although Bruges had lost its prominent position of first trading city of the Low
Countries, in the first half of the 16th century it still continued to radiate the glory of
its rich past.*? In the 1530s Bruges was visited at least three times by its governess
Mary of Hungary, in August 1532, in September 1534 and in August 1537. We know
of these visits because the city accounts mention wine for the governess and her
retinue.**

A special category of expenditure by the city government in the 1530s in the
scope of this book are the expenses for music-related activities. First, there are the
processions. There were two categories: the general processions and the Holy Blood
procession. The general processions could be held on any occasion, for example to
pray for relief from bad weather or an outbreak of disease, or to celebrate a triumph
of the emperor. These processions started from one of the Bruges churches or
convents. The city paid for the sermons that the conventuals held during the
processions.* We do not find any payments to musicians and/or singers in these
items.**

Second, and more important, there was the yearly procession of the relic of the
Holy Blood. It was held on 3 May, the feast of the Invention of the Holy Cross, which
fell in the middle of the annual fair (23 April to 22 May).**® The city of Bruges
organised the procession, in which many participated: convents, churches, trades,
confraternities, Bruges citizens and of course the city government itself. If polyphony

was sung, we do not know about it,*” but chant was definitely sung during the

32 Blockmans 1998, p. 32.

35 SAB, OA, Inv. no. 216, Rekening 1532/33, fol. CVIIJv, Rekening 1534/35, fol. LXXXv,
Rekening 1536/37, fol. LXXXIXr.

34 For example: SAB, OA, Inv. no. 216, rekening 1531/32, fol. CVJr (January 1532), CVIJv-

CXJv (21-07-1532); rekening 1532/33, fol. CVIJv (10-11-1532), fol. CVIIJr (May 1533);

rekening 1533/34, fol. LXXXV]r (26-07-1534); rekening 1534/35, fol. LXXXIII]Jr (28-02-

1535); rekening 1535/36, fol. LXXXII]Jr (05-09-1535), fol. LXXX Vv (12-03-1536), fol.

LXXXVIJr (12-06-1536); rekening 1537/38, fol. LXXXIIJv (20-01-1538), fol. LXXXIIIJr

(25-11-1537), fol. LXXXVv (16-05-1538), fol. LXXXVIJr (19-07-1538), fol. LXXXVIJv-

LXXXIIJr (12-08-1538); rekening 1538/39, fol. XCIJv (31-07-1539); rekening 1539/40,

fol. LXXIXr (28-10-1539), fol. LXXX]Jr (16-11-1539).

Andriessen states that singers were part of the processions and he is probably right

(Andriessen 2002, pp. 43-44).

3% Andriessen 2002, pp. 45-46; Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme

1999, p. 97.

Jacob Obrecht’s Holy Blood motet O preciosissime sanguis was probably sung in the
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chapel of the Holy Blood (the Sint-Basiliuskapel), but perhaps also during the
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procession. We know that from two manuscripts of the beguines that have come
down to us.**® The city accounts of the 1530s mention payments to people involved
with the organisation of a play: tspel vanden helighen bloede. For this play, paintings
were made. Furthermore, the story of De Vier Heemskinderen (the four sons of Duke
Aymon) and King Charles was depicted. In 1534 five jerkins and five pairs of shoes

were ordered for this play;>*

400

other years show us payments for the maintenance of
the four suits of armour.

The city’s expenditures also show us that some musicians were paid a fixed
amount of money every year for their services and uniforms.*”" First there was the
bell ringer. He received 15 Flemish shillings every year for his uniform. Furthermore,
the city paid the bell ringer for ringing the bells of the city hall for special

occasions.*?

Second, there were the city trumpeters, two in the 1530s, who received
5 Flemish pounds each a year (to be paid in October and April), for being on guard
at the town hall and blowing a signal every hour. They also received 1 Flemish
pound a year for their clothing.*” Third, the city had a group of minstrels,** that
received an amount of 1 Flemish pound each for their clothing. The group counted
five to six men.*” Their annual salary was not stable during the 1530s: it was reduced
from 34 Flemish pounds a year for the entire group in 1532 to 26 Flemish pounds a
year in 1533.%% In 1536/37 it was raised to 28 pounds a year for the entire group,
which means a little more than 5 and a half Flemish pounds each.*’ A certain Jan

vander Schuere received an extra payment of 2 Flemish pounds in the year 1539/40,

procession (Andriessen 2002, p. 238). The Holy Blood did also inspire Adriaen Willaert
to compose his motet Laus tibi sacra rubens for the Sint-Basiliuskapel, where it was first
performed on 22 November 1542 (http://www.adriaenwillaert.be, accessed June 2014).

38 Haggh 2009; Andriessen 2002, p. 45; Strohm 19902, pp. 5-6. See on processional
manuscripts related to Bruges also Huglo 1999, volume I, pp. 46-47 and 64, volume II,
pp- 468-469, 477 and 501-502.

3% SAB, OA, Inv. no. 216, rekening 1533/34, fol. LXXXII]r.

100 Except for the year 1537, see SAB, OA, Inv. no. 216, rekening 1536/37, fol. LXXXII]r.

41 On instrumental music in Bruges in general: Polk 2005, pp. 75-77.

42 For example on the day of the renewal of the city government (vermaken vander wet) at

the first of September (for example SAB, OA, Inv. no. 216, rekening 1531/32, fol. XVIJv)

and the day of the procession of the Holy Blood (for example SAB, OA, Inv. no. 216,

rekening 1532/33, fol. CIIIJv).

13 For example SAB, OA, Inv. no. 216, rekening 1537/38, fol. LIJr and LXXXVT.

404 See on the Bruges minstrels and their tasks Andriessen 2002, pp. 55-91.

45 Six in 1531/32 (SAB, OA, Inv. no. 216, rekening 1531/32, fol. LXXII]r), from then on
until at least the account of 1539/40 five.

16 SAB, OA, Inv. no. 216, Rekening 1532/33, fol. LXXVT.

47 SAB, OA, Inv. no. 216, Rekening 1536/37, fol. LIIIJr.
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for special services that are not further specified. Shortly thereafter he must have
died, since his widow received an extra payment of 1 and a half Flemish pounds
because of his long service to the city and because he did not leave his widow any
goods.*®® The minstrels were united in a guild and even had their own school from
the late 13th century onwards.*®

A fourth musical servant of the city was the carillon player. The halle (the
market hall) had a tower, called the Belfort (belfry).*"° In this tower hung a carillon,
which was renewed in 1528.*!! Shortly thereafter, the city account of 1532/33
mentions a payment to a certain priest — Adriaen vander Sluus - for playing on the
carillon on mesavende (the evenings before feasts).*'> A year later he is paid the same
amount of money for playing on Sundays and feasts.*® Several payments concerning
the carillon follow, even for expanding the number of bells.*** We are not informed
on the repertory that was performed on the carillon, but considering the fact that
was played on evenings before a Mass, Sundays and feasts, it probably was religious
music.

Last, but not least, we have to mention the musicians of Sint-Donaas in the list
of music-related expenditures of the city government. The cantor, singers, organist
and bellows blower were paid 20 Flemish pounds every year to sing the Salve, every
evening.*”® According to Reinhard Strohm, this was a public concert, sung after
Compline in the church of Sint-Donaas.*

When Gheerkin de Hondt came to Bruges in 1532 to become zangmeester of the
Sint-Jacobskerk, he entered a city that was still flourishing in various ways. The town
he had just left — Delft - only had two parish churches, whereas Bruges had three
collegiate churches and at least three prominent parish churches. Where Delft had
about 12,000 inhabitants and mainly had a regional function, the metropolis of

48 SAB, OA, Inv. no. 216, Rekening 1539/40, fol. LXXXIJr and fol. LXXXIXv.

409 Dewitte 1972a, p. 154 and Dewitte 1974, pp. 133-134. It is not clear whether this was a
real school, or the regular education expected to be offered by the guild.

410 See on the history of the Bruges belfry: Dacquin/Formesyn 1984. A very short version is

given by Ryckaert 1991, volume 2, p. 160.

411 Dacquin/Formesyn 1984, pp. 24 and 43.

412 SAB, OA, Inv. no. 216, Rekening 1532/33, fol. CIXr.

413 SAB, OA, Inv. no. 216, Rekening 1533/34, fol. LXXXV]Jv.

414 SAB, OA, Inv. no. 216, Stadsrekening 1534-35, fol. LXXXVI]Jv; SAB, OA, Inv. no. 216,
Stadsrekening 1536/37, fol. LXXr; SAB, OA, Inv. no. 216, Stadsrekening 1537/38, fol.
LXV]Jr; SAB, OA, Inv. no. 216, Stadsrekening 1537/38, fol. LXXXVI]v.

415 For example SAB, OA, Inv. no. 216, rekening 1538/39, fol. LXXXr.

416 Strohm 19902 p. 39.
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Bruges housed about 42,000 people, among them many foreigners from countries all
over Europe. The cultural climate was still at its peak, certainly also musically
speaking. A large group of professional zangmeesters, singers and musicians in
general created a warm nest for every musician who wanted to exercise his
profession at a very high level. The rise of protestantism was hardly successful in the

Bruges community,*”

contrary to Delft, where it had already made inroads in the
1520s. Therefore the very vivid Catholic life, with all its pomp and circumstance and
its incredibly rich musical climate, made Bruges a town that many musicians wanted

to work in.

47 Ryckaert/Vandewalle/D’Hondt/Geirnaert/Vandamme 1999, pp. 136-139;
Geirnaert/Vandamme 1996, pp. 74-75. The iconoclastic fury of 1566 hardly hit Bruges,
although the interior of the church of Sint-Jacob was heavily damaged (Rombauts 1986,
volume I, p. 13). Unlike Delft, Bruges passed into the new religion only for a very short
period of time (1578-1584), before the city was subdued by the Spanish army and
became Catholic again.
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Chapter 5 Bruges: Gheeraert de Hondt
filius Jacob

When approaching Bruges in the 1530s, one was struck by the many towers that
dominated the skyline of the city. The large towers of the belfry and the churches of
Onze-Lieve-Vrouw and Sint-Salvator were accompanied by many other towers of
churches and convents. We are able to draw a rather accurate map of the city of
Bruges at the time Gheerkin de Hondt worked there because quite a few drawings
and paintings from the 16th-century city survive. First of all, there are the
magnificent and colourful drawings that Antoon vanden Wijngaerde made around
1557-1558 and that give us a prospect of the city.*®* More detailed is a ‘painted plan’
of the city, which is dated around 1500. We only have a fragment of the painting
today, which shows us the streets of the town centre; the surroundings of Bruges are
now missing.*® Furthermore, there is a plan by Jacob van Deventer, commissioned
by Philip II of Spain and dated in the 1560s.**° Finally, and most significant, there is
the very complete map in a series of engravings by Marcus Gerards, commissioned
by the city magistrate as propaganda material for Bruges as trading city and harbour.
The plan was completed in 1562.**' Gerards has drawn a bird’s-eye view of Bruges,
showing us in a detailed way all the important public buildings, but also the
individual houses. Especially the churches, convents, public buildings and the nine
town gates show a reliable picture of their exterior in the 16th century.** Since many

418 Galera i Monegal 1998, pp. 170-171 and 189. The drawings all date from 1557-1558 and
are now kept in Oxford (Ashmolean Museum, Department of Western Art Library,
Print Room, L-IV-45 (r), B-1 331a (r), B-1 331b (r)) and Antwerp (Stedelijk
Prentenkabinet, F-I-10 (r), inv. nr. 347). Galera i Monegal p. 150 also mentions a
drawing showing a view of the surroundings of Bruges (a.o. Lisseweghe, Coolkerke,
Damme, Sluis, Aardenburg), taken from one of the towers of the city, now kept in
London (Victoria and Albert Museum, Print Room, (95-H-54) 8455-25 (r)).

49 Ryckaert 1991, deel 2, pp. 10-15 and Ryckaert 1982a, p. 178. Nowadays kept in Stedelijke
Musea Brugge, Inv. no. 0.410.

420 Ryckaert 1991, volume 2, p. 15.

21 Ryckaert 1991, volume 2, p. 10.

422 Ryckaert 1982b, pp. 180-181. See on the town gates: Ryckaert 1991, volume 2, pp. 175-
177 and Geirnaert/Vandamme 1996, pp. 27-28. Four town gates still exist today:
Gentpoort, Ezelpoort, Kruispoort and Smedenpoort.
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of the buildings have disappeared, the Gerards plan is invaluable. Besides these four
important plans of Bruges, there are several paintings showing us parts of the
townscape as background in a larger whole.*

If we take an imaginary walk through the streets of 16th-century Bruges, we
pass houses with names like ’t Groot Beerken en de Beer, Huis Antwerpen, De
Groote en De Cleene Veronycke, De Wulf, Groot Vlaanderen and Den Nood
Gods.*** Vlamingstraat 23 was called De Pelikaan; this was the home of Jan van
Eyewerve, the man who ordered the painting from Pieter Pourbus, showing the
portraits of him and his wife and a townscape of Bruges, with the famous city crane
that Van Eyewerve could see from his house. In the same street, at number 55, lived
another commissioner of a painting showing his family: Zeghere van Male, the man
who was also the owner of the four paper partbooks that contain the majority of the
works of Gheerkin de Hondt that have come down to us.*” The house on
Vlamingstraat 68-70, De Groote Veronycke, was bought in 1539 by the painter
Ambrosius Benson, who was an important artist in Bruges and whose paintings are
nowadays in museums all over the world. A colleague of Benson, Adriaen Isenbaert,
bought Vlamingstraat 69 —’t Groen Huys - in 1536.%2 A third artist, Hugo Provoost,
first lived in Sint-Jorisstraat 19 (Huis Kleve), but moved in 1530 to the double house
at number 25 in the same street (De gulden Taerge and ’t Caproenken), where he
died in 1542. A last significant painter, Lanceloot Blondeel, lived in the same street
from 1534 until 1560, at number 26. He also owned the adjoining houses Jan
Miraelstraat 33-35."” The houses of these painters were positioned in the rich part of

43 For example the painting of the Master of the Lucy Legend (Lamentation of Christ, +

1485, Minneapolis, The Institute of Arts), Gerard David’s The Judgment of Cambyses
(1498, Groeningemuseum Brugge), Hans Memling’s Saint John retable (1474-1479,
Memling Museum Brugge), the Donor and Saint Nicholas by Jan Provoost
(Groeningemuseum Brugge ca. 1520), the portraits of Jan van Eyewerve and
Jacquemyne Buuck, painted by Pieter Pourbus in 1551 (Groeningemuseum Brugge), the
portraits of Filips Dominicle and Barbara Ommejaeghere by an anonymous painter
(dated 1551-1560, Groeningemuseum Brugge) and the so-called Pardo-retable (1580,
Groeningemuseum Brugge). In this context should also be mentioned the famous
drawing of Simon Bening of the city crane (Miinchen, Bayerische Staatsbibliothek, cod.
lat. 23638, fol. 11v).

This paragraph is based on Beernaert/Leenders/Schotte/Vandamme 1998.

See § 11.1. The painting of Zeghere and his family is still in the Sint-Jacobskerk today
(Martens 1998, volume 1, p. 212 and volume 2, pp. 143-144).

The wife of an Adriaen Ysenbaert was buried in August 1537 in the Sint-Jacobskerk
(RAB 88, No. 27, Rekening kerkfabriek 1537, fol. 337v).

Lanceloot Blondeel also paid the Dis of the Sint-Jacobskerk for a rente on a house on the
Vlamincdamme from 1535 onwards (OCMW-B, Rekening Dis 1535/36, fol. XXXv).

424

425

426

427
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the city, with the Prinsenhof and the houses of many foreign nations, where trade
was very lively. It was in this part of the city that the parish of Sint-Jacob was
situated.

5.1 Gheerkin de Hondt in Bruges

It is in the archives of the church of Sint-Jacob that we find the earliest reference to
Gheerkin de Hondt in Bruges. The first mention is in a copy of a foundation charter
by Jan Bertyn, dated 13 July 1532.%% The text refers to zangmeester Gheeraert de
Hondt as a member of the Commuun of the church, together with the parish priest’s
vicar, thirteen priests, a geinstalleerde (most likely the schoolmaster) and the
sexton.” A second reference to Gheerkin de Hondt as zangmeester dates from the
feast of All Souls Day 1532, when Gherardus de sangmeestre is paid on behalf of the
entire group of singers of polyphony (ghesellen vander musicke) for singing the High
Mass in discante (in polyphony).*® From then on up to and including 1539 we find
yearly payments on (the eve of) Palm Sunday to Gheerkin for his so-called keerle
laken (his gown). Here we also find out that his father was called Jacob.*"

Further references to Gheeraert de Hondt are scarce. There are many
references to de zangmeester, but most of the time Gheerkin’s name is not
mentioned. The book with the copy of the foundation text which first mentions
Gheerkin de Hondt, the Registrum Contractuum Communitatis, contains ten more
foundation texts from the period Gheerkin de Hondt was zangmeester in the Sint-
Jacobskerk. Five of them mention Gheeraert de Hondt as zangmeester and member
of the Commuun.** Another mention of Gheeraert de Hondt zangmeester is to be

428 RAB 88, No. 237, fol. CXXXVIIJv to CXLv. The text is published in Hodiim 1954. See
Appendix 3, 1532, 13 July. The text has been overlooked by Dewitte and Andriessen,
who place Gheerkin de Hondt in Bruges from 1533 onwards.

429 T will return to this charter below, § 5.5.

430 RAB 88, No. 27, Rekening kerkfabriek 1532, fol. 215v. See Appendix 3, 1532, 2
November. Also overlooked by Dewitte and Andriessen.

1 Paid for by the church fabric: RAB 88, No. 27, Rekening kerkfabriek 1533 (fol. 242r),
1534 (fol. [267v]), 1535 (fol. 298v), 1536 (fol. 328v), 1537 (fol. 359r), 1538 (fol. 388v),
1539 (fol. 414v). From 1536 onwards partly paid by the Dis: OCMW-B, Rekening Dis
1535-1536 (fol. LXXVIIJr), 1536-37 (fol. LXXXv), 1537-1538 (fol. LXXXv), 1538-39 (fol.
LXXX]v). See for the transcriptions Appendix 3.

42 RAB, Inv. no. 237, fol. CLXXVIIJv (24-01-1534; foundation for singing five days the
Great Canonical Hours on 21, 22, 23, 24 and 25 October, originally made by Jan van
Messem and his wife Elisabeth van der Banc), fol. CLIIIJr (09-12-1536; foundation for
Mass and bell ringing and playing for the Presentation of the Blessed Virgin Mary by
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dated 1533, when Gheerkin receives a payment for the costs he had in maintaining a
choirboy. The choirboy, Adriaen, stayed in Gheerkin’s care at his home during
sixteen days.*” The individual payments to Gheerkin de Hondt for his daily work are
not separately listed in the church documents. The administrators only mention the
payments to the entire group of members of the Commuun.***

A curious payment to the bass singer Sybrant Hoijwaeghen on 10 December
1533 must refer to Gheerkin de Hondt, but - again — does not mention his name.
Sybrant is paid for his expenses for renting a place to stay in Ghent. He was sent to
Ghent by the administrators of the Commuun to bring back to Bruges the
zangmeester of the church of Sint-Jacob. At that time Gheerkin de Hondt was the
zangmeester. It remains unclear what Gheerkin was doing in Ghent and if it was
business or private. But the fact that one of the singers was sent to Ghent, where he
had to stay overnight, to bring Gheerkin de Hondt back makes clear that Gheerkin
stayed (much) longer in Ghent than his employers wanted.***

The appointment text of Gheerkin de Hondt as zangmeester of the church of
Sint-Jacob is mysteriously missing in the resolution book, which contains many
assignments of singers and other employees from 1530 onwards.*** We know that
Gheerkin left Delft in February 1532 and that he was zangmeester in Bruges on 13
July 1532. But we have to look into the church accounts to see if we can narrow this
down. As the accounts of the church fabric show us, shortly before Gheerkin arrived,
two zangmeesters were active in the Sint-Jacobskerk. The last payment to Gheerkin’s
predecessor Servaes van Wavere seems to have been made on 4 March 1532.47
According to the resolution book, a certain Claudius Joore from Béthune was

Marie Claeys, widow of Lodewijk van Hille), fol. CLVv (1537; memorial service for
Marie de Voocht), fol. CLXVI]Jv (08-11-1537; memorial service for mr. Joos de Roy) and
fol. CLXIJv (26-07-1538; memorial service for Jaquemine vanden Poele). See Appendix
3 and Appendix 8.

43 RAB 88, No. 27, Rekening kerkfabriek 1533, fol. 242v. See Appendix 3, 1533.

#1 OCMW-B, Rekening Commuun 1532/33 (fol. [XXXVIJv]), 1533/34 (fol. XXXVIIJv),
1534/36 (fol. XXXVIIJv and XXXIXr), 1536/37 (fol. XXXVII]Jv), 1537/39 (fol. XLr and
XLv). The account from Saint John 1539 to Saint John 1540 is missing. The next account
starts at Christmas 1540 (until Christmas 1541).

45 OCMW-B, Rekening Commuun 1533/34, fol. XLIIIJr. See Appendix 3, 1533, 10
December.

46 RAB 88, No. 21.

47 A payment for singing according to the foundation of Willem Humbloot and his wife

(RAB 88, No. 27, Rekening kerkfabriek 1532, fol. 206r). Servaes van Wavere was

zangmeester from October 1530 onwards (RAB 88, No. 21, fol. 1r). Andriessen 2002, p.

217 mentions that Van Wavere was zangmeester until 1532 and that Claudius Joore was

zangmeester in 1532-1533, followed by Gheeraert de Hondt (1533-1538).
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appointed zangmeester on 7 April 1532.*® It remains unclear if Joore really started
his duties as zangmeester, or that Gheerkin de Hondt took his place soon after 7
April.

The last official reference to zangmeester Gheeraert de Hondt in the documents
of the Sint-Jacobskerk is the payment for his gown in 1539, which was — as we have
already seen - a yearly payment on (the eve of) Palm Sunday.*® We know that
Gheerkin de Hondt started his work as zangmeester in ’s-Hertogenbosch on 31
December 1539.4 This fits the appointment text in the resolution book of Pieter
Jorjaen from Antwerp, who is appointed zangmeester in the Sint-Jacobskerk on the
first of January 1540.*! This also agrees with a mention in a legal document of the
city of Bruges, in which Gheeraert de zanghere claims that a certain Anthuenis
Michiels has not paid the four and a half Flemish pounds for a bonte merrije (a pied
mare) that Gheeraert had sold to him. The deed of sale was dated 2 December 1539,
when Gheerkin was still in Bruges. The legal document is dated 17 February 1540
and there Gheeraert de zangher is represented by Mattheus de Queestre.*? This
perfectly harmonizes the situation: Gheerkin de Hondt was in ’s-Hertogenbosch by
that time and not able to charge Michiels himself. It therefore seems that we are
dealing with the singer Gheerkin de Hondt here, although we cannot exclude that it
could be another singer with the name Gheeraert.**® However, if we indeed have to
do with Gheerkin de Hondst, there is another interesting aspect on this case. Since

48 RAB 88, No. 21, fol. 2v.

49 RAB 88, No. 27, Rekening kerkfabriek 1539, fol. 414v. See Appendix 3.

0 See§7.1.

1 RAB, Inv. no. 21, fol. 13r. From then on the church accounts mention Pieter Jorjaen as
zangmeester (for example: RAB 88, No. 27, Rekening kerkfabriek 1540, fol. 436v and fol.
[448r]. Andriessen 2002, p. 217 gives Jan de Cornebitere as zangmeester in 1538. This is
clearly not correct. Andriessen probably got his information from Dewitte 1971, pp.
346-348. The mistake was most likely made because of a misreading of the item of the
account of the church fabric of 1538, fol. 390r. It says: Betaelt meester Jan de Cornebittere
presbyter ende den zancmeestre ende heer Mecghiel Porre presbyter nu ten tyde
scoelmeestre deser kercke. Dewitte and Andriessen interpretated this as Jan de
Cornebittere zangmeester, whereas two persons are meant: Jan de Cornebittere and the
zangmeester.

42 SAB, OA, Inv. no. 157, Civiele Sententién Vierschaar, book 1534-1541 n.s., fol. 582r-v.
See Appendix 3, 1540, 17 February.

3 None of the collegiate churches Sint-Donaas, Onze-Lieve-Vrouw and Sint-Salvator has a
singer named Gheeraert on their staff at that time (my sincere thanks go to Nele
Gabriéls for checking this for me in the database of the Alamire Foundation). The
names of the singers of Sint-Walburga and Sint-Gilles are not all known (only their
zangmeesters are known through the articles of A. Dewitte).
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the judgement was passed Ten poorterssche, both men had to be poorters (burghers)
and therefore Gheerkin de Hondt was a burgher of the city of Bruges.*** But neither
the burgher books of the city nor the city accounts mention that he bought this
citizenship. So Gheerkin had to be a poorter by birth (he was born in Bruges).**
Assuming Gheerkin’s first positition as zangmeester was in Delft, in June 1521, we
may estimate his year of birth around 1495.4¢

The name De Hondt was a current name in Bruges in the sixteenth century.*
And Gheeraert was not an unusual first name either. In fact, there was another
Gheeraert de Hondt in the parish of Sint-Jacob at the time zangmeester Gheeraert de
Hondt worked there.

5.2 Another Gheeraert de Hondt

In June 1530, a child of a Gheeraert de Hont was buried in the parish of Sint-
Jacob.**® At that time we do not know where zangmeester Gheeraert de Hondt
worked; we only know he worked in Delft from August of that year onwards. Since

44 People born in Bruges, or married to a Bruges citizen, automatically became burghers

and are therefore not registered. See on the rights and duties Parmentier 1938, volume I,
pp. VII-XIV. See on this subject also: Schouteet 1965-1973; Jamees 1974-1980.

5 Jamees 1980, volume 2-2 and Parmentier 1938. See also SAB, OA, Inv. no. 130,
Poorterboeken; the books for the years 1496-1530 are missing. The city accounts (SAB,
OA, Inv. no. 216) have been checked from the account 1531-32 onwards. If Gheerkin de
Hondt bought his burghership, it could not have been before February 1532.

#6 A comparison with other zangmeesters shows that most men were at least 25 years old
when they first took the position of zangmeester in the Low Countries; based on the
biographies of Benedictus Appenzeller, Jacques Barbireau, Noel Bauldeweyn, Cornelius
Canis, Nicolas Gombert, Lupus Hellinck, Johannes Lupi, Pierre de Manchicourt, Jean
Mouton, Jacob Obrecht, Jean Richafort, Cypriaan de Rore and Jacques de Wert (according
to the encyclopaedia’s www.oxfordmusiconline.com and Die Musik in Geschichte und
Gegenwart and Elders 1985). Of course there is the (slight) possibility that Gheerkin de
Hondt was already zangmeester elsewhere in the Low Countries before 1521, or that he
was an exceptional talent or a late developer.

4“7 The name even is a common name in the whole region and in Flanders. For example, in
the nearby place of Axel (nowadays in Zeeuws-Vlaanderen in the Netherlands), a Jacob
de Hondt (1487-after 1525) is priest and organ player in the local church (my sincere
thanks go to Dr. Bonnie Blackburn for pointing this out to me). See on this Jacob de
Hondt: Wesseling 1966, p. 25 and De Mul/Truffino 1939/40, pp. 39-42.

48 RAB, Inv. nr. 88, nr. 27, Rekening kerkfabriek 1530, fol. 124r (Appendix 3, 1530, June).
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Gheerkin de Hondt was probably born in Bruges, he could have been there in June
1530 and it could be his child buried in Sint-Jacob. In the next years, the accounts of
the church fabric mention the burial of several children of Gheeraert de Hondt or
children of the zangmeester. If we have a closer look, there seems to be a difference in
the mention of the father. Some burials refer to the child of Gheeraert de Hondt,**
others refer to the children of Gheeraert de zangmeester or just de sancmeester.*>
The funeral costs are not always paid directly; sometimes they are paid one or more
years later. After zangmeester Gheeraert de Hondt had left Bruges to become
zangmeester in ’s-Hertogenbosch, the funerals of children of Gheeraert de Hondt
continue and even the burial of his wife is mentioned.*' Therefore, we must have to
do with two different men with the name Gheeraert de Hondt. The buried children
of Gheeraert de Hondt were probably not children of Gheeraert de Hondt the
zangmeester, but of another man with the same name.

Who was this other Gheeraert de Hondt? Documents of the city magistrate give
a decisive answer.*> On 2 September 1531, a Gheeraert de Hondt was chosen vinder
(inspector) on behalf of the city government of the trade of the kruidhalle (the hall
where herbs, herbal medicines and vegetables were sold). He was therefore a
crudenier (a grocer/herbalist). In the next decades, he regularly takes up a position in
the administration of his trade as inspector or dean. He was first married to Loyse de
Canleirs, with whom he had five children who remained alive: Mattheeus,
Antheunis, Jaques, Magdaleene and Cathelyne. His second marriage was to
Jaquemijne Decker. After she died, he married Margriete Nock, former widow of Jan
Drost. Gheeraert de Hondt hired a crudeniers stalle (a grocer stall) from the city of
Bruges from March 1537 onwards. On 9 June 1543 he became the owner of the
house Den Ouden Wulf in the Sint-Jacobsstraat. This house became the property of
his son Mattheus** — also a crudenier — on 15 December 1559, but Gheeraert and his
wife continued to live there. Gheeraert de Hondt was a member of the guild of the

4“9 Tune 1530 (RAB 88, No. 27, Rekening kerkfabriek 1530, fol. 124r); July 1536 (RAB 88,
No. 27, Rekening kerkfabriek 1536, fol. 307r); see Appendix 3.

450 QOctober 1532 (RAB 88, No. 27, Rekening kerkfabriek 1532, fol. 190r; also mentioned in
October 1533 (fol. 225r) and finally paid in October 1534 (fol. 250v)); April 1533 (RAB
88, No. 27, Rekening kerkfabriek 1533, fol. 221v; paid in April 1534 (fol. 247r); August
1537 (RAB 88, No. 27, Rekening kerkfabriek 1537, fol. 337v). See Appendix 3.

1 April 1541 (RAB 88, No. 27, Rekening kerkfabriek 1541, fol. 455r); June 1544 (RAB 88,
No. 27, Rekening kerkfabriek 1544, fol. 542r), October 1544 (RAB 88, No. 27, Rekening
kerkfabriek 1544, fol. 544v), November 1548 (RAB 88, No. 28, Rekening kerkfabriek
1548, fol. 30v) and December 1548 (joncvrouw Jaquemijne, wife of Gheeraert de Hondt;
RAB 88, No. 28, Rekening kerkfabriek 1548, fol. 31r). See Appendix 3.

42 See for the references on this Gheeraert de Hondt Appendix 6.

43 See for the references on Mattheus de Hondt Appendix 6.
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Holy Sacrament in the church of Sint-Jacob. It was this Gheeraert de Hondt who was
buried in March 1562 in the Sint-Jacobskerk.** He must have died late in February
or early in March, because on 15 March the rent for the grocer stall was paid by his
widow.

5.3 The De Hondt family*>

Zangmeester Gheeraert de Hondt is mentioned in the accounts of the Sint-
Jacobskerk as ‘filius Jac.’, son of Jacob.**® The same accounts mention only one Jacob
de Hondt: he is a tegheldecker (roofer/slater/tiler) and from 1532/33 onwards was
appointed as voogd (guardian) of the choirboys in a foundation of Jan de Clerc and
one of Adriane Montegny and Jan Humbloot.*” In the last foundation the scribe of
the church accounts refers to Jacob’s profession as tegheldecker twice.**® Although
none of the references Gheeraert ‘filius Jac.” de Hondt refers to Jacob the
tegheldecker, the fact that there only seems to have been one Jacob de Hondt in
Bruges in the years 1532-1539, who was highly respected in the city (see below), and
that there is reference to Jacob de Hondt tegheldecker as guardian of the choirboys,
leaves hardly any doubt that this tegheldecker was the father of Gheerkin de Hondt.*

4t Diehl 1974, p. 176 states that it was zangmeester Gheerkin de Hondt who died in 1562 and
who was the member of the guild. According to Diehl Gheerkin had returned to Bruges
after he had left ’s-Hertogenbosch. We now know that it wasn’t the zangmeester, but the
crudenier who died in 1562.

455 This paragraph is based on research in documents of the Sint-Jacobskerk, documents in

the Stadsarchief Brugge, documents in the OCMW Brugge and secondary literature. See

for the justification and all the references: Appendix 6.

46 In all yearly payments for his gown made by the church fabric and in the payment for

taking care of the choirboy Adriaen in 1533. The addition ‘fil. Jac.” was probably made

to distinguish between the zangmeester and the crudenier Gheeraert de Hondt. See

Appendix 3.

7 These foundations will be discussed in § 5.5.3 and § 5.7.

% RAB 88, No. 27, Rekening kerkfabriek 1537, fol. 355v and RAB 88, No. 27, Rekening
kerkfabriek 1538, fol. 385r.

49 The above mentioned priest and organist Jacob de Hont from Axel cannot have been

Gheerkin’s father, because he was born in 1487 (in Axel) and Gheerkin was born around

1495. Nevertheless, there always is a possibility that another Jacob de Hondt was

Gheerkin’s father.
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Jacob de Hondt occurs in several accounts and documents of the Sint-
Jacobskerk from 1509 until 1544.*° In 1509 he became an inspector in the trade
(ambacht) of the tegheldeckers for the first time and in 1518 he became dean. Jacob
de Hondt was to hold both positions many times up to and including September
1546. This means that he was a man of distinction and that he was not only
important in his trade, but also in Bruges. Being a member of ‘the board’ of the trade
meant that he was also responsible for maintaining the order within the trade, for
the observance of the regulations of the trade and for the inspection of the quality of
the work a tegheldecker delivered.*' Among the members of his trade, he was a top
tiler: from the city account of 1514/15 up to and including the account of 1546/47 he
is paid every year for his work as tegheldecker for the city.

Jacob de Hondt was married to Liesbette Joye, daughter of Abel Joye, who was
a tailor (sceppere). In a document of 1562, we learn that there were at that time three
children who shared the legacy of Jacob and Liesbette: Franchois, Magdaleene and
Jooris, the last one also being a tegheldecker. Franchois and Magdaleene already
occur in the accounts of the city in 1536/37, when they - as children of Jacob de
Hondet, without the addition of tegheldecker! - receive a lijfrente from Adriaen de
Hondt.** Their names are used in diminutive form, Franskin and Magdaleenekin, to
indicate they were still minors.*”® This means that Gheerkin de Hondt had at least
two brothers and a sister.** Gheerkin himself was already mature in 1536/37: he held
a position as zangmeester for more than a decade and must have been married by
then for quite a few years, since some of his children were already buried in the Sint-
Jacobskerk. That Jacob de Hondt was a prosperous man is suggested by the large
legacy Franchois, Magdaleene and Jooris inherited and that is mentioned in 1562:
five houses and a small house in sHeergeerwynstraete (now Geerwijnstraat), next to
the Prinsenhof. Jacob de Hondt must have died some time between September and
December 1546. The accounts of the church fabric of Sint-Jacob are missing from 1
January 1545 until 31 December 1546, so we do not know when he was buried. But

460

See Appendix 6.
41 See on the Bruges trades and how they functioned: Vandewalle 2008a; Vandewalle
2008c. Interesting studies on the Ghent trades (especially the social status of among
others the trade of the tilers) are by Dambruyne 1997 and Dambruyne 1994.

See on the subject of rentes Haggh 2010, pp. 34-36 and Tracey 1985, especially p. 8.

462

43 In Bruges children were minors until the age of 25, see: Schouteet/De Groote 1973 and

Godding 1987. I am very grateful to Dr. Noél Geirnaert, head archivist of the
Stadsarchief Brugge, for offering me this information.
44 The age difference between Gheerkin and Franchois and Magdaleene is that high, that it
is realistic to consider the possibility that they had different mothers, that they were his

half-brother and half-sister, from a second marriage of Jacob.
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since all documents from after 1546/47 speak of the heirs of Jacob de Hondyt, since he
still is paid for his work as tegheldecker for the city of Bruges in 1546/47 and was
appointed inspector of the trade of the tegheldeckers on 2 September 1546, his death
must be placed after September 1546, but before December 1546.

Jacob de Hondt was not the first De Hondt who was an important member of
the trade of the tegheldeckers and also not the first member of the family to become
the city roofer. A certain Cornelis de Hondt is paid for doing the tegheldecker work
for the city of Bruges from at least the year 1509/10 (and probably before that) up to
and including the year 1513/14.*® This Cornelis was also an inspector and later dean
of the trade of the roofers. It seems logical to assume that Cornelis was Jacob’s father,
although this is not mentioned anywhere. Cornelis was also a parishioner of Sint-
Jacob, where he was buried in February 1515. Cornelis de Hondt was probably the
son of another Cornelis de Hondt who was also a tiler and who in 1460 had a son
called Cornelekin (little Cornelis) who had reached maturity in 1472.%¢

There also seems to be a family tie between Jacob de Hondt and the already
mentioned Adriaen de Hondt, who gave the lijfrente to the two children of Jacob in
1536/37. On 8 August 1526 Jacob de Hondt and his wife Lysbette handed over a
rente to Adriaen de Hondt, which they had inherited from Lysbette’s father Abel
Joye. Adriaen was the son of a Cornelis de Hondt. It remains unclear what the exact
relationship between Adriaen and Jacob was. But the fact that Adriaen died
somewhere between November 1550 and May 1552 suggests that Adriaen and Jacob
were brothers and therefore Adriaen was an uncle of Gheerkin.*” Adriaen de Hondt
was also a parishioner of Sint-Jacob in which church his wife had a pew. He owned a
house called Den Geltzac standing Inden Houden Zac. Adriaen de Hondt was the
holder of the office of the scrooderie (loading and unloading the wine barrels at the

crane)*®®

and clerk of Gillis Lauwereyns (until 1534/35). He succeeded Lauwereyns as
holder of the right of the reepgelt (tax for the use of the crane) of the crane from 1
September 1535 onwards. He was married at least twice: to Joncvrouwe Marie
Nettelets who was his wife between 3 June 1543 and 1550 and to Willemyne filia

Claeys Hollebout who was his widow shortly before 5 May 1552.

465 See on this Cornelis de Hondt Appendix 6, Cornelis de Hondt IL

46 See Cornelis de Hondt I in Appendix 6.

47 Adriaen cannot have been a child of Jacob and Lysbette, since his father is mentioned as
Cornelis.

48 These so-called officien (public offices) were sold by the city. The public offices could be
acquired by inheritance (father to son), or bought for life. In the first category fell the
offices attached to loading and unloading points (bridges and markets); the second
category contained bearer ships and measure ships and were sold by the city whenever a

new officer was needed. See on the subject Vandewalle 2008c.
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The family of Jacob and Cornelis de Hondt seems to have been a real roofer
family.*® The Wetsvernieuwingen (the ‘renewals of the law’, the change in the city
magistrate each year on 2 September) mention more members of the De Hondt
family who were roofers: Fransois, Jan, Jooris, another Jooris and Joos. Between 1470
and 1577 almost every year a member of the De Hondt family is represented in the
Ambachtsbesturen (boards of the trades).*”° The family also held the office of the city
tiler for decades and decades. Only between 1546 and 1556 the Van Doorne family
was responsible for the city’s tegheldecker work, and that is probably just because
Jooris de Hondt (son of Jacob) was too young to fulfil the profession at that time.*”!
In the fifteenth century, the tegheldecker profession was a profession with foresight,
since from 1417 onwards, the city subsidized citizens who had their straw roofs
replaced by tile roofs.”> Even in the 1530s the city accounts are yearly mentioning
the names of those who had their straw roofs replaced by tile ones.*”> The Bruges
tegheldeckers had their own chapel in the church of Sint-Salvator.*”* Their house was
in the part of town called Sint-Niclaaszestendeel, up Sint-Joris (probably the Sint-
Jorisstraat).*”® The tegheldeckerknapen (tiler lads) held their services at Sint-Jacob, on
St Catherine’s day (25 November), but in the 1530s they defaulted on their
payment.*’®

Other men with the last name De Hondt had different professions. One side of
the De Hondt family produced quite a few grocers: Christiaen, Felix, Gheeraert, Jan
(three persons), Joos, Mattheus and Pieter. Often it remains unclear whether we have
to do with two men with the same first name, or with one man having different
professions. Felix de Hondt beats them all: he seems to have had two professions (he
was a crudenier and a trader at the bird market/dairy market) and he held the office
of the tweerstscip van den vissche (the right of supervision on the fish to be sold in
the city) at the fish market.*”” Although it seems strange that one person could be

49 This paragraph is entirely based on the results presented in Appendix 6.

470 And probably before that, but there is a gap in the data between 1442 and 1467.

471 The Van Doorne family also supplied men to the government of the trade of the
tegheldeckers for many decades.

472 Geirnaert/Vandamme 1996, p. 27; Ryckaert 1991, volume 2, pp. 109-110.

473 For example: SAB, OA, Inv. no. 216, Stadsrekening 1534/35, fol. LXXVv and
Stadsrekening 1537/38, fol. LXXV]v: payments to Adriaen de Hondt for replacing (part
of) the straw roof of his house standing inden houden sack by a tile roof.

474 Gailliard 19777 p. 89.

475 OCMW-B, Rekening Dis 1531/32, fol. XXVIIJr.

476 RAB 88, No. 27, Rekening kerkfabriek 1533 (fol. 229v), 1534 (fol. 254r-v), 1535 (fol.
[282r]), 1536 (fol. 314v), 1537 (fol. 343v), 1537 (fol. 359v), 1538 (fol. 373v), 1539 (fol.
401r).

477 See on the fish market in Bruges: Vanhoutryve 1975.
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working in three different trades (fish, herbs and dairy), we might have to do with
only one person.*”® Like many people with the name De Hondst, Felix was a
parishioner of Sint-Jacob, where the name De Hondt already occurs frequently in
the 15th century.*”” We have to conclude therefore, that - since the name De Hondt
is a very common name in Bruges and surroundings - it often is impossible to
determine a family tie between different persons with the same last name, although
some of those ties are obvious.

5.4 The duties of zangmeester Gheerkin de Hondt

As we have already seen, the appointment text of Gheerkin de Hondt as zangmeester
has not been preserved in the resolution book which does contain other texts of that
sort.*®® Nevertheless, the book shows us a few appointment texts of other

478 There are a few arguments for this. For the 17th century André Vandewalle states that
since an office was not a full-time job, it was possible to held more than one office at the
time and have another profession next to it (Vandewalle 2008b, p. 166). In the case of
Felix de Hondt, we know that he leased out the office of the weertscip vanden vissche.
Furthermore, the death of Felix de Hondt in 1532 is mentioned both in the church
accounts of Sint-Jacob and several city documents. After that year, no Felix de Hondt
appears anymore in those documents. Finally, the name Felix was rather rare in the first
decades of the 16th century.

479 Especially burials: RAB 88, No. 24, Rekening Kerkfabriek Sint-Jacobs 1447, fol. 10r (11-
09-1447, child Jan de Hond); RAB 88, No. 24, Rekening Kerkfabriek Sint-Jacobs 1452-
1553, fol. 22r (29-11-1452, heer Jan de Hond); RAB 88, No. 24, Rekening Kerkfabriek
Sint-Jacobs 1458-1459, fol. 38v (28-03-1459, child Christiaen de Hond); RAB 88, No. 24,
Rekening Kerkfabriek Sint-Jacobs 1458-1459, fol. 39r (25-05-1459, Cornelis dHond);
RAB 88, No. 24, Rekening Kerkfabriek Sint-Jacobs 1460-1461, fol. 42v (28-12-1460, Jan
de Hond); RAB 88, No. 24, Rekening Kerkfabriek Sint-Jacobs 1464-1465, fol. 51r (child
Christiaen de Hont); RAB 88, No. 25, Rekening Kerkfabriek Sint-Jacobs 1489, fol. 22v
(wife Joris de Hond); RAB 88, No. 25, Rekening Kerkfabriek Sint-Jacobs 1489, fol. 23r
(September 1489, child Jor. de Hond); RAB 88, No. 25, Rekening Kerkfabriek Sint-
Jacobs 1490, fol. 42r (Magdalena filia Christiaen sHonds from the parish of Sint-Gilles,
buried by night); RAB 88, No. 26, Rekening Kerkfabriek Sint-Jacobs 1522, fol. 482r,
April 1522 (child Willem dHont); RAB 88, No. 26, Rekening kerkfabriek Sint-Jacobs
1514, fol. 298r (August 1514, Tannekin, the wife of Willem Dont); RAB 88, No. 26,
Rekening kerkfabriek Sint-Jacobs 1514, fol. 299r (September 1514, child of Willem
Dhont).

480 RAB 88, No. 21. The fact that Gheerkin’s appointment as zangmeester in Sint-Jacob is
not mentioned in the official church document could indicate that Gheerkin was a local
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zangmeesters who fulfilled the position before and after Gheerkin. The first one is
that for Servaes van Wavere, who was zangmeester from October 1530 until 7 April
1532 at the latest. The text tells us that Servaes will receive a remuneration of
together one part: half a part for himself and half a part ‘for the children’
(choirboys).*®! Furthermore, Servaes van Wavere will receive 12 schellingen groot for
his gown every year around Easter, together with the children. As we have already
seen in the paragraph on Gheerkin de Hondt in Bruges, Gheerkin received the same
amount every year on (the eve of) Palm Sunday for his own gown. The money
Servaes van Wavere received on behalf of the children was not for housing the
children, but for teaching them.**? During Gheerkin’s employment in Bruges, the
choirboys of Sint-Jacob lived in a special house, together with the schoolmaster.”* A
description of the tasks of zangmeester Jan de Clerck in 1554 mentions that the
choirboys go to the zangmeester twice a day, to learn how to sing muzijcke, that is
polyphony.*

The appointment text of Servaes’s successor Claudius Joore refers to the terms
of employment that Servaes had.**> Gheerkin’s successors Petrus Jorjaen, Stasyns
Barbion and Johannes Apele all had the same kind of appointment text.** These
appointment texts do not tell us anything specific about the tasks the zangmeester
had to fulfil. The archives of the Sint-Jacobskerk do not provide such a detailed job
description either. However, based on these appointment texts and the foundation
charter of the Commuun of Sint-Jacob, we may conclude that zangmeester Gheerkin

man, ‘born and raised” in the church as son of Jacob de Hondt tegheldecker, who was a
parishioner and well-respected citizen of Bruges.

41 RAB 88, No. 21, fol. 1r. This means that the zangmeester in 1530 has an equal part of the
remunerations of the Commuun as the priests have, compared to the foundation text of
1424, when the zangmeester only had half a part (see § 4.6). This was not unique,
because already in 1495, zangmeester Pieter Willems received a whole part (RAB, Inv.
no. 237, fol. 5v, 4 July 1495), and in 1502 zangmeester Jan Raes also received a whole
part of the distribution (RAB, Inv. no. 237, fol. XX]Jv-XXIJr, 09 January 1502).

482 Also mentioned in 1502 for zangmeester Jan Raes: the second half of the remunerations

was to teach the choirboys in musicke ende discante.
483 We know that from the appointment texts of the schoolmasters. For example RAB 88,
No. 21, fol. 6r (Jacob Wousslant) and 6v (Johannis de Cornebittere). Dewitte 1971, p.
338 says that this situation lasted from 1529 to 1544. An exception was made in 1533
and 1539, when two boys temporarily stayed with Gheerkin de Hondt (see § 5.6).
484 Dewitte 1971, p. 339.
485 RAB 88, No. 21, fol. 2v.
48 RAB, Inv. nr. 88, nr. 21, Resolutie boek, fol. 13r (Petrus Jorjaen, 1 January 1540); RAB,
Inv. nr. 88, nr. 21, fol. 15r (Stasyns Barbion from Anthoin near Tournai, 14 September

1540); Johannes Apele (22 April 1543).
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de Hondt was responsible for singing the seven canonical hours including High
Mass every day, for singing the seven psalms during Lent, for singing a High Mass
on all principal feasts and all Sundays, for singing a Mass for Our Lady on Saturday,
for singing during the memorial services, for singing foundations and for the
musical education of the choirboys. On the daily work of this last task, teaching the
choirboys, we are also not informed.**” But the numerous sources in the archives of
the Sint-Jacobskerk today do help us to make a reconstruction of a musical-liturgical
year during the time Gheerkin de Hondt was zangmeester in Sint-Jacob, for example
for the year 1538.%%

5.5 Music and liturgy in the Sint-Jacobskerk: reconstruction of
the year 1538

5.5.1 The main sources

Yearly accounts survive from the three church administrations: the church fabric
(responsible for the church building and other material aspects), the Commuun
(responsible for the liturgy) and the Dis (responsible for the poor relief).*s
Furthermore, we have many original foundation charters or copies of them
containing information about liturgy and music. There are also two registers of
graves, giving us information about memorial services. And especially interesting is a
register called Planaris, containing an overview day by day with feasts and
foundations for memorial services and poor relief.*

To make the reconstruction, the Planaris is the proper source to start with,
since according to the inventory of W. Rombauts, it was drawn up in the 16th
century and kept current until 1690.*' Closer inspection, however, 