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A successful ‘outsider’ 
Jacob B. (Jaap) van Benthem (*1937) is an internationally re-
spected Dutch musicologist specialised in research of the 15th 
and early 16th century polyphony. Although we find biographi-
cal articles on him in the world leading dictionaries about mu-
sic The New Grove Dictionary of Music and Musicians and Die 
Musik in Geschichte und Gegenwart, his way to the scholarly 
Olymp was not the typical one. Following the family tradition, 
he studied teaching for secondary schools, then music theory 
in Utrecht and Rotterdam. Jaap has never obtained any official 
musicological education, but working as a music theory and 
palaeography teacher at the Utrecht University, he has profiled 
himself as a prolific scholar. His studies were published in in-
ternational journals and edited books. 

As Jaap says, his research is always based on work with 
music itself, anyway his capacity to understand and explain 
music structures as products of historical and cultural cir-
cumstances is represented at best by his approach to critical 
editing of Renaissance polyphony. His thoughtful and de-
tailed work with all aspects of sources and his reflection of 
contemporary music practice mirrored in the notation are an 
important contribution to the modern music philology. After 
having edited some compositions by Josquin and all masses 
by Ockeghem, in the last years he has focused on the work 
of the Flemish composer Johannes Tourout (active in Central 
Europe around 1460s) and anonymous music written in his 
circle. Jaap’s interest in the countries which were not easily 
accessible for him for long years of his life and his support of 
musicologists from this part of the continent were always very 
important and stimulating for many younger colleagues. Jaap 
was never afraid to defend tenaciously his arguments with 
some power of persuasion, even they did not always match 
with a mainstream opinion. On the other hand, he is anytime 
ready to accept relevant ideas of other people and to elaborate 
them in his research. 

The following text is a printed version of a lecture given 
by Jaap van Benthem on the occasion of his jubilee at the very 
end of the 45th International Medieval and Renaissance Mu-
sic conference held in Prague from 4th till 8th of July 2017. The 
lecture was accompanied by live music examples, performed 
now by the members of Tiburtina Ensemble directed by Bar-
bora Kabátková. Listening to music by Tourout, one is about 
to understand why does this composer fascinate Jaap so much. 

As the Czech composer Leoš Janáček wrote most of his 
best music around his 70s birthday, let us wish all the best to 
Jaap, who reached his 80th last year and let us look forward not 
only to next volumes of the Tourout edition but above all to 
new adventures with the little known 15th century music from 
Central Europe.

Lenka Hlávková

Jaap van Benthem
(Utrecht)

Johannes Tourout: 
A vocal introduction 

to his music

Presented on 8th July 2017 at the 45th medieval and Renaissance 
music Conference in Prague.

Abstract
According to a document of July 1460 in the Vatican Ar-
chives, Johannes tourout, member of the imperial chapel 
of Frederic III may have been born in (or in the vicinity 
of) torhout/thourout, a small town in the western part 
of Flanders. Compositions ascribed to him are transmit-
ted in the trent codices and in some Central european 
sources, but their stylistics clearly point in the direction 
of a musical training in the Low Countries. twentieth-
century musicologist have recognized and praised the 
composer’s technical abilities, his quite personal style 
and the high quality of his music, and editions of some 
of his compositions were included in early volumes of 
the Denkmäler der Tonkunst in Österreich, in doctoral 
dissertations and publications like source studies or 
about particular genres, but tourout’s compositions are 
practically never heard nor recorded.

Involved in an edition of his ‘ascribed and attributable’ 
compositions, of which three volumes have already ap-
peared, we like to invite you to discover various aspects 
of tourout’s music, together with short introductions to 
inevitable editorial and performing challenges.
Key words: tourout, Johannes; polyphony; history of mu-

sic; 15th century; Central europe; Adieu, m’amour; Missa 
Mon oeil; Missa sine Kyrie; Fors seulement; Magnificat

Number of characters / words: 18 520 / 2 898
Number of music examples: 3
Number of music recordings: 4/10
Number of images: 2
Secondary language(s): Latin, French

Johannes Tourout:
 Missa Mon oeil: Kyrie 1
 Missa Mon oeil: Cum Sancto Spiritu
 Adieu m’amour
 Magnificat: Et exultavit
 Magnificat: Quia fecit
 Magnificat: Fecit potentiam
 Missa sine Kyrie: Gloria
 Missa sine Kyrie: Agnus Dei

Anonymous:
 Kyrie: Deus pater
 Fors seulement l’attente que je meure
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According to a document from July 1460, the singer Johannes tourout, cleric from the 
diocese of tournai and member of the familia of the holy Roman emperor Friedrich III, 
was granted a prebend at the church of Our Lady in Antwerp. From the document’s 

spelling of his name, the Polish musicologist Paweł Gancarczyk, who first noticed this docu-
ment, concluded that the composer must have been born in (or in the vicinity of) torhout / 
thourout (tourout); a small town in the western part of Flanders (Belgium), about 20 kilome-
tres south-west from Bruges. In that period thourout was situated in the diocese of tournai. 
Compositions ascribed to him are transmitted in three of the trent Codices and in some Cen-
tral european sources, but their style clearly points to musical training in the Low Countries. 
twentieth-century musicologists have recognized and praised the composer’s technical abilities, 
his quite personal style and the high quality of his music; editions of some of his compositions 
were included in early volumes of the Denkmäler der Tonkunst in Österreich, in publications 
and doctoral dissertations about sources or particular genres, but tourout’s compositions have 
practically never been heard nor recorded.

my personal interest in the composer started while working on my edition of Johannes 
Ockeghem’s masses and mass Sections. I got into trouble with a Missa Sine nomine for three 
voices, ascribed to him in an Italian source, Verona 759, from the final quarter of the 15th cen-
tury. The Mass was edited for the first time in 1927 in the first volume of Dragan Plamenac’s 
monumental Ockeghem edition. Over the years that composition, not included within the 
group of 15 masses and mass sections in the Vatican Chigi Codex, turned out to be a stylistic 
obstacle within Ockeghem’s oeuvre. It was only in 1995 that Andrew Kirkman’s book The 
three-voice Masses in the later fifteenth- and early sixteenth centuries paved the way for a new 
understanding of that setting’s own merits.1 Kirkman’s book offered me the tools to confront 
this particular mass with comparable settings by a composer, known at that time by the 
name Johannes touront.2 Subsequently, I included that mass setting as Missa Primi toni under 
touront’s name in my Ockeghem edition.3

As a result I became fascinated by this composer and started transcribing his music. that 
brought me into contact with a younger generation of musicologists from the Czech Republic 
and from Poland. they appeared to be well aware of the composer’s importance and had a 
great interest in traces left by him in the musical culture of the old hapsburg, Bohemian and 
Silesian territories. Dealing with the composer in twentieth-century literature made me aware 
that my growing fascination for him had been shared by a long list of musicologists, starting 
with a Ph.D. dissertation by the Czech musicologist Dobroslav Orel, presented in 1914 at the 
University of Vienna. Over the nine following decades serious attempts were made to trace the 
composer’s origin and centre of activities by reconciling the bewildering variety of spellings of 
his name in Central European sources with the obvious musical influence on his compositions 
by mid-fifteenth century stylistics then developing in France and in the Low Countries. That 
mystery was solved by the discovery of the composer’s Flemish origin: Johannes tourout must 
have belonged to the innumerable group of well-trained musicians from the West who crossed 
borders to exploit their musical abilities and establish their name, always eager to collect the 
most profitable prebends that would add to the prospect of a decent living having reached old 
age. While no further documents concerning tourout’s career are known, the following short 
introductions to the included performances of a selection from his ascribed and attributable 
compositions are meant to explore alternative entry-points to the composer’s oeuvre.

* * *
Without question, tourout’s four-voice Missa Mon oeil is a masterly proof of his musical 
education. transmitted under the name ‘monyel’ in Codex trento 89. the mass happens to be 
composed around the Discantus and Tenor, borrowed from an unknown French chanson setting 
which most probably opened with the words ‘mon oeil’. A virelai of the mid 15th-century poet 
Antoine de Cuise seems to fit the Discantus rather well: Mon oeil lamente. In the first Kyrie 
these borrowed voices are joined by newly composed high and low Contras. By analysing the 
lowest voice in the various mass movements, a missing Contratenor for the chanson is rather 

1 Andrew KirKman: The Three-voice Mass in the Later Fifteenth and Early Sixteenth Centuries (new 
York & London 1995), pp. 241-289.

2 the spelling ‘touront’ of the composer’s name in the trent Codices must have resulted from a 
misreading of the letter ‘u’ for ‘n’, the two often being indistinguishable in the script of the period. Only 
the spellings of his name as thauraut/taurauth in the Strahov Codex may suggest that the copyist had 
some (oral) knowledge of his correct name.

3 Johannes OcKeghem: Masses and Mass Settings (KVnm, Utrecht, 1994-2005), fasc. III/1.
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easy to reconstruct. the Cum Sancto Spiritu section from the Gloria gives an impression of the 
composer’s virtuosity in handling his borrowed material.

eXAmPLe 1:
 Johannes tourout, Missa Mon oeil: Kyrie 1; Cum Sancto Spiritu
 [Johannes Tourout, vol. 1, pp. [[88-89;]] 1-43]

* * *
Listening to Missa Mon oeil raises a question: did tourout himself compose French chansons? 
A positive answer to that question may be given by a small motet, Chorus iste Jhesu Xpriste, 
ascribed to tourout in the Bohemian ‘Codex Speciálník’; a huge collection of polyphonic music 
assembled during the last fifteen years of the 15th century. however, the astonishing discrep-
ancy between its setting and the Latin text makes the authenticity of this transmitted read-
ing extremely doubtful. Fortunately, the music is also copied in ‘Codex Strahov’, the foremost 
important selection of compositions circulating in Bohemia in the third quarter of the 15th 
century. Included in a group of textless compositions, most probably of secular origin, its 
layout strongly suggests it to be a setting of a poem in forme-fixe. Looking for a text that 
might fit, I became intrigued by a short motive, including the repetition of a descending leap 
of three notes in the setting’s third phrase, which returns in the next phrase. the rondeau 
Adieu m’amour, adieu ma joye, set also by Dufay, fits this particular motive: the poem’s key-
word ‘Adieu’ is sung twice against the same repeated leap of three notes. And there is more 
to discover among this anonymous group of textless settings in Codex Strahov, as may be 
heard by my hypothetical underlay of the rondeau Fors seulement l’attente que je meure, well 
known from its setting by Johannes Ockeghem, to a second piece of the group. Judging from 
its melodic and rhythmic characteristics and its contrapuntal layout, this underlay makes the 
setting stylistically quite comparable to Adieu m’amour, and attributable to tourout. 

eXAmPLe 2:
 Johannes tourout, Adieu m’amour, adieu ma joye
 Anonymous, Fors seulement l’attente que je meure
 [Johannes Tourout, forthcoming publication]
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Fig. 1:
Johannes Tourout, Adieu m’amour, adieu ma joye, Codex Strahov (Praha, Strahovská knihovna, Ms. D.G.IV. 47), fol. 246r 
(© Královská kanonie premonstrátů na Strahovĕ, Praha)
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* * *
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Fig. 2:
Anon., Fors seulement, Codex Strahov (Praha, Strahovská knihovna, Ms. D.G.IV. 47), fol. 243r (© Královská kanonie 
premonstrátů na Strahovĕ, Praha)
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Somewhat mysteriously ascribed to tourout is a setting in the 6th tone of mary’s declara-
tion, his Magnificat for three voices. transmitted anonymously in Codex Strahov, it returns 
under the name ’Cecus’ in the late 15th-century Italian manuscript in Perugia. In the same 
manuscript that name returns as the unique ascription among 15 transmissions of tourout’s 
motet O gloriosa regina mundi, but various essential aspects in both compositions strongly 
support tourout’s authorship of both compositions. the Magnificat ’s foremost characteristic 
is its advanced melodic and rhythmic integration between the voices, which results in a fine 
balance between the Contratenor’s traditional supporting role and its adherence to rhythmic 
and melodic elements from the other voices, which in turn results in well-placed and well-
shaped lines. the Quia fecit setting for Discantus and Tenor exhibits Tourout’s skill in writing 
exuberant imitation (either strict or with subtle deviations) in alternation with more free 
counterpoint with a preference for quasi-sequential structures.

eXAmPLe 3:
 Johannes tourout, Magnificat sexti toni:
 Et exultavit – Quia fecit – Fecit potentiam
 [Johannes Tourout, forthcoming publication]

Tourout (“cecus”)
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* * *
the inclusion of compositions ascribed or attributable to tourout in 15th century sources 
from Bohemia, Central Germany and Hapsburg-controlled parts of Northern Italy may be 
the remains of a rather wide-spread interest in the composer, and it seems from a threefold 
transmitted ascription to him that one of his three-voice mass settings must have been quite 
popular, particularly in Bohemia. By its contrast in contrapuntal virtuosity with Missa Mon 
oeil and his Magnificat, its straight-forward setting, concise declamation of text, and the ab-
sence of a polyphonic Kyrie, the setting may reflect the influence pre-Reformation Utraquist 
reform movements, particularly in the Bohemian lands. Following one of their traditions, I 
have decided to precede this Missa sine Kyrie in my edition by a chant, a Kyrie with the eastern 
trope Deus pater misericordie, transmitted in a source of Utraquist origin, and published in 
hana Vlhova-Wörner’s impressive publications of Tropi ordinarii Missae.4 the melody for this 

4 hana VlhOVá-Wörner: Repertorium troporum Bohemiae medii aevi, vol. 1: Tropi proprii missae 
(Praha: editio Bärenreiter, 2004); vol. 2: Tropi ordinarii missae: Kyrie eleison, Gloria in excelsis Deo (Praha: 
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Kyrie is written in the same mode as the mass, mixolydian, and the inclusion of a b-flat ‘fa 
super la’ at the end of its final phrases is identical with Tourout’s polyphonic settings towards 
the final of all movements of the Mass.

In its presumably original reading, transmitted in Codex trento 89, the Agnus Dei is miss-
ing as well, but Codex Strahov transmits a single Agnus Dei section of 27 measures, which 
clearly belongs to this mass. however, after singing the line ‘Miserere nobis’, the remaining 
eight measures only fit the opening of a second Agnus Dei, that comes to an end on C, which 
clearly contrasts with the final G of the other movements of the Mass. Has a final Agnus Dei 
been lost, or was here perhaps only some reference to it, along the lines of Agnus ultimus 
super...? If so, the only possibility is to return to the ‘Cum Sancto Spiritu’ section of the Gloria, 
to which the text of the final Agnus Dei fits surprisingly well.

Singing the Kyrie, followed by the polyphonic Gloria and the hypothetically completed Ag-
nus Dei may give an idea how this outstanding composition may have functioned as something 
more than just a very attractive piece of music.

eXAmPLe 4:
 Kyrie Deus pater misericordie
 [Repertorium troporum Bohemiae medii aevi, vol 2: Tropi ordinarii missae, p. 189] 

 Johannes tourout, Missa sine Kyrie: Gloria; Agnus Dei
 [Johannes Tourout, vol. 2, pp [XVI], 1-19]

* * *
Did Tourout return to his homeland? That possibility is suggested by the style of the anony-
mous fragmentary transmission, preserved today in Brussels, Conservatoire Royal, ms. 33346, 
of the Kyrie from the already mentioned Missa Sine nomine, which at the end of the century 
became ascribed in an Italian source, Verona, Biblioteca Capitulare, Codex DCCLIX, to Johannes 
Ockeghem, the ‘master from tours’. today the ascription is generally rejected; it is the only 
mass attributable to the ‘Johannes from thourout’, which has been recorded more than once. 
having included it as Missa Primi toni in the edition’s third volume, pp. 39-61, I do hope that 
from now on you may listen to its attractive setting with different ears.

By the clearly recognizable musical language shared by these compositions, their composer 
appears to be one of the initiators of a new era in which the treatment of text and music 
turned from a highly individual attitude into a more direct communication of feelings and 
emotions. A comparison between these compositions brings to light remarkable resemblances 
between melodic gestures, rhythmic patterns, contrapuntal layout and the structural function 
of cadences. Providing text to this musical complexity reveals that its components turn out 
to be ideal ingredients, generally supporting a most satisfying presentation of text. In this 
respect the composer’s approach to word-setting suggests a certain Flemish realism not un-
like aspects of the visual arts from his contemporaries in the Low Countries. Influence of the 
expanding literary art of the ‘Rederijkers’ in circles of the intellectual bourgeois in Flanders 
may be assumed.

* * *
Sources and compositions mentioned in this contribution:
– Brussel/Bruxelles, Bibliotheek van het Koninklijk muziekconservatorium, Bibliothèque 

du Conservatoire Royal de musique, ms. 33346, copied third quarter of the 15th century, 
presumably in the Low Countries.

– Perugia, Biblioteca Comunale Augusta, Ms 431 (G.20), ca. 1490.
– Hradec Králové, Muzeum východních Čech, Ms. II A 7, ‘Codex Speciálník’; copied ca. 1485-

1500.
– Praha, Strahovská knihovna, Královská kanonie premonstrátů na Strahovĕ, Ms. D.G.IV. 47 

‘Codex Strahov’; copied ca. 1464 and 1467-1470.
– trento, museo Provinciale d’Arte, Castello del Buon Consiglio, ms. 1375, olim ms. 88, copied 

ca. 1456-1460/62. 
– trento, museo Provinciale d’Arte, Castello del Buon Consiglio, ms. 1376, olim ms. 89, copied 

ca. 1460-1463/64 and 1465-1468.

editio Bärenreiter, 2006); vol. 3: Tropi ordinarii missae: Sanctus (Praha: editio Bärenreiter, 2010); vol. 4: 
Tropi ordinarii missae: Agnus Dei (Praha: editio Bärenreiter, 2013).
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– trento, museo Provinciale d’Arte, Castello del Buon Consiglio, ms. 1378, olim ms. 91, copied 
ca. 1472-1476/77.

– Vatican Library, ms Chigi C VIII 234 ,copied ca. 1500 in the Low Countries
– Verona, Biblioteca Capitolare, Codex DCCLIX, copied late 15th century, presumably in Verona.

For detailed information and relevant publications about the composer, his name, as-
pects of his style, and authenticity problems in his oeuvre, see my edition Johannes Tour-
out. Ascribed and attributable compositions in 15th-century sources from Central Europe; 
published by the Koninklijke Vereniging voor nederlandse muziekgeschiedenis (KVnm). 
Order address: POB 1514, nL-3500 Bm Utrecht, the netherlands. the edition is available 
at the University Library in Warsaw and Jan Palach Library (Charles University) in Prague. 

* * *
music performed by the members of the tiburtina ensemble (artistic direction Barbora 
KABátKOVá):*5
– hana BLAžíKOVá – soprano, harp
– Barbora KABátKOVá – soprano, harp
– tomáš LAJtKeP – tenor
– Ondřej hOLUB – tenor
– Jaromír nOSeK – bass

Recording director: Slavomír HOříNKA

music examples: eric JAS

* The recording was financially supported by the JRP HERA Sound Memories, the Charles University 
in Prague (Q07), and the ministry of Culture of the Czech Republic (project no. mK-S 12166/2017 OULK).




