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love for his lady, expresses his anguished inner state by writing the 

lai. 494 Later, she asks to hear the lai read aloud. When asked who wrote 

it, Machaut, narrator and principal character, is unable to answer, and runs 

away shamefully without a word. To confess his authorship would be tanta-

mount to an avowal of love; to deny authorship would be lying. The embar-

rassing outcome of the dilemma is in character with the comical narrator 

figure found in the majority of Machaut•s large narrative poems.495 

His miserable state sets the stage for the complainte 11Tels rit au main" 

[Rem2], the second of the lyrical interpolations. 496 Like the lai, the corn-

plainte requires an extraordinary richness·of rhymes (all but two of the 

thirty-six strophes has different rhyming syllables), but unlike the lai, 

all strophes are metrically equivalent and thus each can be sung to the same 

melody. 49 7 

The ensuing sequence with Dame Esperance~designed to give Machaut enough 

courage to return to the chateau~provides the occasion for the next three 

interpolations, the chanson royale, the duplex ballade, and the conventional 

ballade. These three works easily fit into the schema of decreasing com-

414 According to the theoretical definition of 11discordia, 11 this is the 
proper form to have chosen here. See Ursula Aarburg, "Lai, Leich," MGG, 
VIII (1960), col. 86. -

us James Wimsatt, "Chaucer and French Poetry," in Writers and their 
Background: Geoffrey Chaucer, ed. Derek Brewer (Athens, Oh., 1974), p. 122, 
comments that since Machaut was not of noble birth, the narrator figure was 
made comical, so as not to compete with his noble audience. Otherwise, it 
would have been considered presumptuous to use a first-person narrator. 

416 The presentation of the lyrics Rem2-S occurs in an enclosed garden, 
with birds singing, the traditional locus amoenus suitable to the composi­
tion of lyric poetry, see Ernst Robert Curtius, European Literature and the 
Latin Middle Ages, tr. Willard R. Trask (Princeton, 1953/1973), pp. 19Sfi:-

497 If all thirty-six strophes were sung, it would take over an hour to 
perform the work once. 
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plexity. Although the chanson royale is formally very similar to the 

ballade (in Machaut•s works, it has five strophes as against three for the 

ballade, lacks the refrain of the ballade, and ends with an envoy), it was 

considered a more exalted form."" In fact, the manner in which "Joie, plai-

sence et douce norriture" [Rem3] is presented in the narrative may be inter-

preted as a humorous reference to the pretentiousness of the form, the~­

tus coronatus of Grocheo.1199 The work is attributed to, and sung by, Dame 

Esperance (later, v. 2039, she brags about her song). With its stumbling 

declamation, one can easily imagine a very haughty, ostentatious perform-

ance: 

i ~ r r I r r r I r r r lftf rl f 
3 . 

Joie plaisence_et douce norritu- re, 

One wonders how accurate is this parody of the art of the grand chant~­

tois, which was giving way at the time of the Remede to the more long­

winded, alternately quick and slow (but correct) declamation seen in 

Machaut's polyphonic ballades and rondeaux. But in the context of the poem, 

the narrator's reaction to the work is to fall asleep.soo 

1191 Ernest Hoepffner, "Les poesies lyriques, 11 p. 217. Hoepffner fur­
ther states (pp. 217-19) that the old chanson courtoise of the thirteenth 
century was transformed by a severe regimentation of form practiced by the 
puys of northern France into the genre chanson royale. He notes that all of 
the "chansons roiaus amoureuses" of Froissart (except no. 1) have indica­
tions that they won prizes ("etaient couronnees") at Valenciennes, 
Abbeville, Lille, or Tournai. This heading appears only with the chansons 
royales, and not for the lais, pastourelles, ballades, or rondeaux. 

" 99 See H. Vanderwerf, "Cantus coronatus, 11 New Grove. 

soo v. 1980; printed in Ludwig, ed., Musikalische Werke, I, 97. 
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Near the end of this sequence, Dame Esperance sings the· duplex ballade 

11En amer a douce vie 11 [Rem4], initiating the series of lyrics in the more 

popular formes fixes. This is a work that the narrator pays close attention 

to, and he is so intent on memorizing it that he does not notice the depar-

ture of the allegorical figure. Machaut learns his poetic lessons well, and 

a short time later he is able to compose a ballade of his own, 11Dame, de qui 

toute ma joie vient 11 [RemS]. The two remaining formes fixes are also corn-

posed and performed by the narrator. 

When Machaut finally reaches the chateau, he finds the courtiers (includ-

ing his Lady) outside dancing. The narrator is asked to join in, and he 

contributes for his part the virelai "Dame a vous sans retollir 11 [Rem6]. 

The virelai is thus placed between the more elegant ballade and the smallest 

and most repetitive form, the rondeau. Throughout the history of the formes 

fixes, the virelai remained the most flexible formally, the one with the 

closest tie to the original dance-influenced forms. 501 And the virelai's 

association to dance makes for the excellent integration of Rem6 into the 

action of the poem. Finally, the narrator makes a lyrical exit at the end 

Machaut set no other chansons royales to music. In this connection, see 
Ludwig, "La musique des intermedes lyriques dans le Remede de Fortune," in 
Ernest Hoepffner, ed., Oeuvres, II, 411: Rem3 is characterized by an archaic 
declamation and false accentuation of the feminine endings. Arlt analyzes 
Rem3 in his recent "Aspekte der Chronologie, 11 pp. 273-76. 

501 See Hoepffner, "Virelais et ballades dans le Chansonnier d'Oxford 
(Douce 308), 11 Archivum Romanicum, 4 (1920), 37-38. Cf. also Navarre, vv. 
4184-88, in which~without naming the form--the virelai is described: 
11 ••• une chanson I De trois vers et un refrein / --Oez, comment je le 
refrein~ I Qui par le refrein se commense, / Si comme on doit chanter a 
danse. [11 

••• a chanson with three verses and a refrain~hear how I 
describe it~which begins with the refrain, just as one ought to sing to 
dance by"] See also Demling, Die mehl'stimmigen Balladen, p. 17, n. 39, in 
reference to Froissart, Prisonamoureuse, vv. 401ff, and Arlt, "Aspekte der 
Chronologie, 11 p. 263. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

281 

of the poem, singing the rondeau "Dame, mon cuer 11 [Rem7].502 

The carefully-controlled structure of the poem is striking. Compare Daniel 

Poirion: 11Le travail demise en ordre et de classem~nt repond d'abord ace 

souci didactique qui caracterise la creation litteraire de Machaut dans 

presque toutes ses manifestations •••• 11503 The same mind that calculated 

the organization of the components of this poem conceived the organization 

of the large MSS of his works. 

In microcosm, the early Remede displays characteristics that were brought 

to fruition only with the later complete MSS, in which each component of the 

MS is as carefully ordered as the elements of the individual narrative and 

lyrical poems. The arrangement of the Remede actually gives clues to an 

understanding of the organization Machaut later adopted for the musical sec-

tions in the HSS. It is not surprising that the lais were given first place 

in the series, since his cultivation of this demanding poetic form set him 

on a plane well above other poets of the time. Thus, the musical parts of 

the HSS begin with the lai, establishing Hachaut's poetic preeminence, fol-

lowed by the motet, the most important form of expression among the musical 

savants. The other lyrical forms follow in the order, ballades, rondeaux, 

and virelais, slightly different from the disposition of ballade, virelai, 

and rondeau found in the Remede. The reason for the difference may lie in 

the changed prominence of virelai and rondeau (in Hachaut•s chanson produc-

502 Another "exit rondeau" (without music) appears as the Due de Berry 
departs at the end of the Fonteinne, vv. 2825-32. Cf. also Domling•s dis­
cussion of Christine's Dit de la rose, in Die mehrstimmigen Balladen, pp. 
18-19. 

503 Poirion, Le Poete, p. 203, quoted in Calin,~ Poet at the Fountain, 
p. 70, n. 7. 
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tion, at least} after the middle of the century. The virelai was cultivated 

more by Machaut at the earlier period, while the rondeau became important 

later. 5 u 

In summary, the lyrical interpolations in the Remede bear on two aspects 

of the external evidence for the transmission of Machaut•s work. In inte-

grating the works into the poem, Machaut has given us, first, hints about 

the function that the various forms of poetry served in their original 

milieu. The veracity of the actual situations in the Remede is unimportant: 

the story is presented as if it were a real occurence in the contemporary 

society. For example, the lai appears to f.ulfill a definite role in the 

courtly ethic, as a work that is supposed to mirror 11die zereissende Lage 

des ungllicklich Verliebten •• A •
11505 Second, Machaut provides hints about 

his own perception of the relative merit and complexity of the interpolated 

poems. That the lai is the most demanding of the lyrical forms cultivated 

by the.poet is corroborated by its prime position in the large MSS of the 

author's works; it explains why polyph9nic pieces were not placed first in 

the MSS. In addition, the Remede underlines the importance of the fixed, 

written form of Machaut•s art. The illustrations in MSC, the earliest of 

the MSS containing the Remede, enhance this impression, for in several 

illustrations, Machaut or Esperance is seen reading from a horizontal roll 

of parchment. 506 Machaut•s art is not depicted as improvisatory: the written 

504 Cf. GUnther•s chart on p. 99 of her 11Chronologie und Stil, 11 and the 
discussion on pp. 107-10. Note also the relative crudeness of the Remede 
rondeau [Rem7] compared to the mature style of Machaut•s rondeaux. This may 
explain the replacement of the rondeau in the GB-Cmc 1594 Remede with a more 
representative rondeau, "Tant doucement11 [R9], one more acceptable to later 
tastes. Not a single virelai of the later Voir Dit was set to music, 
although Machaut was urged repeatedly by hi~rrespondent. 

505 Ursula Aarburg, "Lai, Leich, 11 MGG, VIII (1960}, col. 86. 
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artifact is visible from the start. 

The Jugement dou Roy de Navarre and the Lay de plour 

In Navarre, Machaut is explicit in indicating his personal interest in the 
I 

presentation of his works. The allegorical figure Dame Benetirte (Lady 

Happiness) rebukes the author for an unkind reference he made to her in 

Behaingne. He answers her as follows: 

J 1ay bien de besoingnes escriptes 
Devers moy, de pluseurs manieres, 
De moult de diverses matieres, 
Dont l 1une l 1autre ne ressamble. 
Considere toutes ensamble, 
Et chascune bien mise a point, 
D1ordre en ordre et de point en point, 
Des le premier commencement 
Jusques au darrein finement, 
Se tout voloie regarder 
~Dont je me vorray bien garder~ 
Trop longuement y metteroie1 
Et d 1autre part, je ne porroie 
Trouver ce que vous demandez, 
s•a vos paroles n•amendez507 • 

One can imagine Machaut at a desk covered with voluminous writings. They 

are not in great disarray, but form a well-ordered whole~they should be 

11considered, 11 as he explains, 11all together, from the first beginning to the 

so, In the Remede, in connection with the lai [Reml], the complainte 
[Rem2], and the ballade [RemS], he is shown sitting on the ground, writing 
out the newly-composed work. See Appendix C, Remede miniatures Cl2-14, C23, 
C3l-33, C35, C42, and C92. Miniature C33, directly preceding RemS in MSC, 
is repro. in New Grove, XI, 433. In Vgl2 (before v. 3013, the ballade 
RemS), Guillaume is depicted kneeling before Lady Hope with an open book in 
his hands. 

507 Oeuvres, I, 167-68 (vv. 884-98). [11I have much written matter 
before me, of various kinds, on many and diverse subjects, of which the one 
doesn't resemble the next. Considered all together, and each well arranged, 
from one part to the next and from one instant to the next, from the first 
beginning up to the last end. If I wanted to look at everything~which I'd 
well like to avoid~I would take too long 1 and besides, I couldn't find what 
you ask, unless you make amends for your words.11] 
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last ending 11-just as the works would be presented in one of the complete 

MSS.511 Even allowing for the obvious comic element in the passage, it is 

clear that the shape of his complete oeuvre had already begun to occupy the 

consciousness of the author at the mid-point of his career. 

Hachaut the narrator is later put on trial for offending statements made 

in Behaingne, and defends his writings himself. The judgment goes against 

him, and he must write a lai as punishment. Again, the self-conscious 

nature of Machaut•s art, in which the author proudly calls attention to his 

own craft and virtuosity, is evident. 

The appended Lay de plour [L22] is more .loosely connected to Navarre than 

the lyrical interpolations in the Remede. Indeed, the manner in which L22 

is presented in the MSS has given rise to speculation on the date and gen-

esis of both the narrative poem Navarre and the MS c. 

In MSc, after a collection of virelais, ballades, and lais, an unordered 

series of works, comprising further examples of each of these three forms 

along with several rondeaux, appears before the closed collection of motets. 

L22 appears at the opening of the "unordered" series. 519 Gilnther has argued 

that since L22 is placed after Navarre (dated 1349 in vv. 24-25) as part of 

the narrator's amende in MSS Vg(B)ME, a terminus of 1349 is provided, before 

which the unordered section of MSC must have been written. 511 But some MSS 

511 In Appendix C, see the miniatures cited inn. 483 above, and A80 
(to the Fonteinne). 

519 See above, pp. 1J8ff, 

510 Ursula Gilnther, 11Chronologie und Stil, 11 p. 100, following 
Hoepffner, Oeuvres, lxxxviii. The unordered series of the MS corresponds to 
a literal copy of Eric Hicks' "stage 211 of the transmission of poetical 
works: that of a dossier of works, before they passed into an ordered 
recueil, see Le debat sur le Roman de la Rose (Paris, 1977), p. lviii. 
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do not specifically associate L22 with Navarre. 511 Furthermore, Navarre 

itself does not appear in C, only L22. Because of this apparent loose 

association of the lai with the larger poem, Williams has argued that it is 

illogical to believe that the lai was composed at the same time as the 

poem. 512 

However, the lai is specifically associated with tbe narrative complex 

Behaingne·Navarre by its subject matter. The lai is written for a lady 

grieving over her lover's coffin, precisely the character 11wronged11 in the 

earlier Behaingne. L22 perfectly atones for Machaut•s earlier judgment 

against the lady. The lai may antedate somewhat the composition of Navarre, 

but sc~ely its composition is connected to the artistic decision to reverse 

the judgment of the earlier dit. 513 Though Navarre does not appear in C, 

other evidence places the date of the MS at about the same time as the corn-

position of Navarre, that is, about 1349.51 • 

511 MSS AF-G; in M it appears in two places~not only after Navarre, 
but also separately in the section of lais. 

51 z Williams, 11The Music of Guillaume de Machaut,11 pp. 106-07, and 11An 
Author's Role, 11 p. 452. Williams• proposed revisions to the datings of 
Hoepffner do not stand up in view of the corrected dating for MS c. 

513 Perhaps Machaut•s situation was parallel to that of Alain Chartier 
seventy-five years later. Letters document the demands of the ladies at 
court that Chartier answer for the Belle Dame sans Merci. In response, he 
wrote the Excusacion aux Dames (Laidlaw, ciiartier;" p. 7). 

51 ' See above, p. lJl. It has not been pointed out that one of the 
miniatures associated with the lais in MSC (miniature ClOl in Appendix C), 
portraying a man hiding behind bushes spying on the conversation of a noble 
and a lady, exactly recalls the situation of the narrator at the opening of 
Behaingne. This miniature (fol. 184r) actually appears before 11Un mortel 
lai 11 [Ll2], the last lai of the 11ordered 11 series in the MS, immediately pre­
ceding L22 (Bl9 was added later, between gatherings). A similar illustra­
tion appears with many MS presentations of Behaingne [MSS CJFE (lost in K)], 
and one wonders if the illustration should have been placed with L22, or 
whether this is a clue to the association of Ll2 (see miniatures FlO, ElO, 
Cl, J3 and A9 in Appendix C), 
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An irregularity in the musical text of L22 in C may indicate that it was 

a very recent composition at the time it was copied into the MS. Most of 

the music for the last strophe is lacking, because the text scribe entered 

only the first few words in a manner that allowed room above for the staff 

(that is, only those words that fall in the MS at the end of the last line 

of the penultimate strophe have music, see Figure 4.1). The rest of the 

final strophe was entered as a text residuum. No other lai in any Machaut 

MS is notated in this manner, which on the face of it would seem to be a 

sensible notational shorthand, since the music of the last strophe is iden-

tical to that of the first, except for the. transposition of the music up a 

fifth. All this implies a clear knowledge of the way the lai as a form 

operated, and one could speculate that this is evidence of a copy from an 

early redaction, perhaps even from the composer's "autograph." By the stan-

dards of the other lais, the text scribe of c should have entered all of the 

final strophe in a manner that would have allowed the drawing of the staves 

and the entry of music. When he did not do this, the error became impossi-

ble to rectify.sis The argument then that L22 is an early work attached to 

Navarre as an afterthought appears weaker; it probably dates from the same 

period as Navarre. 

515 The musical incipit for strophe XII may have been added later. 
Thus, it is possible that the copy from which the lay was entered in the HS 
lacked all of the music for the final section. Perhaps knowledge of the 
normal transposition of a fifth was assumed. The last strophe of all of the 
lais are transposed up a fifth, except L7, which is transposed up a 4th; 
L24, down a 4th; and Ll, 2, 3, 12, 17, and 23, in which the first and last 
strophes are at the same pitch level. But the exceptions are fewer: L23 and 
L24 are possibly not authentic (see below); Ll is exceptional in that music 
for only one strophe is notated at all; L17 is canonic; thus, L2, 3, and 12 
(early works?) are the only true exceptions to the normal practice. 
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MSS that do not associate L22 with Navarre [MSS AF-G] represent later 

stages of the collection of the works.51 ' I have argued above that the relo-

cation of the lai is an example of the same rationalization of the order of 

the works that brought about the reorganization and relocation of the lyri­

cal poems of the Loange (see above, pp.59 f and 86f). In MS A, the removal 

of L22 into the complete collection of lais is indicated by the index, 

though the lai does not appear in its prescribed position, and had to be 

added subsequently onto the end of the lai section. It is likely that the 

exemplar for A did not contain L22 in the place listed by the index, and the 

intention to relocate it can be considered a late authorial revision, not 

wholly successfully carried out by the scribe. 

To summarize, it appears that the the first extant MS of Machaut•s oeu-

~·MSc, arose. at about the same time as the first suggestion that Machaut 

was occupied with the composition of a narrative poem (Navarre) complement-

ing an earlier work, and a connection between the author having a complete-

works MS prepared and the writing of a poem that demanded knowledge of an 

earlier work for its proper understanding, is suggested. We are thus 

granted a brief glimpse at what, besides his avowed service to li Dieus d 1a­

~· influenced Machaut in the composition of poetry. 517 

516 This is another respect in which the late MS E can be regarded as 
derivative of the Vg(B) MS-type, see above, p. 102. 

517 A very interesting idea of Silvia Huot (private communication) 
should be aired here as well, namely, that the stimulus to make the collec­
tion of Machaut•s first complete-works MS is owed to the outbreak of the 
plague (1349). (An historically important description of the plague opens 
Navarre.) Further, the Lai de plour may be linked to Machaut•s own feeling 
of impending death. - - --
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The Fonteinne amoureuse and the Voir Dit 

In the Fonteinne, as with the Remede, a long lyrical work presented near the 

opening of the poem (in this instance an SOO-line complainte, vv. 235-1034), 

is carefully integrated into the story line, and again Machaut the author-

narrator places himself in an interesting relationship with his poetry. One 

evening he overhears a noble lover in the next room lamenting an impending 

separation from his beloved, 511 and the narrator copies down the complainte 

from dictation. Later in the story, when the lover asks the narrator to 

compose a lai or complainte for him, Machaut is able to hand over his copy 

of the lover's lucubration. 519 Such contrived situations again demonstrate 

Machaut's preoccupation with the written transmission of his lyrics. 520 

Machaut shows himself in the Voir Ditto be concerned with all aspects of 

his metier. 521 Several passages bearing on external aspects of the transmis-

sion of the works are discussed in the important article of Sarah Jane 

Williams cited earlier. 522 Since many of the issues she raises relate 

511 He will later be recognized as Jean, future due de Berry, about to 
set off for England as a hostage in fulfillment of the conditions of the 
treaty of Br~tigny (1361). 

519 1. 1504, cf. Calin,! Poet at the Fountain, pp. 164f. 

5 2o See Appendix c, miniatures E22 and ABO, 

5 2 1 Compare Brownlee, "Guillaume de Machaut's Concept of Poetic 
Identity," p. 25: "In both the Voir Dit and the Jugement dou Roy de Navarre, 
Machaut consistently portrays himself as above all a professional""'writer, 
for whom the activity of composing poetry and music is closely linked with 
the physical aspects of the writer's craft: the transcription and circula­
tion of manuscripts and the business of patronage. Indeed, one of the most 
striking aspects of Machaut's self-presentation as a poet in the Voir Dit is 
his explicit concern with the supervision of the arrangement and copying of 
'editions' of his collected works-i. e. , with the making of codices." 

s22 "An Author's Role." 
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directly to this discussion, a review of her argument is in order. 523 

Williams divides the discussion into three main parts. First, she treats 

references from the poem that mention both small and large forms of 

Machaut•s work (including letters, lyrics with and without music, book-

length dits, and large comprehensive MSS) and the manner in which these 

forms were dictated or written, copied, and diffused. Letters were dictated 

to a readily-available secretary; neither Guillaume nor Peronne (Machaut•s 

teenage admirer whom he would call "Toute belle") were accustomed to writing 

down their own letters. 524 Similar statements are made about the lyrics, 

although Williams is less prone to believe accounts of impromptu dictation 

of rondeaux and ballades. But it is clear that written texts of lyrical 

poems, and a smaller number of written musical settings, circulated in wide 

circles, and in multiple copies. There was a constant demand for new lyrics 

and music, so much so that Machaut complained that his ability to work was 

disturbed. 525 Machaut also received similar small pieces from other 

authors. 526 In contrast to the chansons of the trouveres, the work of art in 

523 References to specific passages in the Voir Dit may be found in 
William's article. 

524 According to the Voir Dit, at least. But it must be recalled that 
Guillaume was for many years"secretary to Jean of Luxembourg. Other 
instances in which letters were exchanged in medieval poetry are cited in 
Chaytor, From Script to Print, App. B, pp. 144-47. 

525 Paris ed., letter XXXV, p. 262. Toute belle's requests for pieces 
to be set to music were so insistent that Machaut not only passed off old 
works as new (e.g., she already knew R4), but also never set several pieces 
{esp. V33-35), in spite of her importuning. Such situations of course have 
ramifications for the perceived "truth" of the story, see Brownlee, 
"Guillaume de Machaut I s Concept of Poetic Identity, 11 Chap. 4. Note furtl,er 
that before their correspondence, Peronne did not know Machaut•s narrative 
works, only his lyrical poetry. 

526 The text "Quant Theseus" was written by one Thomas Paien; Machaut 
composed "Ne quier veoir 11 on the same rhymes, and set both to music [834]. 
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Machaut•s time was fixed and communicated in written form. 

Several passages in the Voir Dit relate to larger narrative poems, which 

also circulated in individual copies, but in more limited numbers. It may 

be significant that it is only Machaut•s most recently completed dit, the 

Fonteinne (c. 1361), that is mentioned in the Voir Dit as circulating indi­

vidually. Here again, there is an emphasis on what is most recent, at least 

in the circles immediately surrounding the author. Otherwise, references to 

larger poems are limited to the Voir Dit, concerning matters such as the 

rate of composition of the work, or the ordering of the letters. 

Indeed, it has been argued that th~ principal subject matter of the Voir 

Dit is the composition of the Voir Dit itself. 527 Estimates of the final 

length of the poem (in numbers of gatherings) before its completion indicate 

the author's professional interest in technical matters of MS copying. 521 An 

occasion on which the incomplete work is sent to Peronne demonstrates how an 

author retained control over unauthorized copies of unfinished poems. 

Machaut had repeatedly refused to have a copy made of the incomplete work. 

Finally, the only existing copy (the copy supposedly dictated by Machaut to 

his secretary), though still unfinished, was itself sent, after being care-

fully wrapped in cloth and sealed with wax. It appears that Machaut wanted 

to avoid the potential danger of an incomplete, and therefore, in a sense, 

corrupt copy of the work from entering into circulation. 529 

527 Cf. Calin,~ Poet at the Fountain, p. 200. 

521 See above, n. 271. 

529 This provides an important clue to Machaut's sense of the integrity 
of his work. Thorpe, Principles, p. 40, gives an account of an early four­
teenth-century French author, Guillaume de Digulleville, whose text was 
"published" in an incomplete state without his consent. On this and a simi­
lar example, see Bennett, "The Production and Dissemination of Vernacular 
Manuscripts," p. 173. In a previous age, other means were used to prevent 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

292 

A second area discussed by Williams concerns the "physical circumstances" 

of book production, based on references to Machaut's 11livre ou je met toutes 

mes choses, 11 aptly defined by Williams 
as his personal copy (perhaps partly autograph) of his works, left 
unbound, to which he added new works as he finished them, grouping new 
lyrics with other lyrics, a musical composition or narrative poem with 
others of its kind, and from time to time supervising an "edition" of 
a single copy to be made for one of his patrons. 530 

Plachaut's statement that this collection exists "par pieces" is linked to 

the "pecia" discussed by Destrez. 531 The poet states that the advantage of 

the unbound disposition is for ease of copying text and music, The impor-

tant lesson here is that complete MSS derive from more unified exemplar 

material than musical anthologies, which derive from several exemplars. 532 

The third area discussed by Williams focuses on Machaut's statements in 

the Voir Dit concerning the separable nature of his personal exemplar and 

how this helps interpret aspects of the extant principal Machaut MSS.533 As 

she notes, the author's exemplar could well explain the shape of the extant 

MSS, in which wcrks are generally added onto the end of each larger subdivi-

unwanted or prematur.: "publication": for several examples, such as the use 
of complex rhyme schemes to prevent interpolation, etc., see Chaytor, From 
Script to Print, pp. 119ff. 

530 Williams, "An Author's Role," p. 445. See above, p. 145f. 

531 La Pecia. On p. 84f, Destrez goes so far as to suggest an associa­
tion between several common expressions in modern French involving the word 
"piece" and the practice he described for medieval universities. Destrez' 
Pl. 16 shows usage of the term "piece" in a MS. See his explication of p. 
95 and the discussion on p. 14, More recent studies are Pollard, "The pecia 
System in the Medieval Universities," and P.R. Robinson, "The 'Booklet7a 
Self-Contained Unit in Composite Manuscripts," Codicologica, 3 (1980), 
46-69. 

532 Cf. M. Bent, "Some Criteria," pp. 298-99. 

533 See Chap. 2 above, Summary. I believe that the speculation linking 
the supposed condition of the exemplar to the shape of the surviving MSS is 
more limited than what is suggested by Williams, and what was later 
attempted in the dissertation of E. Keitel. 
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sion. This exemplar was unbound for convenience in copying and to facili-

tate the addition of new works within the MS. The personal copy was sup-

posedly subject to rearrangement at each copying. But it was not necessary 

for the exemplar's order to reflect the exact shape of the derivative 

copy-a prior written plan {as the index to MS A) could have guided the 

ordering of the works. And, as Margaret Bent has shown, the order of MS B 

has little discernible influence on the order of works in its partial copy, 

MS E. 534 Finally, it is also not clear what role purely external factors 

played in the final ordering of the parts of a MS. For instance, considera-

tion of the desires of the patron may have been a factor in the assembly of 

MS C.535 

To summarize, Hachaut•s self-consciousness about his writing begins with the 

early Behaingne, with its reference to the written poem as the poem itself 

unfolds, and continues in Navarre of the middle period, in which the author 

calls attention now to several books and their arrangement. Further, the 

relationship of a self-standing lyrical poem to the larger narrative frame-

work of which it is a part, for example, the lai of the Remede, or the~-

plainte of the Fonteinne ,· was a matter of great concern and artistry on the 

part of the poet. 536 In each case, the lyrics are presented in the story 

534 See the paper cited above inn. 198. 

5 3 5 See Gilnther, "Contribution de la musicologie, 11 <.lted above, p. 
132.f. A general discussion of the role of the patron is H. S. Bennett, 11The 
Author and His Public in the Fourteenth and Fifteenth Centuries," Essays and 
Studies by Members of The English Association, 23 (1938), 7-24, esp. pp. 
9-18. - - -

536 Kevin Brownlee treats this aspect, the relationship between the 
local narrator figure within the poem and Hachaut the author of the whole, 
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line as independent written works; it is as if they were not composed by the 

character on the spot, but were already parts of a written tradition. 

From the Remede, an early work, Machaut•s interest in the arrangement of 

large collections of poetry and music is seen in microcosm, for the Remede 

is itself a miniature version of a complete-works MS. A kind of treatise 

providing models of all the forms of lyric poetry cultivated by Machaut, 

graded according to their difficulty, the poem integrates the lyrics into a 

complementary narrative story line, thereby providing clues to the function 

of the lyrics in the courtly society for which they were composed. 

The late Voir Dit concerns itself almost completely with the transmission 

of poetry and music; we follow the growth of the poem during its composi­

tion. At the same time, MSS are being copied, not only other single narra­

tive poems, individual lyrics and music pieces, but also MSS containing the 

complete works (cf. the categories of MSS given above in Chap. 1, pp.J4 ff). 

The "publication" of Machaut's works was very varied, and much was overseen 

to some extent by the author. Recent datings of the miniatures in Vg and A 

indicate that the copying of complete-works MSS continued unabated through 

the 1370s. Pushing the copying of the main part of Vg (without the Prise) 

into the 1370s also indicates the active interest Machaut took in the order 

his works appeared in. For very soon after the MS Vg was underway, the con­

ception of a new order for the text portion of the codex took hold, docu­

mented by the composition of the Prologue and the prescriptive index for MS 

A. The collection, arrangement, and the program of illustrations accompany­

ing his works were major occupations for Machaut in the last decade or so of 

his life. 

in "Guillaume de Machaut's Concept of Poetic Identity," passim. 
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INTERNAL EVIDENCE: SCRIBAL ERROR AND THE MECHANICS OF 
COPYING MUSIC 

According to James Thorpe, one of the most difficult problems in textual 

analysis 11is the essential difficulty in distinguishing the reasons for 

variants. 11537 C~rtainly the interpretation of variants becomes more secure 

if one can determine the most common errors in the transmission, and the 

ways in which these errors could have come about. 531 A basic distinction 

emphasized by many editors is the separation of purely mechanical errors 

(unintentional changes) from deliberate alteration of the copy (intentional 

changes). 539 

Edward J. Kenney suggests further refinements to distinguish between var-

iants: 

"Variation can occur in several ways: through mechanical damage or 
accidental omission; through misunderstanding due to changes in 
fashions of writing; through ignorance of language or subject matter; 
through inattention or stupidity; and through deliberate efforts at 
correction. 11si.o 

537 Principles, p. 119. 

531 See Bruce Metzger, The Text of the New Testament, (Oxford, 1964), 
p. 158. A list of the kinds of error;-that occur in the texts that concern 
him is on pp. 186ff. Also George Kane, Piers Plowman: The A Version 
(London, 1960), pp. 115ff. 

539 The terminology "unintentional changes intentional changes" is 
borrowed from Metzger, The Text of the New Testament, p. 158. The distinc­
tion between these two categorie;-is""seeii"""in most studies. Cf. Kane, Piers 
Plowman, pp. 116f (mechanical errors: deliberate alteration of the copy), 
or Fredson Bowers, "Textual Criticism, 11 Encyclopaedia Britannica, 14th ed. 
(1968), XXI, 920a (spontaneous variations : determined variation). See also 
the analysis of 11the mechanism of transcription" in Eugene Vinaver, 
"Principles of Textual Emendation," in Studies in French Language and 
Medieval Literature presented to Prof. Mildred i:" Pope, (Manchester":-1939), 
pp. 351·69; rpt. in Kleinhenz,~d-:-liedieval Manuscripts, pp. 139-59. 
Boorman, "Limitations and Extensions," pp. 326-28, rejects the importance of 
the distinction between 11editorial 11 and 11accidental 11 change. 

5 u "Textual Criticism, 11 p. 189b. 
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He would have us separate "psychological" errors (due to "tired or 

inattentive copyist," errors commori to any period) from errors "contingent 

on the period and the medium of transmission. 11541 And of course these fac-

tors must be placed in the context suggested by the external history of the 

tradition. In the case of Machaut, the composition of the works stretches 

over relatively wide chronological boundaries for a single author, thus, a 

greater or lesser period of time separates the original redaction from its 

earliest surviving copy. Furthermore, although the texts were copied and 

circulated widely as individual pieces, the texts of the main MSS themselves 

derive from collections: the MSS do not (with the exception of parts of MS 

E) reflect wholly new stints of collecting individual pieces, open to edit-

ing and rearrangement by anonymous scribes. The texts in the main MSS were 

respected, and were not subject to interpolation. Interpolations (e.g., new 

voices) in the music appear only in MSS copied out of the purview of the 

author (as F-CA 1328), or reflect additions made after the death of the 

author, perhaps due to changing tastes (as with MS E), 542 Finally, the MSS 

were copied by professional scribes. Accuracy was important, but it could 

be sacrificed at times for the sake of evenness of page appearance. 

A thoroughgoing study of the types of variants to which verbal texts were 

subject is found in the introductions to the editions of the first and sec-

ond versions of Piers Plowman.543 George Rane found that all of the MSS were 

corrupt, thus the Lachmannian technique of classification of MSS by shared 

5 " 1 Renney, IITextual Criticism," p. 192a. 

5 " 2 Exceptions are some new works in MSC, copied before Machaut had 
completed them (822, RlO, V29). RemS was later filled-out to four voices 
(it appears with two voices in C). 

543 Piers Plowman: The A Version; Piers Plowman: The~ Version, ed. 
George Kane and E. Talbot Donaldson (London, 1975). 
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errors was not practicable. For the same reason, it was not possible to use 

the technique that Joseph Bedier had restored to currency, the reliance on a 

single base MS as the authority. 544 "The sole source of authority is the 

variants themselves, and among them, authority, that is originality, will 

probably be determined most often by identification of the variant likeliest 

to have given rise to the others. 11545 Each case is judged on its own merits 

and the resulting text is eclectic. Kane was able to isolate certain gen-

eral tendencies of substitution, distinct from mechanical errors of trans-

mission, some deliberate and careful, others undoubtedly unconscious. In 

other words, the same context suggested the same alteration to several 

scribes independently,546 

With texts, a freer prose form can be distinguished from a more strictly 

regulated poetic form. The temptation for scribal substitution or emenda-

tion was greatest with vernacular prose texts, which the scribe may have 

been actively understanding and interpreting as he wrote. 547 Indeed, Kane 

544 For a basic presentation of the controversy, Metzger, The Text of 
the New Testament, pp. 159-61, The article of Vinaver cited in fn, 539 ~ 
above demonstrates the approach of one of Bedier•s students. For a modern 
view of the repercussions among scholars of Romance languages, see Foulet, 
On Editing Old French Texts, pp. 19-39. 

545 Kane, Piers Plowman, p. 115. According to Kenney, "Textual criti­
cism,11 p. l92a, the principle giving priority to the reading most likely to 
have given rise to the other readings is traceable to eighteenth-century 
textual critics. 

54' A parallel with music can be seen. Did the scribe of a certain 
region around 1480 make a change in a cadence figuration (an emendation, a 
substitution) deliberately, or was it unconscious, that is, to him, was the 
form he wrote considered equivalent to the form he saw in the source being 
copied? 

547 It is false to think that a scribe necessarily set out to copy the 
text exactly as it stands. See Elspeth Kennedy, "The Scribe as Editor, 11 

Melanges ••• Frappier, (Geneva, 1970), I, 523-37. Kennedy determinded 
that the epic traditions of the thirteenth century were treated loosely by 
scribes. Changes were made ('editing') for several reas~ns: to modernize 
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notes that the large number of variants and the chaotic nature of the MS 

readings in Piers Plowman is in part due to the aspect of the poetry: it is 

not composed in rhyming lines of fixed syllable length, but in flexible 

alliterative lines of uneven length. 

Several characteristics of music, particularly its physical presentation 

in the MSS prior to the fifteenth century, made dealing with it very differ-

ent from dealing with texts. Music was inherently .less open to scribal 

. alteration. Even monophonic works were copied in two separate passes. 

After the text was laid out in the proper disposition, its formal structure 

had to remain untouched, or the music could not be fitted to it. If, as was 

generally the case, the work was strophic in structure, alteration of a 

structural aspect of the single strophe set to music would render perform-

ance of the residual strophes senseless. Thus, large variation between cop-

ies would not be expected. 541 

the language, to fill in gaps in the sources, to rectify inconsistencies, to 
cater to certain patrons (Kennedy, pp. 524 and 531). Kane, Piers Plowman, 
p. 128, states that "in general scribes set out to produce what seemed to 
them a more correct, or more easily intelligible, or a more emphatic, or a 
more elegant text. 11 

541 An interesting collision between the urge of the modern philologist 
to reconstruct an "authoritative" or 11original 11 text and the limits that 
music places on a text is seen in the new ed. by E. J. Dobson and F. Ll. 
Harrison, Medieval English Songs (New York, 1979}. There are examples in 
which Dobson has altered a text to make it conform to a reconstructed origi­
nal state. This 11original 11 however, no longer fits with the music in the 
MS, thus, the music is adjusted to fit the reconstructed text. See the 
review by John Stevens of this book in Music and Letters, 62 (1981), 461-66. 
Peter Dronke, Medieval Latin and the Rise of European Love-Lyric, 2nd ed. 
(Oxford, 1968}, II, 406-10, has an important commentary on Vitry•s motet 
11Vos quid/ Gratissima, 11 showing that the poem of the motetus was probably 
altered when it was fit to the music: would a philologist ask that we change 
the music of the motet? And if Vitry was the author of both text and music? 
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In polyphonic music, the opportunity for creative emendation by the 

scribe during the copying process was even more limited. In a texted voice, 

the scribe had t9 follow two variables: both text and music. If the music 

was copied without careful attention to its correspondence with the text, 

the parts soon fell out of phase. Extreme care and caution had to be exer-

cised in this respect, which explains the frequency with which just this 

aspect of the music is corrected in the Machaut MSS: it was the aspect most 

likely to go awry. This also explains how quickly 11text underlay 11 became 

corrupted in late or derivative sources. Because music was copied in parts, 

and the portion of one voice accompanying the corresponding section of 

another voice was not immediately apparent to the eye, an entire work could 

become unperformable if the musical text was tampered with. Music copying 

in the fourteenth century demanded more literalness on the part of the music 

scribe, and there was less tendency to add purely musical innovations~the 

text as well as the music had to be respected. Any evidence of 11creative 

emendation," substantive changes in the musical structure, must be consid-

ered seriously, because it suggests the intervention of performances and the 

assertion of distinct preferences on the part of an emendator.549 

Details of the musical moment, such as performing forces, etc., are of 

course variable, and are only matters of speculation for the medieval work, 

given its shape in the MS.550 Thus we are not really at odds with Dadelsen, 

who contends that music admits of free adaptation, and is much more variable 

549 Cf, the Fauvel adaptations, explicit reworking of text and its 
music. Examples of scribal emendations in GB-Lbl Add. 57950 are noted and 
discussed by M, Bent, 11The Old Hall Manuscript, 11 pp. 149 and 154ff, and M, 
Bent, 11some Criteria, 11 p. 304. 

550 But external evidence could be brought to bear, such as the knowl­
edge that a certain codex was used at a given institution, the members of 
which are known. 
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than texts in this respect. 551 The kind of precision von Dadelsen would have 

in the texts that concern him is unattainable for the medieval period. The 

antithesis was perfectly well recognized and neatly expressed by Machaut: 

Si vous suppli que vous le daigniez oyr, et savoir la chose ainsi 
comme elle est faite, sans mettre ne oster; et se veut dire de bien 
longue mesure; et qui la porroit mettre sus les orgues, sus cornemuses 
ou autres instruments, c•est sa droite nature. . 552 

The musical work of which he speaks, "Nes que on porroit 11 [B33], is at once 

fixed {with respect to its musical structure) and variable {with respect to 

the details of the instrumentation). 

Musical Variants in the Machaut MSS 

There are two general categories of musical variants in the Machaut MSS: 1) 

mechanical copying errors {Kenney•s 11psychological 11 errors), ranging from 

small oversights to large omissions, and 2) variants that have to do with 

notational problems. While variants appearing in the first category may be 

counted as unintentional changes, variants appearing in the second category 

are less easily classed. These may include "accidental" differences, that 

is, matters that according to the contemporary thinking would not have 

materially changed the text, and matters of notation that reflect regional 

or modernizing tendencies. 553 A third category of variant, large-scale 

551 Georg von Dadelsen, "Ueber den Wert musikalischer Textkritik, 11 in 
Quellenstudien zur Musik: Wolfgang Schmieder zum 70. Geburtstag, ed. Kurt 
Dorfmtiller with Georg von Dadelsen (Frankfurt""""a:" M., 1972), p. 43. He is 
speaking primarily of flexibility in performance. See also the remarks in 
Bent, "Some Criteria," pp. 296-97. 

552 Voir Dit, letter x. ["If you desire that you should deign to hear 
it, and to know it just as it is made, without adding or taking away; and it 
is best performed to very long measures; and whoever can perform it on the 
organ, on crummhorns or other instruments, that is its true nature."] This 
passage is discussed by Handschin, 11Ueber Estampie und Sequenz I, 11 ZMw, 12 
(1929), 10, note. -
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intentional emendation of a voice or passage, does not generally occur in 

Machaut, except by adding newly-composed voices to a given chanson. 

Existing voices are generally not reworked melodically. 554 The MS situation 

in most cases supports a view that there is one correct version of each 

piece. Small differences of cadence embellishment, seen especially in fif-

teenth-century chansonniers, simply do not occur, 

Mechanical Copying Errors in Machaut's Music 

Mechanical errors in the copying of music common to any period include the 

omission of individual notes, dittography (erroneous repetition of a note or 

small pattern of notes), and the erroner•1s writing of a musical notational 

symbol, analogous to writing a wrong letter in a word. For instance, in the 

Machaut MSS, a semibreve was very frequently corrected to a breve (or, less 

often, to a long), Such errors appear to have been corrected very shortly 

after the act of commission, indicating that the scribe checked over what he 

wrote. Or, since the difficulty of copying texted music involved the con-

stant passage of the eye back and forth between model and copy to avoid the 

very easy error of the text becoming out-of-phase, the error was caught 

right after it was made. Other common errors include the simple interchang-

ing of musical symbols, and the simple rest error (T for~ and the various 

553 In one case (the issue of repeated notes), the two broad categories 
overlap, that is, a matter of copying may have influenced a development in 
notation (see below, pp. J29ff), 

554 Some outside MSS introduce rhythmic differences. While in some 
cases these may be corruptions, in others they may represent intentional 
rhythmic changes, regionally or chronologically dictated, For instance, 
"Gais et iolis" [835] : t i I I i , • ~ , I 1] MSS t• , t i , ~ i ~ I • , 
I-Moe 5.24 (fol. 29v), at the ouvert, clos, and end. Schoop, Entstehung und 
Verwendung, pp. 56-57, notes some erasures and changes in GB-Ob 213, espe~-~ 
cially at cadences, which he relates to performances. 
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permutations), indicating that the symbols were mixed up at the point of 

passing back to the copy (almost all of these occur in MSS B or E, or in 

both). 

The most frequent copying error (often corrected) is the simple pitch 

error; one, two, or three notes appear a step too low or too high in the 

copy.sss Some of these errors (no doubt the ones that were corrected) may 

have been due to an "anticipation of copy,1155
' and may give clues as to the 

amount of music remembered by the scribe as he was writing. 

As with the copying of text, the possibility for the most critical, 

though again unintentional, errors occurs as the scribe attempts to find his 

place back in the exemplar after copying a passage. With a texted musical 

voice, the problem of such eyeskips is compounded by the question of what 

cue was remembered by the scribe~a notational symbol, or a piece of text, 

or, in some cases, both.s 5 1 

In the main MSS, cases that I was able to identify as eyeskip to an ear-

lier point in the copy are few, and are divided evenly among texted and 

untexted voices. Most involve the eye skipping up a line of music. 5 s, 

555 Curiously, wrong notes have been considered prime choices for "sig­
nificant variants" in music. See Wolfgang Demling, 11Zur Ueberlieferung der 
musikalischen Werke Guillaume de Machauts,11 Mf, 22 (1969), 191. In my view, 
this is a typical case of a similarity of context resulting in the same 
alteration by several scribes independently. Bent, "Some Criteria," p. 304, 
notes that MSS with errors still could have been used to learn from, and the 
errors corrected in rehearsal. 

55 ' That is, the scribe wrote what he thought was to follow before 
actually referring to the exemplar. See Kane, Piers Plowman, p. 122. 

557 Only MSS BE have conjunctive variants. 

551 For instance, Hocket hoquetus A (fol. 4Slv, st. 10): skipped up a 
staff to the point of the similar ligature (II,); ten notes and rests copied 
before the error was discovered. 
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By contrast, the eyeskip ahead is quite a common scribal error in the 

copying of music in the Hachaut MSS.559 Several serious errors involve a 

whole line of music, several other examples are many notes long. The long-

est occurred in MS B, in the Qui propter section of the Credo (mot. fol. 

287v, st. 8/9-fol. 288r, st. 1): a full line of the exemplar Vg was skipped. 

In this instance, the scribe of B finally looked at the text he was supposed 

to overlay~this is how the error was discovered. By the time he noted the 

error, however, he had copied two full lines and the beginning of a third at 

the top of the recto. All wrong notes were erased and corrected. Cf. also 

R17 ea. B {fol. 320~ st. 3): a whole line of the tenor was entered as the 

final line of the ea., then erased and corrected. B often ignored the help 

of the text below, a sure sign of hasty copying. The most egregious errors 

committed in MS B arose from the scribe's failure to follow this principle. 

Small errors can occur in the lais, usually a c~mpletely syllabic music, 

with a one-to-one correspondence between text syllables and notational sym-

bols, even in MS A.551 It is possible that the text-music relationship was 

less carefully attended to in syllabic pieces, because the relationship of 

notes to words is easy to derive. A simple example of eyeskip in a textless 

voice is R9 tr. C (fol. 202v): 

1ac1c1ng 1n a 
559 An important eyeskip in the copying of the text to be set to music 

was discussed above, Ml7 tr. A (fol. 43lr, st. 1): a caret insertion by the 
music scribe, st. 10, was necessary, because the text scribe skipped from 
11-ee 11 to 11-ee 11 in the poetry. 

s,o Ex. of Reml, (fol. 53v, st. 2-3): two notes left out at the begin­
ning of a passage, the rest moved up to fit in. Cf. also Ll2 A (fol. 389v, 
st. 3): the music scribe skipped ahead exactly one phrase. Since the first 
seven verses are isometric, each phrase could be perfectly overlaid to 
words; the error was erased and corrected. 
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There are such eyeskips in all three voices of the Hocket in G, which also 

lacks the last half of the tenor. Perhaps the professional scribe just 

skipped the entire end of the tenor, since it would not have fit in the 

available space anyway: but the last note notated is at the same pitch as 

the last note of the piece, and eyeskip is conceivable. These errors are 

frequent enough that a pattern emerges: it further supports my thesis that 

the presence of a text was of great importance as a guidepost to the copier 

of music. Eyeskips are more frequent, and less often corrected, in textless 

voices. 

The incorrect placing of musical symbols with respect to syllables of 

text is an error principally determined by the manner in which texted voices 

were copied. Because it was difficult to remember the relationship of a 

specific syllable to a specific note, or to a series of notes (melisma), the 

possibility for error was large, and errors of this sort often occurred, as 

is indicated by the large number of overlay corrections in the MSS (see 

Chap. 3). That the Machaut MSS exhibit to varying degrees attempts to cor-

rect overlay errors during the copying process makes them rise quite high in 

our estimation of their accuracy in reflecting their exemplar~. 

By contrast, the copying of an untexted voice is as uncomplicated as 

copying any verbal text, and was not open to the complex errors (text and 

music out-of-phase) that texted voices were prone to. Perhaps because of 

the exigencies of music overlay, dramatic melodic variants are not met with 

in the fourteenth century. It was the fifteenth-century practice of under-

laying text to an initially textless line of music that gave greater freedom 

to the scribe writing the music, now unfettered by considerations of follow-

ing every syllable of the text. 
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Notational Variants I: Alteration and Imperfection 

Mechanical errors that can occur in the copying of music have been discussed 

above. The focus moves now to selected notational variants, instances in 

which the scribe made a conscious choice in copying a passage. A major 

problem is to isolate features of notational and scribal practice that are 

in flux, either chronologically or regionally. At the level of the individ-

ual variant, it is difficult to distinguish what may be local usages (that 

is, in a sense, the 11dialect 11 of the notation for a certain geographical 

area) from the features that are actually modernizing tendencies, which 

replace outdated notational usages. Alteration will be discussed specifi-

cally here because notational variants of several kinds bear on it. Two 

other notational questions, the development of chains of syncopations in 

imperfect time and the use of the punctus additionis, will be discussed 

below in connection with the transmission of MS. 

Ursula Gtinther has emphasized that the theorists devoted a disproportion-

ate amount of space to triple time and prolation as compared to 

duple. 561 The practical sources indicate that scribes as well went to extra 

lengths to clarify difficult aspects of the notation. Very frequently, dots 

in themselves unnecessary were added to make the reading of the rhythm abso-

lutely clear. 56 2 

56 1 Gilnther, "Die Mensuralnota tion, 11 pp. 11-12. 

562 For instance, the dots in the tenor of RB (MSS VgBGE only), sepa­
rating groups of notes in the rhythm•••. t ••,prevent unwary altera­
tion of semibreves, even though the piece is in tempus imperfectum. There 
are also several superfluous dots in Rll et.; RlS et.; R19 G ea.; many help­
ful puncti present in other MSS are missing in the virelais in A. 
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Alteration, at all levels, was a particularly difficult problem. 

Especially in the late MS E, the rhythmic notation of many pieces was 

changed to do away with alteration, most often in monophonic pieces. It is 

possible, taken with the other evidence about the lai section in MS E (see 
.. 

below}, that the elimination of alteration has to do with performance 

requirements. 563 

Ml6 •• -i z] • ~ • ! E; Reml • • ~ ] • ~ • E; there are many similar examples 
among the lais. 822 ct.,·u •• U.] ,.u.,.u. E; the new et. in F-Pn 
n.a.f. 6771, fol. 69v, eliminates all of the alteration. 

Nevertheless, there are some examples of adding alteration: the new 
et. of R7 in E has much alteration. 5 '' 

Machaut's notational practice with regard to alteration was briefly dis-

cussed by Hoppin in connection with Schrade's edition. 565 A basic precept 

emphasized by Hoppin is that alteration is only acceptable before a note of 

the next higher value. But irregularities do occur in the sources, not 

before notes of lesser or equal value as Schrade had done, but at the other 

extreme. Many examples require alteration of a semibreve before a long or 

maxima. Most often, this usage appears in a lower voice at the end of a 

major division in a chanson, in ligature: '- or W,. . At the same time, 

other sources may employ the theoretically correct form:~ or~ • 566 

563 Cf. Schoop, Entstehung und Verwendung, pp. 55 and 75-76 for some 
passages notated in GB-Ob 213 to eliminate alteration, perhaps for the con­
venience of less skilled performers. 

5 '' In Ll4 E, the sb. alterations are retained; one is even added. 
This suggests that the scribe of E was not the one to introduce these 
changes, and that he was copying from exemplars which varied in their use of 
alteration. 

565 Hoppin, "Notational Licences," pp. 18-20. 

566 Some theorists of the early fourteenth century recognized this as a 
possibility. Cf. the GB-Lbl Add. 21455 version of Vitry•s Ars nova: 
11 

••• quando duae semibreves inter duas breves de tempore perfecto vel 
inter brevem et longam inveniantur, prima unum tempus habebit et secunda 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

307 

The following examples are tempus perfectum minor: Bl3, end ten.'-.. ] 
'- E (only E is 11correct 11

); B38 ten. , ]G-i.;-E (in middle of first 
section, a rare occurrence); 838 ten. ouverts, A- and B-section tfl.] 
~ E; 838 ten. clos, A-section •flt ] i,..., E (correct); B38 ten. clos, 
a-section• "1 ] ~ E; 838 et. clos, A- and a-section • 11-] \II, E; B39 
ten. clos and end •t1r }G, E; 839 et. end• I lG ~ E (cf. clos: •ii\ G} 
.; E;Iirten. end~]' EB (error); R7 ten. "'9 ] , E; RlO et. 
end, all MSS: ~ ; V26 et. ouvert, II' ] ~ A V26 et. ~· --, all 
MSS. 

Such a "license" might be excused in this context because the theoretically 

correct form is impossible to notate as a three-note ligature if a final 

longa or maxima is desired; the alteration applies~ necessitatis. But 

this usage is not confined to figures in ligature. Examples occur in sev-

eral virelais. The problems in notating the virelais may be tied to the 

rhythm of the text declamation. 

The following are -tempus imperfectum major: V3 c, very end only 
'··]As,., GE u,c; v_s CGVgE, end A-section '··]AE U•CGVgB; vs CGVgB, 
end B-sectionJ,. ]AG U,cs thE; Vl4 end c '••1 U•C; Vl6 E: note the 
correction; (Vl6 throughout: ends of all sections correct ! • • or 4 '1: 
note the correction in E, Vl6 fol. 160, st. 3, over 11re- 11 Jt•; Ll8 
[Schrade Ll3] m.41 [m.80]: l J • ]GBE it• A. The following are tem­
pus perfectum minor: V26 ouvert: ssl] ssb B V26 clos: ssl] sbl G, ssb 
E V27, end B-section: sbl} ssl BE; RlO ea. end: sbl] ssb C; Mll mot. 
(mm. 34-35): • r , ] • I ,Es, t , 1c; Ll4 A (fol. 492r I st. 7): semi­
breve corrected into a breve in tnis rhythm: t 1 1. Ll6 E (fol. 
122v): ssb] ssl E. 

At the end of the refrain in the tenor of "Dame mon cuer 11 [V32], the 
r--.... 

notation rt , appears to express the rhythmljflf' If· I· In the version of 

"Degentis vita/Cum vix 11 [Ml9] transmitted by I-IV 115, the same rhythm 

appearing in the tenor is notated in the same curious fashion. Six Machaut 

MSS (CAF-GVg[B]E) indicate the rhythm by means of a ligature [T"9]; an 

erit altera, sic•••• • t • 'I .11 (ed. Reaney, CSM, VIII, 75). At a 
higher level, it is recognized byi Anon. III (CS, III, 184a): "Tamen inveni­
untur breves alterate per duplices longas, ut"""Tn tenore de 1Presidentes 1 ; et 
in veteri~us motetis inveniuntur semibreves alterate per longas quod non 
mihi videtur consonum rationi, quia semibreves non dividuntur immediate a 
longis, sed a brevibus, et ideo non sunt de genere longarum, sed brevium. 11 

(The example cited is preserved in F-Pn fr. 146, fol. lv.) 
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altered semibreve followed by an isolated long is employed only in I-IV 115. 

Just as it fell at the end of the refrain in V32, the. exceptional reading of 

I-IV 115 may be considered as a signal for the end of a section: each of the 

four appearances of this notation in I-IV 115 falls at the end of the talea. 

It provides an interesting example of a scribe seeming to understand the 

periodic structure of the motet tenor~the use of the altered semibreve 

before the long signals the end of an isorhythmic period. 567 

The application of the rule similis ante similem in connection with 

imperfection and alteration is slightly more equivocal in the sources than 

the discussions of Hoppin and Glinther seem·to allow. 561 Apparently, the con-

temporary scribes, for a time, were not altogether clear about the "rules." 

In the contratenor of RlO ("Rose, lis") a passage occurs that has not 
been noted. Mm. 18-21 have the following notation in all sources but 
one: T ,-/' • The breve syncopation that would result from a read­
ing by the rules is out of place here. In MSC, the earliest source 
for the rondeau, the passage is notated in the theoretically correct 
manner: T t / 

Judging from the large number of stem errors bearing on the question of 

imperfection and alteration at the prolation level, the short note values of 

the early virelais caused problems for scribes: 

The following are in tempus imperfectum major: V2, near end of a-sec­
tion, A-section is correct): U ff :i] i,urEB (Vg is possibly wrong 
too, cannot1verifr); V3, B-section: Ufr] htrA; V6, A-section and 
a-section: , l •.] • • · A; also B-section ouvert: j • t clos : i 1, ; VB 
A-section wrong AG; VB a-section wrong BE; VlO C 3rd.line only has 
J!.;·VlO A errs at end too; Vll C stem error A: end A-section error 
a-section with many errors; Vl2 A with stem error, lsl line. 

567 Cf. the example of Dufay•s Sebastiane motet in GB-Ob 213 (fol. 
31v-32r): the ligature at the end of each talea in the tenor is marked with 
an especially long tail (cited in Schoop, Entstehung und Verwendung, p. 54). 

5 61 Hoppin, "Notational Licences, 11 p. 15, and Glinther, "Die 
Mensuralnotation, 11 pp. 20-24. 
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The error is too common to be due to chance; scribes seem to have been genu-

inely puzzled as to the correct notation. Perhaps the rule of similis ante 

similem was not uniformly applied in the first half of the century at the 

prolation level. Certainly there must have been a time of indecision and 

transition between the Vitry prescriptions for resolving strings of unsigned 

semibreves and the clear reemergence of the old 11second mode" iambic rhythm, 

but now at the prolation level, witnessed in the earliest.ballades and vire-

lais of Machaut. Only the emergence of pieces that clearly differentiate 

syncopated notation from the non-syncopated notation made observance of the 

similis ante similem rule necessary at the·prolation level, i.e., when 

chains of syncopations in major prolation were desired. 569 

Notational Variants 11: The Transmission of the Lais in MS E 

The section of MS E devoted to the lai contains two lais tha~ appear in no 

other MS. Although each is notated monophonically, a combination of sec-

tions produces polyphony. In 11Pour ce que plus" [L23, Un lay de consola­

tion], the two halves of each strophe combine in two-part polyphony. 570 In 

"En demantant11 [L24], three successive entire strophes combine in three-part 

polyphony. The twelve strophes yield four three-voice sections. 571 

56 9 See Bockholdt, "Semibrevis minima und Prolatio temporis, 11 pp. 
10-13. Cf. also Michael Long, "Musical Tastes in Fourteenth-Century Italy, 11 

pp. 98-101. 

570 The polyphony was signaled by Richard Hoppin, 11An Unrecognized 
Polyphonic Lai of Machaut,11 MD, 12 (1958), 93-104. Hoppin's edition of the 
reconstructed polyphony is on"°pp. 96-104. 

571 Margaret Hasselman and Thomas Walker, 11More Hidden Polyphony in a 
Machaut Manuscript," MD, 24 (1970), 7-16. An edition of the reconstructed 
polyphony is on pp. 9-16. The three-voice L24 is much more satisfactory 
musically than the two-part L23. Fallows, 11Lai, 11 New Grove, X, 37lb, brings 
up the esthetic question of such polyphonic lais: 11if each voice was sung 
and texted the cumulative effect of the poem would presumably be 
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Scholars have voiced differing opinions concerning the authenticity of 

these works. Richard Hoppin considered them genuine, since they appeared in 

a MS that contains only works of Machaut. They do not appear in the earlier 

Machaut MSS, and are thus late works. 572 Margaret Hasselman and Thomas 

Walker considered it possible that the lais are spurious: 11the doubt arises 

because the polyphonic structure of the two pieces is not characteristic of 

the lai repertory, and because both survive only in the often unreliable 

manuscript E. 115 73 

Examination of the entire lai section in E turns up several aspects at 

variance with the central sources, which r-aises the possibility of regional 

or modernizing tendencies, even of large-scale intentional emendation. The 

two polyphonic lais should be assessed in the context of the whole picture 

of the transmission of the lais in E. 

Machaut•s first lai, 11Loyaute que point 11 [Ll] is an exceptional piece in 

that music is provided only for the first half of the first strophe. It is 

the only lai that has the same poetic and musical content for all twelve 

strophes. The element of contrast necessary to the lai form is assured by 

lost ••• , 11 and suggests that the polyphony can only be considered as a 
suggestion for an instrumental accompaniment to a single singing voice. 

5 7 2 Hoppin, 11An Unrecognized Polyphonic Lai, 11 pp. 93-95, and Medieval 
Music (New York, 1978), pp. 407-09. See also Fallows, 11Lai, 11 p. 37lb and 
table, p. 374. 

It should be remembered that the above articles on these lais predate the 
assertion that MS E dates from the early 1390s, approximately fifteen years 
after the death of Machaut. 

573 Hasselman and Walker, 11More Hidden Polyphony, 11 p. 8. Both lais are 
ascribed to Machaut in the MS: L23 is announced on fol. 12Sr: Item un lay 
de consolation Guillame Machaut, and after L24 (fol. 129r), the lai section 
ends: Explicit. Cy fine un autre lay de Guillaume Machaut. Deo gracias. Of 
the nineteen lais-rn~E~s~ax=e-specifically ascribed in the above or 
in similar manners (following the order in the MS): Ll, Lll, L3, LlO, L23, 
Ll3, L24, 
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the choice of rhymes: forty-seven different rhyming syllables are employed 

in the course of the work.57 ~ And at the level of the individual strophe, 

the metrical scheme, thus the melody, of Ll is more complex to begin with 

than for the other lais. Schematically, the meter and rhyme of the first 

strophe can be represented as follows {capital letters denote masculine 

rhymes, lower-case letters, feminine rhymes, the latter counted here without 

the weak final syllable): 

AAAAb AAAb / bbbbA bbbA // ccccD cccD / DDDDc DDDc //, 
84448 8448 84448 4448 84448 8448 84448 4448 

Figure 4.2 represents the notation of the first strophe in the main MSS. 

The first half-strophe appears with music, while the text for the second 

half is laid out below in columns.575 

The MS notation appears to be most efficient and economical. The second 

half of the strophe is to be sung to the same music, as is each half of the 

succeeding strophes. But the second half of the text cannot be fit to the 

music provided without adjustments. As the above schematic diagram of the 

form of the strophe indicates, the rhyme scheme for the second half of the 

strophe is varied in that feminine and masculine rhymes are exchanged, mak-

57 ~ Strophe I: -ay, -ie / -aire, -ait; II: -ient, -nir / -ente, -ent; 
III: -pris, -ure I -ure, -mer; IV: -eint, -eindre I -our, -es; V: -ueil, 
-ire I -ort, -oir; VI: -age, -vis/ -my, -iere; VII: -ree, -art/ -las, 
-lasse; VIII: -saut, -te I -gier, -ance; IX: -roj·, -endre I -einne, 
-ains; X: -oint, -ointe / -oing, -eure; XI: -it, -ert I -oie, -euse; XII: 
-eii, -iie I -ine, -in. Strophe III, on 11-ure, 11 is the only case of reuse of 
a rhyme. It can be seen that masculine and feminine rhymes fall in differ­
ent places in each strophe, seen. 576 below. 

575 In the following musical examples, the text and music are not writ­
ten in the modern manner, with proportionally equal distances between notes 
of the same rhythmic value, and with words of the text divided into sylla­
bles. Rather, closer to the manner of the original sources, the text is 
first written out in lines that are easy to scan, and the musical notes are 
spaced as necessary to fall above, or a little to the right of, the syllable 
set. Occasionally, a word is divided to accommodate melismas above. The 
examples do not aim to reproduce the layout of any particular MS, 
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Loyaute que point ne delay. Vuet sans de- lay. Que face_un lay. 
,.... 

t:f f Ga J. J j J lz J J ,1 m J.1.IJ l J 
.. 

Et pour ce l 1ay. Commencie seur ce qu1 il me lie. En amours 
r-,n 

• 1 r ~J r r' 1 t r 
dont si me navray. Que mon vivre ay. Tant com vivray. Mis - 6 .., rr 

sans oster en sa bail- lie. Mais vos cuers point ne s•amol-

C.r n r t 'rr t r r r1 , 1 J JJ J J j 
lie. Dame io;!e· Eins contralie. \ chiere lie. Le mien dont 

d lIJa J -1 r p rt r r Prr r r ,., 
iamais ie n•avray. Joieuse vie. Car mors m•envie. Dont ie 

n.-. 

e ft?r r l J J 1 • 
devie. s•en vo gentil corps cuer n•a-vray. 

Sine say de quele part traire 
Puis que contraire 
Pour moy detraire 
M'estes n'attraire 

Ne puis de vo plaisant attrait 
Riens qui ne soit pour moy deffaire 
Qui sans meffaire 
Weil toudis faire 

Vo service en dit et en fait 
Las einsi de voloir parfait 

Vos cuers qui fait 
M'a me deffait 
Sans nul forfait 
Mais pour ce n•en verrez 

retraire .• 
Le mien que trait 
Aves d1un trait 
Qui le detrait 
Si qu•a la mort m•en 

convient traire 

Figure 4.2: Strophe I of Ll in the Main MSS 
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ing it necessary to add or subtract an extra note at the end of each 

phrase. 17 ' Only in MS E (fols. 107r-108v}, is the music for the second 

half-strophe written out in full, and the adjustments for the subtly differ-

ent syllabic scheme made. Instead of merely repeating a pitch to set the 

feminine rhyme, descending seconds are used to link those musical phrases 

whose last note is the same as the first note of the following phrase. 

Where the original melody sets the feminine syllables with steps of a sec-

ond, the extra music in E retains these in ligature for the masculine sylla-

ble in the corresponding position in the line. 577 The descending second 

links the musical phrases, and therefore had to be retained. What was left 

to the conventions of performance practice in the Machaut-supervised sources 

is explicitly notated in MS E. 571 

Ll is an unusual lai, and it is understandable that the notation for its 

proper performance was made as explicit as possible in a later source: the 

revision probably also indicates that the work was actually performed at the 

later date. 

576 For the succeeding strophes, the pattern of masculine and feminine 
rhymes changes between every strophe except between IV and V, and between VI 
and VII: I) Mf/fM, II) MM/fM, III} Mf/fM, IV) Mf/MM, V) Mf/MM, VI) fM/Mf, 
VII) fM/Mf, VIII) MM/Mf, IX) Mf/fM, X) Mf/Mf, XI) MM/ff, XII) Mf/fM. 

577 Compare, in the fifth line of Figure 4.2, the setting of the syl­
lables "[contr:a]-lie" and "lie" with the setting of the syllables 
11[de]-fait 11 and 11[for]-fait 11 in the fifth and sixth lines of Figure 4.3. 

571 Certain lais of the thirteenth century are notated in such a way as 
to require large-scale reconstruction on the part of the performer. An 
example is "En entente curieuse" (Lai de Notre-Dame) of Ernoul le Vieux. A 
facsimile of the opening of the lai from F-Pn fr. 12615 (Noailles) is 
printed before p. V of the edition of Alfred Jeanroy, Louis Brandin and 
Pierre Aubry, Lais et descorts fran~ais du XIIIe siecle: texte et musique 
(Paris, 1901) .-- - - -- -- -
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tJ 1 J f11 r J r f &~ f 
Sine say [de] guele part traire. Puis gue contraire. [Pour 

r"\M 

d r r i:J r r ea J ,', p 1 J J J , J 
moy detraire.] M'estes n'atraire. Ne puis de vo plaisant 

,... ,.., .., 
1 ~sHIJ J J t r f ~ur, r p r r 

atrait. Riens gui ne soit pour moy deffaire. Qui tous iours 
,-, .., 

314 

faire. Vueil san? JD,e~faire. Vo service en dit et en fait. Las 

e •rr r r t trn u r r 1 'n r r 1 ~ 
ainsi de vouloir parfait. Vo cuers gui fait. M'a me deffait. 

J J J hJllr pilI r 
,...., 

f 
Sans nul forfait. Mais pour ce n'en verres retraire. Le mien 

• t r r r r t •r r t 1r r ffl r J J J 
que trait. Aves d'un trait. Qui le detrait. Si gu'a la mort 

, J J llIJ 1 J-1 
m'en convient traire. 

Figure 4.3: The Second Half-strophe of Ll in MS E 

Among the other lais in MS E, there are several instances in which 

large-scale alterations are made in the layout of the music and text. There 

are but two common forms for the strophe in Machaut's lais. The simplest 
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design, used about thirty-five percent of the time (66 of 187 cases), 579 is 

bipartite. A single metrical pattern is stated twice. The first strophe of 

11Qui n•aroit autre deport" [Reml] is an example: 

ABBCCAAABBCCCA / ABBCCAAABBCCCA, 
73447434474344 73447434474344 

Musically, each half-strophe proceeds without internal repetitions. Of 

course, both halves are set to exactly the same music. 

The MS notation is simple. Since the melody is through-composed, the 

entire text for the first half-strophe is set below the music. The text for 

the second half-strophe is written on the line below the text for the first. 

The performer sings thro~gh the top line of the text, then returns to the 

beginning and sings the bottom .line through to the same music (Figure 4.4), 

More common than this bipartite design is a four-part design for the 

strophe, found over sixty percent of the time (116 of 187 cases). 580 Each 

half of the strophe is subdivided, and the same metrical pattern is stated 

four times. The second strophe of Reml provides an example: 

AAAAb AAAAb I AAAAb AAAAb. 
84488 84488 84488 84488 

All four stanzas are identical in rhyme, meter, and melody, except that the 

melody for stanzas one and three ends with a half-cadence (ouvert), while 

stanzas two and four end with a full cadence (clos). 511 

579 The sample does not include the special case of Ll, nor the lais 
not set to music. Reml is included. 

580 Treatises of the seconde rhetorique always call for a four-part 
design. Jean Maillard, Evolution et esthetique du lai lyrique des odgines 
a la fin du XIVe siecle (Paris, 1961), pp. 363ff:-has""excerpts from many 
treatises:-- --

581 To maintain a consistent terminology, 11stanza 11 refers here to one 
unit of the four-part strophe. 11Half-strophe 11 refers either to a single 
unit of the bipartite design, or two stanzas of the four-part design. 
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..., n ,.., ..., 

l j ,1 i E ~ 
Qui n'aroit autre deport. En amer. Fors dous penser. Et 
En- cor y a maint ressort. Ramembrer. Y- ma- giner. En 

4 r ij r· I n r J o® Jt nn J • r r. 
sou- venir. Avec l'Espoir de joir. S'aroit il tort. Se le 
dous plaisir. Sa dame ve-oir oir. Son gentil port. Le re-

r r 
port. D'autre confort. Voloit rouver. 
cort, Dou bien qui sort. De son parler. 
t ~ n 

e: r rr J r f tfj J ~ • ] j J J 

l j 
Car pour un cuer 
Et de son dous 

sa-ouler. Et sous- te-nir. Plus querir. Ne doit merir. 
regarder. Dont l'entrouvrir. Puet garir. Et ga-rentir. 

~ r r Hd J.1 
Qui aimme fort~ 
A-mant de mort. 

Figure 4,4: Strophe I of Reml 

To the modern musician, the most obvious and economical means of notating 

such a disposition would be to place all four text lines below a single mel-

ody, with the cadential phrase of the first and third lines under the 

ouvert, or first ending, and the cadential phrase of the second and fourth 

lines under the clos, or second ending. This is the layout found in the 

modern editions of the lais, But among the main MSS of the works of 

Machaut, this disposition appears only once, in the lai of the Remede in MS 

C (fols. 26r-28r). It is also found in the rotulus Maggs, an individual 
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Et qui vorroit plus souhaidier. 
Car on ne les puet espresier. 

J ,J J 

r 1 J r r 
Je n•os cuidier. Si fol 
Ne trop prisier. Quant de 
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cuidier. Que cils aim-me de cuer entier. Qui de tels biens 
legier. Puelent de tous mauls a- legier. Et faire par ,... .... ,..... ... ,.., 
I ~ t 1'~fij ~· ~- j l~ ~ ,i,1 ~ i~ 
n•a sou- fisan- ce. Car qui plus quiert il vuet trichier. 
leur grant puissan-ce. Un cuer na- vre sain et legier. 

,... n 

1
1 f 1 J J 

S'Amours tant chier. 
Sans nul dan-gier. 

L'a que fichier. Deingne par l'ueil de 

,... ,...., Et es-logier. De mal et de joie_ ..., ,.... ,., 

son archier. En son cuer d'eaus la cognoissan-ce. 
a-prochier. Seu-lement de leur ramembran-ce 

Figure 4.5: Strophe II of Reml 

copy of Machaut•s Ll2.s12 

In the central Machaut sources CAF-GVg(B), except for the single example 

of MSC cited above, the texts for stanzas one and two are always written 

out continuously in one line of text, with stanzas three and four written 

out on the line of text immediately below, exactly analogous to the notation 

of half-strophes in the bipartite structure. The complete music for both 

the ouvert-phrase and the clos-phrase is then written in one continuous line 

s1 2 See above, n. 67. 
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above, one phrase after the other. The performer sings the first two 

stanzas as a single unit, and then returns to the beginning to sing the sec-

ond text-line (stanzas three and four) to the same music. The same musical 

phrase was notated twice, though only the cadence at the end of each half 

was differentiated. Schematically, the pattern can be represented as fol-

lows: 

l·o 2-c 
3-o 4-c //. 

The need to write out a large amount of music twice was not a cause for con-

cern to the scribe. This layout was easier for the text scribe to notate, 

since the long lines of text could be written out continuously, without 

adjustments in the spacing of words for the ouvert and clos cadences. 513 

Since this is the disposition found in the complete MSS prepared during 

Machaut•s lifetime (with the exception of Remlin MSC), he must have pre-

ferred it. It is even in appearance and clear to read. Figure 4.5 is an 

~ example of such~otation. 

MS Eis again the exception. In several of the four-part strophes, the 

text of the second stanza is written below the text of the first stanza and 

the ouvert/clos notation employed. The procedure is repeated in the second 

half-strophe for stanzas three and four: 

1-o 3-o 
2 -c I 4 -c //. 

The third strophe of 11Amis t 1amour11 [LlO, Le lay des dames] in Eis as an 

example of this format (Figure 4.6). 514 Compare the notation of the same 

513 In any case, the disposition eliminates the need for the ouvert/ 
clos. Compare the notation of the lais in F·Pn fr. 146. 

514 See New Grove, XVII, 596 for a facs. of an opening of 11Pour ce 
qu1on11 [L3] E(fols. ll4v-ll5r), demonstrating the MS appearance of this 
notation. 
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Se 'ie he voy tem-pre-ment. Ton faitis corps gent. Car 
Pour desir qui si griefment. M1assaut et es-prent. Qu1en 
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i 11iffl r ~ lt~p ,. II 
vrai-ement. Lon-guement. Ence point durer ne puis. 
mon dolent. Cuer souvent. Morte m•es-peren- ce truis. 

Car souvenirs ne me rent. Nul al-le-gement. Fors grief 
Et ie de toy freme-ment. Croy que nullement. o•es-ba-

tourment. Qui m•aprent. Ha-ir mes jours et mes nuis. 
tement. N1as talent. Et qu•en riens ne te de- duis. 

Figure 4.6: Strophe III of LlO in MS E 

A third strophe design employed by Machaut is bipartite, but partakes of 

the four-part design in that a partial repetition of a metrical pattern 

within the half-strophe allows for partial repetition of music, while the 

remainder is through-composed. This design occurs only five times in the 

187 strophes in the sample.sis An example is the fourth strophe of L3: 

AaB AaB Ba aB aB / AaB AaB Ba aB aB. 
775 775 77 77 77 775 775 77 77 77 

SIS L3, str. IV; LS, str. III and XI; L6, str. VII; LlO, str. IV. 
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Se ie ne voy temprement. 
Quant souvenirs ne me rent. 

et q t 

J + r 
Ton faitis corps gent. Car 
Nul ali- ge- ment. Fors 

vrai-e-ment. 
grief torment. 

Lon-guement. Ence point du-rer ne puis. 
Qui m•aprent. Hair mes iours et mes nuis. 

Pour desir qui si griefment. M'assaut et esprent. Qu1en 
Et ie de toy fer-me- ment. Croy que nullement. D'es-

mon dolent. Cuer souvent. Mor- te m•es- pe-rence truis. 
ba-tement. N1as talent. Et qu•en riens ne te deduis. 
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Figure 4,7: Strophe III of LlO in the Main MSS 

Within each half, a melodic phrase is repeated for the first two segments; 

repetition of another phrase serves for the last two segments. In this 

instance, the ouvert/clos distinction in the cadence is maintained only for 

the last two segments. 

In the central Machaut MSS, the notation of such irregular strophes 

offers no problems, since the complete music for each half was written out 

without recourse to the shorthand ouvert/clos notation. In MS E, however, 

three of the five instances of irregular strophes are recast to allow use of 

ouvert/clos endings. The result is similar to the way these strophes appear 

in.the modern editions. 
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Each of the four other cases of irregular strophe designs is formally 

distinct. For example, strophe IV of "Amis t 1amour11 [LlO, Le lay des dames] 

has the following metrical scheme: 

aB aB BaBBaB / aB aB BaBBaB. 
73 73 777373 73 73 777373 

e J. J j 
C'est ce dent plus me de-mente. Carie croy. Tel anoy. Pour 
Dont amis que ton cuer sente. 

moy corn ie l 1ay pour toy. Lasse chetive dolente. Bien hair ma 

eUtl!Bl J ij~ j t J. j ) f &r (2 [K1 J i J 
vie doy. Quant je voy. Que tous ces maulz nous presente. Bonne 

eJ M l. J J r &r 
foy. Car ie t'aim en vraie entente. Et tu moy. De 

Et pour ce ainsi nous tourmente. le desroy. 

( 
t 

fortune qui n'a loy. Qui m'esloingne ta 5.ouvente. Dont tous 

d t tr t,il 1 liPJn1 J J r vr ~, rtiP 
les iours en recoy. Sanz arroy. En guises plus de cinquante. 

Me desvoy. 

Figure 4.8: Strophe IV of LlO in MS E 
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The layout employed by MS E (Figure 4.8) should be compared with the 

notation in the other MSS (Figure 4.9). 

c•est ce dont plus me demen- te. Carie croy. Dous a- mis 
Car ie t'aim en vraie enten-te. Et tu moy. Et pour ce_ 

• r tt u Gu J 1 ,; l I r r ' fffi r 1r 
que tes cuers sen-te. Tel anoy. Pour moy quen ie 

einsi nos tourmen- te. Le desroy. De for- tune 

t iqtt rt I J. l J t 

lay pour 
qui na 

toy. Lasse che- ti-ve dolente. 
loy. Que mes long ne ta iouvente. 

Bien ha- ir ma vi- e 
Dont tousles iours en re-

doy. Quant ie voy. Que tous ces maus nous presen·te. Honne 
quoy. Sans arroy. En gui- ses plus de cinquan-te. Me des-

foy. 
voy. 

Figure 4.9: Strophe IV of LlO in the Main MSS 

·Table 4.1 summarizes the various strophe designs and their notation in MS 

E. 

The different layout on the pages and the intelligence displayed in sim-

plifying and embellishing the stereotyped melodic elements of the Machaut 

lais in E presupposes some skill on the part of the revisor. In some cases, 
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TABLE 4.1 

Special Notation of Lais in MS E 

Reml. 

As MSS: I V VI VII VIII IX X XI XII 
Special: II III IV 

Strophe II: disposition as in MSS, but ouvert-clos endings indicated in the 
music, although no clue for this given by the disposition of the text. 
Thus, if str. II were performed by observing the ouvert-clos notation, the 
order of the verses would be changed. Strophes III-IV: text disposition for 
ouvert-clos notation, but space for clos not left by the text scribe. There 
are sub~tantive musical variants in E in strophes II, (V), IX and X. In MS 
C, all strophes but I and XII are written with ouvert-clos endings. The 
shortest possible notation is used, with four lines of text below each line 
of music. In MSC, the scribe correctly notated the text for the ouvert­
clos endings. The notation of the irregular strophe XI (still in symmetri­
cal halves) in c is unique: 

L1. 

aaB aaB 
888 888 
aa aB I aa aB //. 
88 88 88 88 

The addition of a performance solution in MS E for the changing patterns of 
feminine and masculine rhymes is discussed above. 

L2. 

As MSS: I VII 
Special: II III IV V VI 

L3. 

As MSS: I VI VII XII 
Special: II III IV V VII IX X XI 

Strophe IV has an irregular disposition: 
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AaB-o 
775 
AaB -c Ba aB-o 
775 77 77 

aB -c I 
77 

AaB-o 
775 
AaB -c Ba aB-o 
775 77 77 

aB -c //. 
77 

324 

The text disposition of Strophe XII is as in MSS, but it is notated with a 
final ouvert-clos, even though the two endings are exactly the same. 

LS. 

As MSS: . VI VIII IX X XI XII 
Special: I II III IV V VII 

Strophe III has an frregular disposition: 

L6. 

AaB-o 
775 

AaB-o 
775 

AaB -c BaaBaB / AaB -c BaaBaB //. 
775 777777 775 777777 

Text disposition as in MSS, including the irregular Strophe VII. 

L7. 

Text disposition as in MSS. 

LlO. 

As MSS: X XI 
Special: I II III IV V VI VII VIII IX XII 

Strophe II is corrupt in E, with the entire second half left out (can this 
be an example of the scribe unsucessfully making the alteration in disposi­
tion?). 

Strophe IV has an irregular disposition: 

aBaBBa aBaBBa 
737377 737377 
aBaB / aBaB //. 
7373 7373 
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L12. 

As MSS: V VI IX X 
Special: I II III IV· VII VIII XI XII 

Even though the text scribe did not lay out the text for ouvert-clos nota­
tion, the music scribe copied the music in that manner for the ei~t 
strophes listed above. Performance would of course have changed the 
intended order of the verses. 

L14. 

Text disposition is as in MSS. 

L15. 

As MSS: I V X XI XII 
Special: II III IV VI VII VIII IX 

L16. 

Text disposition is as in MSS. 

L17. 

Text disposition is as in MSS. 

L19, 

Not in MS E. 

L21, 

Not in MS E, 

L22. 

Text disposition is as in MSS. See pp. iS~ff above for a discussion of the 
special notation used for this lai in MS c. 
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the transformation could conceivably have been realized by a scribe copying 

from an exemplar with a format similar to that of the central sources. In 

other cases, the reworking was probably independent and prior to the copying 

of the MS, The lack of uniformity in the lai collection (some transformed 

in one way, some in another) indicates that the collection derived from sev-

eral exemplars, not from a single, uniform collection. There are several 

examples of intentional emendation of the original shape of the musical 

texts; someone was actively understanding and interpreting the notation. 

Far from being outmoded, the lais of Machaut were still cultivated in the 

late fourteenth century. 

Returning to a consideration of the two polyphonic lais, unica in E, 

Machaut•s authorship appears doubtful. Anyone with the ability to recast 

the page disposition and melodic characteristics of Machaut•s lais would 

necessarily be keenly aware of their sectional musical and metrical proper-

ties. 516 Perhaps the same person could have written new lais involving the 

innovative sectional combinations necessary for the performance of the two 

polyphonic lais. Alongside the complex music of the ars subtilior, probably 

not performable except by a few well-trained musicians, it would seem that 

the simplicity_ of the lai found its adherents. 587 

516 To complete the information in the above Table, L23 is notated in E 
with all strophe-halves employing the ouvert-clos notation; L24 has no 
strophe with special notation. --

517 A simple lai of the early fifteenth century is found in a MS (F-Dm 
2837) discovered by Craig Wright in Dijon: "A Fragmentary Manuscript of 
Early lSth-Century Music in Dijon," JAMS, 27 (1974), 306-15, Wright states 
(pp. 310-11): "While it would be premature to claim 'De cure je soupir"!' as 
the latest surviving lai presently known, it seems apparent that the lai was 
a viable musical form well into the lSth century." 
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Notational Variants 111: The Transmission of Motet 8 

The process of establishing the text for a work provides a focus for ques-

tions that range far beyond that individual work.511 A single motet will 

serve here as an example. 11Qui es/Ha Fortune/Et non est" [MS] appears in 

all six of the main Machaut MSS (CAF-GVg[B]E), and is also complete in I-IV 

115 and F-CA 1328. The triplum and tenor are transmitted in the preserved 

portion of F-Pn n.a.f. 23190.519 

MS was a popular work in its day. It appears in more extant sources than 

any of the other Machaut motets. Further, the texts alone of the triplum 

and motetus~with attribution~appear in a·MS of French poetry now conserved 

in Stockholm {S-Sk Vu 22), 59° Chaucer apparently knew the piece; several 

verses of his early Book of the Duchess {1369) were modeled on verses of the 

triplum text of M8.s91 

su Cf. Georg von Dadelsen, 11Ueber den Wert musikalischer Textkritik, 11 

p. 44, 

519 Modern editions are Ludwig, Musikalische Werke, III, 30-32; 
Schrade, PMFC, II, 134-36; Hoppin, Anthology of Medieval Music, No. 61, pp. 
134-39. 

590 See Ludwig, Musikalische Werke, II, 16a*, and Piaget and Droz, 
"Recherches sur la tradition manuscrite de Villon, 11 No. 84-84 bis, p. 251. 
The text of R20 and all but the first 152 vv. of Behaingne are also found in 
this MS. MS is the only motet of Machaut to come down to us in a MS con­
taining texts only. 

591 See George L. Kittredge, "Guillaume de Machaut and The Book of the 
Duchess," Publications of the Modern Language Association ofAmerica,30-
(1915), 10-12, Kittredge also found evidence of Chaucer•s""Indebtedness to 
Machaut's motets 3, 7, and 9. A complete bibliography up to 1928 of 
Chaucer's use of Machaut•s works is in Ludwig, Musikalische Werke, II, 33*. 
A more recent study is the book by James Wimsatt, Chaucer and the French 
Love Poets (Chapel Hill, 1968), Williams, "The Music of Guillaume de 
Machaut,11 p. 174, n. 1, points to the popular subject matter as a reason for 
the motet's popularity. 
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There are other clues to the motet's wide popularity. A copy of Vitry•s 

Ars ~' formerly belonging to the library of the abbey of St.-Victor in 

Paris, cites the motet as an example of tempus imperfectum minor, our modern 

2/ 4 tilr·~. 1 92 Indeed, MB may be quite an early example of the use of duple 

time with duple prolation. Of the more than fifty isorhythmic motets listed 

by Besseler in his article of 1927, only four use this mensuration, two of 

which are by Machaut, M7 and 8. 593 Discoveries made since Besseler confirm 

the impression that the isorhythmic motet in tempus imperfectum minor is 

rare, its place no doubt usurped by the emerging polyphonic secular song. 594 

A second widely transmitted motet in duple·mensuration, 11Degentis vita/ Cum 

vix artidici 11 (not listed by Besseler), may provide further evidence of the 

compelling qualities of MB. It seems to be directly modeled on Machaut•s 

motet, with a similar opening motif, similar melodic figures, and similar 

use of syncopated sections in lieu of hocket to signal the ends of iso-

rhythmic periods.s,s 

. . 

592 Ed. Reaney, CMH, VIII, 32. 

593 11Studien-II, 11 pp. 222-24. 

594 See the following motets published by Harrison, PMFC, V: No. 3, 
"Febus/ Lanista/ Cornibus11; No. 6, "Post missarum11; No. 23,°""Degentis vita/ 
Cum vix 11 (F-CH 564 version); No. 23a, idem. (E-Bcen 971 version) No. 25 
"Alpha vibrans/ Cetus. 11 Glinther, "The 14th-Century Motet and its 
Development,11 MD, 12 (1958), p. 34, has a chart with comparative statistics 
for prolation,~s well as other rhythmic data, among the Machaut motets, the 
Machaut chansons, the Ivrea motets, the Chantilly motets, and the Chantilly 
chansons. Figures for tempus are not included; nevertheless, the tabulation 
brings out the "predominance of duple pr[olation] among the chansons and its 
relative absence in the motets" (p. 35). Further refinement of the position 
of Frobenius (see above, n. 123) may add to the picture. 

595 Ed. Harrison, PMFC, V, No. 23, pp. 116££, and no. 23a, pp. 124ff. 
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The notation of minor prolation underwent two main developments in the sec-

ond quarter of the century. These include the ability to notate chains of 

syncopation simply, and the point of addition. 596 MS contains practical tes-

timony for both (see Table 4.2, as well as variants 4, 6, 8, 9 and 10 in 

Table 4.3 below).s,1 

TABLE 4,2 

Variants in Repeated Notes in MS 

Hot. 32/1-32/4 ~VgBAGCE~ 
(Trem: lacking) Iv ~aB 

Tr. 32/1-34/3 3:EvgBAGCE =.:::t= 
~Trem ~IvCaB 

Mot. 42/1-43/1 :::±:ct:t:::vgBAGCE*~ 
(Trem: lacking)~Iv ~CaB 

Tr. 50/4-53/1 
~!BAGCE ~CaB ~rem 

*: E with Bb in signature. 

596 Syncopation is treated in Gunther, "Die Mensuralnotation, 11 pp. 
25-26. Little study has been made of the dot of addition, but see the brief 
mention in an article of M, Bent cited below (n. 601), 

597 Besseler•s shorter sigla are employed in the table. 
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Some variants show a conflict between the employment of repeated notes on 

a single pitch, as opposed to a syncopated reading. Ursula Gunther has 

pointed out that pitch repetition used where a syncopated reading was possi-

ble is characteristic of earl.y .works,591 . and she defends Ludwig's editorial 

practice of connecting two repeated pitches with a dotted tie. This prac-

tice highlights places where repeated notes might be indications of an 

embryonic form of syncopation, and interpreted as such by the performers. 599 

It has not been emphasized, however, that the sources themselves show great 

variety in the notation of such passages. Variants from MS include many 

examples of scribes interchanging the forms, and not in a uniform direction 

between the sources. Only a single instance in MS involves a question of 

text setting~the other cases occur in settings of single syllables. One 

cannot be sure, of course, whether such variants truly reflect a stage of 

development of the notation, or whether later scribes were modernizing the 

rhythm. 

The argument can be taken a step further. As noted above, p. 3()l., 

the most frequent mechanical error in copying Machaut's music is the place-

ment of one or a small group of notes a step too high or a step too low. 

Such errors often occur in passages involving repeated notes, and the ten-

dencies of the scribe can be studied. Frequently, the scribe's copying 

591 Gunther, "Die Mensuralnotation, 11 p. 25: "Derartige 
Tonwiederholungen in der textierten Stimme sind bei spaten Werken Machauts 
ausgesprochen selten. Sie scheinen in weitem Masse durch synkopierte 
Rhythmen ersetzt zu sein. 11 

599 In some instances, notes which in the source occur as repeated 
notes are combined in modern editions to form syncopations or dotted notes. 
This happens especially frequently in the volume of lais prepared by 
Besseler. In all cases, whenever either Ludwig or Besseler did this, the 
emendation was mentioned in the critical report; it is always possible for 
the scholar to restore the original reading. Schrade uniformly restored the 
MS readings in his edition. 
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error has the effect of reducing the number of repeated pitches. But since 

a syncopated notation made the use of two notes on the same pitch unneces-

sary, increased usage of syncopation facilitated the copying of music by 

reducing the possibility of error. Thus, the question of variants involving 

repeated notes provides a curious overlap between compositional practice and 

scribal practice.600 

The variants in one source transmitting MS raise questions about the 

development of the dot of addition. It is not certain when this notational 

feature was generally accepted and understood by practicing musicians. 601 In 

F-CA 1328 however, minim rests are clearly and consistently used in every 

instance where the other MSS have the dot of addition. This usage may 

reflect a regional peculiarity~perhaps a certain group of performers or a 

certain scribe was not yet familiar with the new employment of the dot. Or, 

the representation of the rhythm with the minim rest may represent a kind of 

600 The question of possible ties between repeated pitches is raised 
for a much later repertory (GB-Ob 213) in Schoop, Entstehung und Verwendung, 
p. SS. See also Schoop, p. 81: long notes were broken up in F-Pn n.a.f. 
4379 [PC III], apparently for performing purposes. Also, GB-Lbl Tit. A.xxvi 
offers some interesting parallels in regard to the rhythmic breaking-up of 
longer note values (Schoop, p. 82). 

601 Most fourteenth-century theorists do not admit the term punctus 
additionis, distinguishing only the punctus divisionis and the punctus per­
fectionis. This is true of the various treatises of Johnannes de Muris-:--See 
Ulrich Michels, Die Musiktraktate des Johannes de Muris, pp. 36 and 117-18. 
Following this practice also is the Tractatus practic"e""de musica mensurabili 
of Prosdocimus de Beldemandis, CS, III, 213b: 11punctu;-perfectionis perfi­
cit figuram cui additur tam in imperfectione sue mensure quam in ipsius per­
fectione.11 M. Bent emphasized the ambiguous nature of the punctus addi­
tionis in 11A Preliminary Assessment of the Independence of English Trecento 
Notations, 11 L'Ars nova italiana del trecento, IV (Certaldo, 1978), 65-66. 
The Vitry motets make no use of it, nor is it known in fourteenth-century 
English music before the GB-Lbl Add. 40011 Band GB-Lbl Add. 57950. 
Apparently the use of the punctus additionis belongs to a stylistic evolu­
tion in France in the first third of the century, as yet undocumented, in 
which Machaut may have played a central role. 
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11embryonic form" of the rhythm represented later by the dot of addition. 602 

By examining the variants of MS in a systematic way, it is possible to 

explain the relationship between some of the MSS on genealogical 

( 11stemmatic11) grounds. 603 Variants with significant shared differences 

( ••conjunctive errors"), in which two or more MSS agree on a different read-

ing, can be reduced to ten. 60 • Two variants separate a group of four MSS 

from the main group: {CAF-GVgB:ETremCaBiv} (Tr. 7 and Tr. 8, see Table 

4.3). 605 The remaining eight variants subdivide the three peripheral MSS 

into three different pairings. The firmest grouping, based on five vari-

ants, is {CaBiv} (Tr. 3, Tr. 5, Tr. 9, Tr. 10, Hot. 6). The group {Tremiv} 

is supported by two variants (Tr. l, Tr. 2). Finally, a single variant pro-

vides the grouping {TremCaB} (Tr. 4). Such patterns are clear enough to be 

represented schematically: 

l. On the basis of variants Tr. 7 and Tr. 8, a common ancestor (11x11] con-

taining these readings is postulated. In other words, two errors distin-

guish 11x11 from the exemplar of the main MSS, two errors that were in turn 

transmitted to the group {ETremCaBiv}. 

602 The scribal error of.] ~or~ is frequent in MS B. 

603 See the works cited inn. 477 above. Bruce Metzger, The Text of 
the New Testament, pp. 159-75, has a good critical survey of developments in 
textual criticism. See also Thorpe, Principles, pp. ll3ff, and the bibliog­
raphy there. An excellent overview of the presuppositions inherent in the 
genealogical method is Eric Hicks, ed., Le debat sur le Roman de la Rose, p. 
lvi, prefacing a study of some texts (some of which are holograph} o-f­
Christine de Pizan. 

60 ' The preliminary study was based on variants of pitch and rhythm 
only. Variants such as clef changes, ligatures, accidental placement, etc., 
are left aside for the moment. 

605 For convenience, Besseler's shorter sigla are employed here. 
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TABLE 4.3 

Conjunctive Variants in MS 

!. Tr. 8/3-9/1 ~VgBAGCE * 
........ --- CaB Tremiv t ,e:,.t---

3. Tr. 32/1-34/3 3:EvgBAGCE~ 
~Trem ~ CaBiv 

Rt:G.l 

4. Tr. 40/4-41/3=t::==VgBAGCE ._..i.,.._ __ 
p::.:= Iv £ • • TremCaB 

5. Tr. 46/2-47/1:::.::Fl=VgBAGCE~ 
t===l===Trem ~ CaBiv 

6. Hot. 48/2-50/l l ! ! • • YgAGCE L 4 L • • 
Lacking: Trem.1 ~1---- CaBiv 

7.Tr. 48/1-49/2 l •• l 

VgBAGC l . E 
-tli:-•--- TremCaBiv 

8. Tr. 49/2-50/1::::;::+:+::=vgBAGC • I l i E 
~ ._ TremCaBiv 

333 
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9. Tr, 94/l-94/3*VgBAGCE l ii 
r- Trem -!!!,.......----CaBiv 

10,Tr, 104/2-105/2~VgBAGCE~ 
~Trem ~ CaBiv 
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2, Since the remaining eight variants do not include MS E (E agrees in 

each case with the main sources), these represent eight further 

("separative") errors introduced by the common ancestor of TremCaBiv. 

Therefore, MS E may be extracted from the rest of the group: 

{(E)TremCaBiv}. 

3. Five variants establish a termination for CaB and Iv, A second hypo-

thetical MS [11z11) introducing these five differences is therefore postu-

lated. 

z 
I \ 

CaB Iv 

4, Since Trem does not contain any of the five variants relating CaB to 

Iv, it stands at a stage before the introduction of these errors, and we 

would expect that all three MSS would be linked in this middle stage. 

However, the position of Trem in the scheme is ambiguous. At one point it 

is associated with Iv only, at another with CaB only. Either Iv corrected 

Tr. 4~not impossible, even without access to a better MS~or CaB corrected 

Tr. 6 and left out the sharp in Tr. 2, This latter might be accepted, but 

independent correction of Tr. l appears a remote possibility unless one 

allows correction from a source not containing the error, 606 suggesting one 

' 06 Known as contamination. See Maas, "Textual Critic ism, 11 p. 889. 
The definition of Kenney is useful: 11 ••• more than one textual state may 
coexist in a single witness" ("Textual Criticism, 11 p. 19lb), 
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or the other of the following schemes: 

x 
I \ 

I E 
y 

/.\ 
z: Trem 

I\: 
CaB Iv 

x 
I \ 

I E 
••••• y 
. I \ 

z Trem 
. I \ 

CaB Iv 
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The genealogical arrangement of the sources indicates that {ETremCaBiv} 

ultimately derive from a single source (not extant), and that this source 

[ 11x11] was not a source for MSS CAF-GVg(B).607 Though geographically widely 

distributed, the transmission is restricted: MSS from the north (CaB), from 

!le-de-France (Trem), and from the south (Iv) all have related readings. 608 

The two MSS genetically closest {CaB and Iv), though related through agree-

ment of repertory, and probably also chronologically, are not related geo-

607 Essentially the same results can be derived from information in 
Wolfgang Domling1s discussion, 11zur Ueberlieferung, 11 pp. 191-92. Demling 
notes six conjunctive errors linking CaB and Iv (probably the five noted 
above, i.e., Tr. 3, Tr. 5, Tr. 9, Tr. 10 and Mot. 6; in addition, a text 
variant is included, mm. ll-12), One conjuctive error links {ETremCaBiv} 
(probably the variant Tr. 7 was not included because of the plica in CaB). 
One conjunctive error links {Tremiv} (Tr. 2 not included?). The conjunctive 
error Tr/ Lf , linking {TremCaB}, is not noted. Taken with the statement, p. 
192, that 11die Machaut-Ueberlieferung dieser drei Quellen [TremCaBiv] 
scheint auf die Vorlage fiir E zuriickzugehen,11 we see that the leftmost 
stemma proposed above is derivable from Domling's list of variants. 

601 Domling1s initial statement (11Zur Ueberlieferung, 11 p. 191) about 
the three sources is misleading: 11Diese Quellen aus dem letzten Viertel des 
14. Jhs. iiberliefern, dem Stil des Repertoire von Avignon folgend, dem sie 
angehoren, vor allem Motetten von Machaut •••• 11 They do not all date from 
the last quarter of the fourteenth century, nor do they all follow the 
Avignonese repertory. On CaB, see David Fallows, 11L10rigine du Ms. 1328 de 
Cambrai,11 p. 277 (Cambrai as the place of origin of the MS)1 and Hasselman, 
"The French Chanson in the Fourteenth Century, 11 p. 15-35. On Trem, see 
Droz and Thibault, "Un chansonnier de Philippe le bon, 11 Besseler, 
11Studien-U, 11 pp. 235-41, and Wright, Music at the Court of Burgundy, pp. 
147-58. On Iv, see Besseler, "Studien:Y:..and Gunther, "Problems of Dating 
in Ars Nova and Ars Subtilior, 11 L'Ars nova italiana del Trecento, 3 
(Certaldo, 1975), 293. Also Gunther, "Sources, MS, §VII, 3, 11 New Grove, 
XVII, 663b. Besseler tied Iv to the repertory of Avignon; Gunther~ci­
ates it with Gaston Febus. 
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graphically. 609 When tentative dates are attached to the MSS, the results of 

the genealogical analysis may seem surprising. The presumed dates fall in 

inverse order on our family tree of sources: 

x 
I \ 

I E (1390s) 
y 

I \ 
z Trem {before 1376) 

I \ 
CaB Iv (both begun after c. 1360-65). 

This is possible because the proposed stemma makes no claims about the 

intervening number of sources. 610 The version of the piece in MS E might 

easily have derived from a less error-ridden source, since it was copied for 

a patron close to Machaut, at a court where some works of Machaut were still 

actively performed, even long after Machaut•s death. 611 In spite of the span 

of years between the sources, the genealogical analysis indicates that the 

transmission of MS is remarkably uniform and consistent~no changes were 

wrought upon the motet at the outlying centers that mask the ul~~mate deri­

vation of the readings. 

609 Gunther. in Ne~ Grove places the corpus of Iv at c. 1365: see also 
Gunther, "Problems of Dating." CaB can be placed at about the same time or 
earlier, see Arlt, Aspekte der Chronologie, 11 pp. 206-07. 

610 Note that it is crucial that all MSS are shown to derive from a 
lost original. Otherwise, chronologically earlier MSS could not derive from 
chronologically later MSS {see Maas, Textual Criticism, p. 52). Put another 
way, it is not possible to draw a tree without the posited sources due to 
dates of the surviving sources. 

611 The state of the text does not depend on the date it was copied: 
late sources could have been copied from a MS nearer to the common ancestor, 
cf. Bowers, "Textual Criticism," p. 921a-b ("recentiores non deteriores"). 
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The analysis of shared errors has provided a theoretical picture of the 

familial relationships among the peripheral sources: these sources should be 

ignored for establishing the text of the motet. A central goal of the 

application of the genealogical method, the elimination of derivative 

sources, has therefore been attained. 612 Recension has eliminated the need 

even to examine any of the readings in these MSS. But the two modern criti-

cal editions of the work print musical readings deriving solely from F-CA 

1328, the source most distant from the earliest textual state according to 

the stemma, and it will therefore be necessary for us to consider some read-

ings unique to this MS. To a large extent,· the real interest of the trans-

mission lies in these unique readings. One can thereby catch glimpses of 

local practices and interpretations of the musical notation. The genealogi-

cal method was designed to gloss over individualities, because the local 

usages of medieval scri~~s were of no interest to those scholars of 

Classical literature who developed the method. Their real object of concern 

lay centuries removed from the dates of the MSS. In the repertory concern-

ing us here, however, these local usages, contemporary evidence of local 

practice and chronological developments, are of primary concern. It is not 

surprising that it took a medievalist, the Romance philologist Joseph 

Bedier, to raise serious objections to the application of the stemmatic 

method to medieval vernacular poetry. 613 

Ludwig•s edition is chiefly based on the text of a single MS (Vg), one he 

judged to be the best because it had the fewest errors. Only the obvious 

612 Cf., inter alia, Dadelsen, 11vorwort, 11 p. 15. 

613 Joseph Bedier, ed., Le lai de l'ombre par Jean Renart (Paris, 
1913), Cf. Bent, "Some Criteria~p:-297. - --
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errors are corrected in this basic text.' 14 MS provides the single example 

of a reading from a MS outside the main group taken into the printed text of 

the edition. 

In the motetus at m. SS, both the main MSS and the peripheral source I-IV 

115 have a breve a• on the downbeat, making a dissonant seventh with the b 

in the tenor. 

CAGVgBivTrem 
(mot. lacking 

in Trem) 

CaB 

E 

Tr. 
Ten. 

Hot. 

Hot. 

:1•1P)lplflJ 
1! ft 1J rnm 

11, ft 1pl tll]I 
Figure 4.10: MS, mm. 54-56. 

Two other readings ameliorate the dissonance. MS E has a breve g', while 

F-CA 1328 has a b 1 , filling in the third before the following g• with a 

descending plica (Figure 4.10). It is the version of F-CA 1328 that is 

printed in the two principal modern editions of the motet. On stylistic 

grounds, Ludwig and Schrade preferred the consonant reading of the Cambrai 

MS.'15 The implication is that the peripheral MS F-CA 1328 transmits a read-

' 14 Ludwig thus followed the precepts of Joseph Bedier, who argued 
against genetic editing. Compare how Bedier typifies the base MS in the 
introduction to his 1913 edition of the Lai de l'Ombre, p. xlii: 11[the base 
MS is] celui qui presente le moins souvent des le~ons individuelles, celui 
par consequent qu I on est le moins souvent tente de corriger. !,r LI ayant une 
fois choisi, nous avons pris le parti d 1en respecter autant que possible les 
le~ons. 11 It is clear that today, seventy years later, Bedier•s tenets 
remain valid for most editors of music from MS sources. In MS Vg, there are 
no substantive unique readings, and very few errors. s. Boorman raises 
objections to Bedier in "Limitations and Extension, 11 p. 322, n. 9. 
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ing superior to that of any of the main MSS, thus that the version of F-CA 

1328 descends fr~m a better exemplar. But investing the readings of F-CA 

1328 with authority runs directly counter to the findings of the genealogi-

cal method. However, evidence of corruption was turned up; the tradition is 

i not a simple one.' 1 ' 

In the phrase immediately preceding the one discussed above, F-CA 1328 

and other MSS contain a reading in which another dissonance transmitted by 

the main MSS is ameliorated (variant Tr. 7, one of the variants used above 

in the determination of the genetic relationships between the MSS). In this 

passage, the motetus has a g on the downbeat of m. 49, while the tenor rests 

(Figure 4.11). 

The reading of the main MSS, with the dissonant f, is conceivable, 

although the second reading appears stronger on stylistic grounds if the 

corresponding passages in the other rhythmic periods are compared. Of the 

dir;senting group of MSS {ETremCaBiv}, it is only F-CA 1328 that fills in the 

third g-b with a plica, here an ascending one. 617 

615 Ludwig states in his critical report to the motet that the plica­
reading of F-CA 1328 11• , .die einzige Ueberlieferung der anscheinend besten 
Les art zu sein scheint. • • 11 [Musikalische Werke, III, 32 ( 136)] • Schrade, · 
PMFC Commentary II-III, p. 80, follows Ludwig: 11the CaB version seems to be 
c'o'rrect. 11 Wolfgang Domling, 11zur Ueberlieferung, 11 p. 194, n. 12, argues for 
the main reading (11, •• der frei einsetzende Terz-Sept-Klang ist bei 
Machaut nichts Ungewohnliches11). Finally, Hoppin, following MS A (though 
silently correcting many corruptions in other places), prints the dissonant 
a' of the main MSS. 

616 Kenney, "Textual Criticism," p. 194b: 11for the editor of a contami­
nated tradition~and most traditions are probably contaminated~the lesson 
of recent research is that authoritative evidence may survive even in late 
and generally corrupt or interpolated sources." F-CA 1328 does contain a 
few errors, though not serious ones. MS A by comparison is uncharacteristi­
cally corrupt for this motet. 

' 1 7 Curiously, Schrade adopt•; the plica, though without the note to 
which it leads. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

EivTrem 340 

Tr. 
CaB 

Tr. 

CAGVgB 

Figure 4.11: MS, mm. 48-51.. 

An answer to the question of priority or author's "intention" will not be 

proposed here. With Schrade and Ludwig, I would prefer the reading of F-CA 

1328, but, as E. Talbot Donaldson states, "· •• nothing on earth can equal 

the torment of a genetic editor facing the prospect of having to admire and 

perhaps introduce into his text a reading from a MS which could not possibly 

have come by it through honest inheritance •••• 11611 Perhaps F-CA 1328, 

with its many plicas, only preserves a local performance tradition. On the 

other hand, perhaps the main MSS reflect a tradition that was early cor-

rupted in this passage. One must not forget that the majority evidence of 

the main Machaut MSS is not necessarily decisive. If the main MSS derive 

from a single exemplar, or from copies at various stages of an evolving 

exemplar, the fact that several MSS support a reading is of no consequence. 

It only indicates multiple transmission of the same error. 619 As Bowers 

611 "The Psychology of Editors of Middle English Texts," in Speaking of 
Chaucer (London, 1970), p. 110. Donaldson elsewhere argued for the adoption 
of a reading of a line in Chaucer witnessed by no MS. See "The Psychology," 
p. 104, and cf. also p. 118. See Donaldson, "The Manuscripts," in Writers 
and their Background, p. 105 for references. 

619 Several works contain major errors in several or all of the main 
MSS, e.g., Ml8, B30, V26, etc. Elizabeth Keitel is to be praised for her 
possible paleographical explanation of the corrupt B30, see Series EM31, 
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points out, 11, •• authority and correctness are not necessarily synony-

mous11• 621 On the other hand, no evidence exists that the intervention in the 

text of F-CA 1328 was authoritative; if the reading of the main MSS is 

rejected as corrupt, the passage may be emended in some other way if 

desired. Thus we face the central difficulty of editing the medieval work. 

Our knowledge of style is not always well-developed enough to distinguish 

variants from errors. (Were the usages themselves so well-defined?) This 

is the reason that the method of editing by reproducing a single MS rather 

than producing a "critical" text is still a viable procedure in editing 

medieval works. 621 One is left with uncertainty: 11 ••• it is not demonstra· 

ble that we can always identify the best, nor that the author always writes 

his work in the way that would strike us as the best, nor that the author is 

always capable of the best or even of his best. 11622 

supplement to Early Music, S (1977). By the time MS A was copied, some of 
the works would have been.forty and more years old. It is conceivable that 
Machaut•s exemplar had been sent around several timrs, copied from, parts 
were replaced as it became worn, etc. Corruptions could have been intro­
duced along the way, especially in older works which probably would not have 
been much performed when the main MSS were copied. Recall that in the Voir 
Dit, there is an emphasis on the most recent works. 

620 Bowers, "Textual Criticism," p. 918bj cf. also Thorpe, Principles, 
pp. 124-25. 

621 Cf. Frederick Whitehead and Cedric E. Pickford, "The Introduction 
to the Lai de l'Ombre: Half a Century Later," in Medieval Manuscripts and 
TextualCriticism, ed. C. Kleinhenz, p. 111: "It is perhaps the realisation 
that the critical edition [i.e., one produced by the stemmatic method of 
editing] of an Old French text need not necessarily result in a product 
which is aesthetically more satistying than the version contained in any 
single manuscript that disgusted Bedier with what seemed to him an elaborate 
and pointless procedure." Compare also Kenney, "Textual Criticism," p. 
194b: "The linguistic and stylistic canons of classical Greek and Latin are 
relatively strict and well defined, whereas the vocabulary, grammar, and 
usage of many medieval authors ••• is often not certain enough to allow 
reliable discrimination between variant and error." 

622 Thorpe, Principles, p. 106. 
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Machaut was an author actively involved with the dissemination of his own 

works. As a composer, his case is unique, and remained unique for several 

generations. No other comparably large repertory is as demonstrably close 

to an author, and at the same time as widely diffused. Since the Machaut MS 

tradition is not refracted through layers of unknown density, this may help 

to explain why few alternative versions of his pieces exist. His are texts 

which are authoritative, for which all substantive readings survive. 623 The 

Machaut MSS present 11formal11 texts, copied by professionals scribes who were 

less prone to edit texts according to their sense. Quite possibly the MSS 

even preserve many of the author's 11accidentals 11-for instance, the liga-

tures are consistent throughout the main MSS-though occasionally, changes 

were introduced during the copying process in order to preserve the uniform-

ity of th'! page. Machaut•s are not 111iving 11 texts, whose contents would 

have been of concern to scribes and educated amateurs, 624 and the wide lati-

tude of variants characteristic of, for example, the fifteenty-century chan-

sonniers, is not met with in Machaut. 

623 But bear in mind Eric Hicks, Le debat, p. lxiv, on the text of 
Christine de Pizan: 11malgre la surveillanceeierce par l 1auteur, le texte 
des volumes prefaces par Christine n•est pas toujours siir. 11 This is true 
even to the present day, cf. Fredson T, Bowers: 11 ••• approval by an author 
of a non-autograph copy can under no circumstances bestow on that copy the 
authority inherent in a true autograph original; nor can authorial revision 
extend specific autograph authority further than the autograph revisions 
themselves" {"Textual Criticism, 11 p. 918a). 

624 By contrast, cf. the scribes of GB-Lbl Add. 57950 or I-Be 15 or 
GB·Ob 213. 
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Appendix A 

GATHERING STRUCTURE OF THE PRINCIPAL MACHAUT 
MANUSCRIPTS 

Appendix A provides gathering-by-gathering diagrams of the physical 

structure of MSS A, F-G, Vg, B, E, C, J and K. Foliation, signatures, 

catchwords, and contents are given. A diagonal slash indicates a trimmed 

signature or catchword; [11] indicates glue or stiching between stubs and 
I , 

strips; if two folia~ions are given, those in parentheses are modern. MSS 

Vg and Bare given side-by-side for comparison (signatures in Vg are sup-

plied from information in Ludwig1s notes at the Niedersachsische Staats- und 

Landesbibliothek, Gottingen. MSS J and K are also diagramed side-by-side; 

although I did not specifically discuss these two MSS, it is hoped that the 

data may be helpful in establishing the still somewhat obscure relationship 

between these codices. 

S! 

F-Pn fr. 1584 (A) J44 

F-Pn fr. 22545 (F) 350 

F-Pn fr. 22546 (G) 353 

US-NYw and F-Pn fr. 1585 (Vg and B) 355 

F-Pn fr. 9221 (E) J68 

F-Pn fr. 1586 (C) 371 

F-Pa 5203 and CH-BEsu 218 (J and K) 374 

- 343 -
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MS A (F-Pn fr. 1584) 

1--=: A 
-- 15 -- 47 gi 

Vo: INDEX I_ 16 cii I_ 48 gii 
A II II_ 17 11 _ 49 gi i/ Vo: REMEDE 

II_ B x 111,-18 111 _ 50 gi/ 
I_ C 111 VII 1111 

II II_ 19 1111_ 51 

'''- 20 
,,,_ 52 

"- 21 II_ 53 <orig. 68> 
I __ 22 Or voy Vo: NAVARRE I __ 54 Einsi laissay , ... (2 stubs) 

II D PROLOGUE(4 Bal.) 
B Ill-

111_ E x -- 23 di 55 hi 
II_ F Ro: BLANK Vo: PROLOGUE(Nar.) I_ 24 dii i-- 56 hii 
I G cl Cl apres commence le 11 _ 25 di i/ 11--= 57 hiil 
I rr- di t dou verg ier 111 26 di 11 i 111 58 hi iii 

IV 111,- VI 11 , ,, ,-
------------------------- 1111_ 27 1111_ 59 

Ill_ 28 <orig. 38> Ill_ 60 

"- 29 "- 61 1 VERGIER I __ 30 I ustement '-- 62 Se dient ,--= 2 
II _ 3 
lll_4allli 
I II I __ 31 ei 64 Ii 

'"'- 5 
I_ 32 eii ,-- 65 Iii 

II I_ 6 11 _ 33 el i/ I I-= 66 I Iii 

"- 7 
I I I _ 34 e i i i I 111 _ 67 Iii ii 

I 8 Se de Ii v II II IX II II 
1111_ 35 Ill~~~ Ill_ 36 
!I_ 37 II_ 70 

_9 Vo: BEHAINGNE I __ 38 Et en aucu I __ 71 Contratenor 
I 10 bi i 
11--=: 11 bill 

11 111 
'' '- 12 -- 39 f'i 71 ki 
II 13 I_ 40 fii ,-- 72 kii 
1--== 14 s' ii rust loyaus II_ 41 flii 11--= 73 ki ii 

111 42 fi Iii 111 _ 74 ki iii 
VI ,, , ,- x II II 

1111_ 43 1111_ 75 

't '''- 44 
Ill_ 76 

II_ 45 11_77 
I __ 46 Se la I __ 78 Quant ieus 
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XI 

XII 

XI 11 

XIV 

MS A 

__ 79 II 

l ,- :~ l : L Vo: LYON 

Ill~ 82 lllii 
II II 
111 L 83 

'''- 84 II_ 85 _ 
I __ 86 Et s' 11 amet 

__ 87 mi 
I_ 88 mii 
II_ 89 mlii Ill,- 90 mi iii 

111 L 91 

'''- 92 
"- 93 I __ 94 Si que ces 

__ 95 ni 
I _ 96 ni Vo: I 'ALERION 
11 97 ni I 
Ill- 98 ni ii , , , ,-
1111_ 99 
Ill_ 100 
, ._ 101 
I __ 102 au plumage 

1-= 
II -
111,-
1111_ 
Ill_ 
II_ 

'--

103 oi 
104 oi i 
105 
106 oi/ 

107 
108 
109 
110 en quoy 

1· I 
I 

( F-Pn f'r. 1584) 

xv 

XVI 

XVI I 

,-= 
II -
111,-
1111_ 
Ill_ 
II_ 

'--

,-= 
II -
Ill,-
''''­Ill_ 
II_ 

'--

111 p 
112 p 
113 pi ii 
114piii/ 

115 
116 
117 -
118 Tele come 

119 q I 
120 q Ii 
121 qi/ 
122 qi i/ 

123 
124 
125 
126 amis a toy Vo: BLANK 

(very ra i nt) 

__ 127 ri CONFORT 
I 128 ri 
11--= 129 ri i 
I II_ (130) ri i/ 
II II 
1111_ (131) 
111 132 
11-= 133 
I __ 134 daniel 

(new hand) 
( o Id catch. erased) 

1-= 
II -II I _ 

(135) 
136 s ii 
137 si ii 
138 s 

XVI 111111 
1111_ 
Ill_ 
II_ 

139 
140 
141 
( 142) a 1 'entree '--

XIX 

xx 

XXI 

XXI I 

11, ,,,,-
1111_ 
Ill_ 
II_ 

'--

,-= 
II -111 _ 
II II 
1111_ 

'''­II_ I __ 

,-= 
II -
111,-
1111_ 

'''­"­'--

,-= 
II -
Ill -
1111 
1111_ 
Ill_ 

"­'--

143 ti 
144 ti i 
145 
146 ti i 11 

147 
148 
149 
150 De f'ol 

151 v 
152 
153 
154 

155 
156 
157 

FONTEINNE 

158 d ieus de dormlr 

159 
160 W 
161 
162 

163 
164 
165 
166 Qu'e I le 

167 
168 
169 
170 

171 
172 
173 
174 Force ne scens HARPE 

& 
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,--
11-= 
Ill -

175 
176 
177 
176 

MS A 

Vo: LOANGE 

XXI 111111 
1111_ 179 

160 
161 
162 

111
-

1 __ 

163 i 
1--= 164 j 
11 _ 165 I 
I I I _ 166 J! I i 

XXIV 1111 
1111_ 167 
111_ 188 
II_ 189 (orig. 190) 
I __ 190 Sans cuer 

xxv 

-- 191 
I_ 192 
11 _ 193 
Ill_ 194 
II II 
1111_ 195 
Ill_ 196 
II_ 197 
I __ 196 en grief 

1--= ~gg ii 
11 201 'Biii 
I I 1-:= 202 '6 i i i I 

><XVI 1111 
1111_ 203 
Ill_ 204 
II_ 205 _ ... 
I __ 206 Comet vit i I 

( F-Pn fr. 1564) 

207 
,-- 206 
11-= 209 
111 _ 210 

><XVI 11111 
1111_ 211 
Ill_ 212 
11 213 
1-= 214 

Vo: MARGUERITE 
Puls q ma da 

215 
1-= 216 I 
11 _ 217 I 

Vo: COMPLAINTES 

><XVI 11111 

XXIX 

11 L 218 
II_ 219 
I_ 220 BLANK 

__ 221 VOIR DIT 
I 222 
11--= 223 
111 _ 224 
II II 
1111_ 225 
I I I_ 227 [ s i c J 
II_ 227 ...... 
I __ 228 Quoqs 

229 
,-- 230 f<?> 
11--= 231 
111 _ 232 I 

xxx 1111 
1111_ 233 
Ill_ 234 
II_ 235 , 
I __ 236 ma souuer 

XXXI 

-- 237 
I_ 236 I 
II_ 239 I II 

1
_ 240 

1111_ 241 
Ill_ 242 
II_ 243 
I __ 244 elnsols 

245 
1--= 246 
II_ 247 
111 _ 246 n/<?> 

XXXI 11111 
1111_ 249 
Ill_ 250 
II_ 251 
I __ 252 Li sergens 

-- 253 
I_ 254 
II_ 255 
111 _ 256 

XXXll 11111 
1111_ 257 
Ill_ 256 
II_ 259 
I __ 260 Ne pooient 

261 
,-- 262 
11-= 263 Iii 
111 _ 264 ii/ <?> 

XXXIVI 111 
1111_ 265 't 
Ill_ 266 
11 267 
I - 268 Que ire 
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><><XV 

-- 269 _.. 
I_ 270 f 
11 _ 211 

MS A 

I II,- 272 nn <?> 

111 I_ 273 

'''- 274 
"- 275 I __ 276 sui qu' I I vo9 

-- 277 
I_ 278 
11 _ 279 
111 _ 280 

><><XVI 1111 
111 I_ 281 

'''- 282 
"- 283 I 284 Se vostre 

28511 
1--= 286 I 
II_ 287 
111 _ 288 I 

XXXVI 11111 
II II_ 289 

'''- 290 
"- 291 I __ 292 garder 

293 '<> 
,-- 294 
11--= 295 
111 _ 296 

><><XVI 111111 
1111_ 297 
Ill_ 298 

"- 299 I __ 300 de a vous 

- • ~ r, 

( F-Pn rr. 1584) 

,--= 
II -II I _ 

301 ..... 
302 p 
303 
304 

XXXIXI 111 
1111_ 305 

306 
307 
308 

XL 

XLI 

XLI I 

'''­II_ 

'--
Vo: BLANK 
BLANK 
BLANK 

,-- 309 PRISE 
_ 310q' --

11 311 ""I 
, , ,- 312 q'/ ,,,,-
1111 313 
Ill - 314 
11-= 315 
I __ 316 d'estre ensamble 

317 
1--= 318 "?11 
11 _ 319 
111 _ 320 
II II 
1111 321 
111_: 322 
11 323 
1-= 324 Q, Ii sarrazin 

325 
,-- 326 '211 
11--= 327 
111 328 I ,, ,,-
111 I_ 329 
I II_ 330 
II 331 
I-= 332 Et qu'i I 

,-- n: ... 
11--= 335 
Ill 326 <catch no. correct> 

XLI 111111-
1111 327 
111 - 338 
11-= 339 
I __ 340 De ceus 

-- 341 
I_ 342 / 
II_ 343 
111 344 

XLIV 1111-
1111 345 
111_: 346 
II_ 347 
I __ 348 Largement 

-- (349) 
I 350 
I I-= ( 351) xii I 111,-352 I I XLV 
111 I_ 353 
Ill_ 354 

"- 355 I __ 356 pont 

<stub glued to 357> 
I 357 i 
11--= 358 y 
111 359 
II 11-: 360 y 

XLVI II II I 
1111 I_ 361 
I Ill_ 362 
I II_ 363 
II 364 Si come 
. -- 365 Vo: ROSE ,- --

'- 366 LES BIENS 
<stub glued to 365-366> 

"$-
-.;J 
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MS A 

367 LAIS 
,-- 36a zi i --
11-= 369 -, 
111 _ 370 I 

XLVI 11111 
111 I_ 371 
111_ 372 
II_ 373 
I __ 374 chose 

-- 375 
I_ 376 
II_ 377 
111 _ 378 

XLVI 111111 

XLIX 

L 

1111_ 379 
111_ 380 
II_ 381 
I __ 382 En roy. de vray 

-- 383 
I_ 384 
11 ·_ 385 
111 386 1.,, ,-
1111_ 387 
I II_ 388 
II_ 369 
I __ 390 Folour f'eroit 

391 b 
1-= 392 
11 _ 393 
111 _ 394 
1111 
111 I_ 395 
I II_ 396 
II_ 397 
I __ 398 pui st 

LI 

LII 

LI 11 

LIV 

( F-Pn rr. 1584) 

-- 399 
I_ 400 
II_ 401 
111 _ 402 ci/ 
1111 
111 I_ 403 
Ill_ 404 
II_ 405 
I __ 406 Je ne me say conrorf! 

-- 407 di 
I_ 408 
II_ 409 111,-410 

LV 

1111_ (411) LVI 
I II_ (412) 
II_ (413) Motes Qnt en moy BLANK 
I_ <stub> (di rr. hand> 

414 ei Vo: MOTETS 
,-- 415 
11-= 416 111,-417 
1111_ 416 
Ill_ 419 
II_ 420 
I __ 421 tre cure 

-- 422 
I_ 423 I 
II_ 424 
111 _ 425 I 
1111 

LVI I 

-- 430 gi 
I_ 431 
II_ 432 
111 _ 433 I 
1111 
1111_ 434 
Ill_ 435 
II_ 436 
I __ 437 mi ssa 

(dif'f'. hand) 

__ 438 I Ro: BLANK Vo: MASS 
I_ 439 I 
11 440 hi ii 
111--= 441 I 
1111 
1111_ 442 
Ill_ 443 
II_ 444 
I __ 445 Amen.ii I i. 

-- 446 
I_ 447 
11 448 i 
111--= 449 i/ 
1111 
1111_ 450 
Ill_ 451 
II_ 452 

seq ba I a<t., Vo: HOCKET 
Vo: BLANK 

'-- 453 S'amours BLANK (r+v) 
ne ra it 

-- 454 
I_ 455 
II_ 456 
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Appendix B 

COMPARATIVE TABLE OF MINIATURES 

Appendix B provides a quick overview of the number and location of minia-

tures in the MSS C, Vg, A, K, J, F-G, E and D (representing their approxi-

mate chronological order; perhaps the position of F-G and E should be re-

versed. 1 For each work, the leftmost column identifies the location of the 

miniature by the line number, or, in the case of the Prologue, Loange and 

musical works, the individual poem before which the miniature appears. Re­

maining columns identify the MS and the sequential number of the miniature 

within that MS (F and G are through-numbered: Gl42 is the first miniature in 

MS G). The order of the works in the table follows MS F-G, the last of the 

MSS with an order that is probably authentic. The order of the works in the 

other MSS can be discovered by following their numbers in sequence. 

Appendix Bis designed to be used in conjunction with Appendix C, where 

the miniatures are arranged again in the same order, first indicating the 

line before which the miniature appears, and the sequential number of the 

miniature within a given MS. In Appendix C, the central column identifies 

the scene, gives any rubrics present immediately above or below the minia-

ture, and the rightmost column gives the folio number on which the miniature 

is found. When more than a single miniature appears on a folio side, the 

column (a-d) is also indicated. By using Appendix B, one can readily note, 

for instance, not only the remarkable similarity in the locations of minia-

1 MS Morg (c. 1425-30) follows A, and is not included here. See Avril, 
11Les manuscrits enlumines, 11 p. 129. 

- JBO -
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tures in MSS A and F-G (two MSS we have already seen to be closely related 

on other grounds), but also the independence of the illustration programs 

for MSS c and Vg. Nevertheless, one occasionally sees an internal division 

in a poem that is unanimously chosen as a point to be marked by an illumina­

tion. For instance, Appendix B shows such a division first for Behaingne, 

before v. 1185: MSS c, A, F-G and Dall have a miniature, indicating that 

this is an important juncture in the poem. Appendix C may then be con­

sulted. When miniatures C6, AlO, Fll and D6 are located in the Behaingne 

section of Appendix C for v. 1185, a brief description of the minatures, any 

rubrics if present, and the folio number of the miniature is given. 

Recourse to Oeuvres, II, 102 (Behaingne v. 1185) shows that this is the 

point where the narrator picks up after an extended section of dialogue 

between the knight and the lady. The narrator here decides to come out from 

his hiding place behind a bush in order to help the pair have their love-de­

bate judged. Further, we see that the scene in both Fll and D6 are antici­

pating the story a little, while AlO is far in advance of the story line. 

C6 is the most accurate representation of the local situation in the story. 

An extended analysis of this sort would demonstrate interesting aspects con­

cerning how contemporaries articulated these poems, how carefully the pro­

gram of illustrations in a given MS was synchronized with the story line, 

and how a MS with few illustrations chooses its scenes over one that is 

richly illustrated (the illustrator of MS Din particular was skilled at 

summing up large portions of the poems with a single miniature), etc. 

I thank Mr. Bernard Bailly de Surcy for generously supplying me with a 

film of the inaccessible MS Vg. My descriptions ~f the miniatures in Vg are 

based only on this film, and are offered with due reservations. 
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C Vg A K J F-G E D 

Prologue lBal 2 1 la 
2Bal 2 
3Bal 1 3 lb 
4Bal 4 
Nar. 3 5 

Vergier 1 62 7 4 2 2 6 7 4 
109 5 7 
159 63 
207 6 8 
245 64 
247 7 9 
377 65 

1039 66 
1195 67 

Behaingne 1 1 8 8 3 10 10 5 
41 9 10 
81 2 

257 3 
881 4 
973 5 

1185 6 10 11 6 
1381 7 
1465 7 8 
1509 11 12 
1609 8 
1941 9 

Navarre 1 9 12 13 11 9 
465 10 
541 12 
548 11 

1475 12 

c Vg A K J F·G E D 
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C Vg A K J F-G E D 

Remede 1 10 10 13 3 5 14 8 
135 11 
431 12 
693 13 
771 11 14 4 6 15 
921 14a,b 

1001 15 15 7 
1193 16 
1273 17 
1401 18 
1481 19 9 
1671 20 
1821 21 
1863 16 5 8 
1881 22 
1977 23 
2039 24 
2097 17 
2148 25 
2287 26 
2289 18 
2353 27 
2403 28 
2522 29 
2685 30 
2857 31 
2893 32 19 
3013 33 12 
3077 34 20 
3181 35 
3205 21 9 
3349 22 
3451 36 
3573 37 
3729 38 
3847 39 
3947 40 
4077 41 
4107 42 
4115 23 
4217 43 ... 
4275 24 

c Vg A K J F-G E D 
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J84 

C Vg A K J F-G E D 

Lyon 1 68 13 25 6 10 16 13 
107 14 
151 69 15 26 17 
175 70 16 27 18 
279 71 17 28 19 14 
325 72 18 
433 73 19 29 20 15 
442 11 
453 20 30 21 
515 74 21 31 22 
535 7 12 
591 22 32 23 
625 75 23 33 24 
709 24 34 25 
747 76 25 
767 26 35 26 16 
923 77 27 36 27 
989 78 28 37 28 

1119 79 29 38 8 13 29 
1213 80 30" 39 30 
1345 81 31 40 
1505 82 32 41 31 
1523 83 33 32 
1545 9 14 
1587 84 34 42 
1607 35 43 33 
1621 85 36 44 
1635 86 37 45 
1657 87 38 46 
1667 88 39 47 
1773 89 
1801 40 48 
1810 15 
1845 90 41 49 
1975 42 50 
2077 43 
2129 91 

c Vg A K J F·G E D 
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J85 

C Vg A K J F-G E D 

l'Alerion 1 44 44 51 34 17 
477 45 18 
775 46 
863 45 
945 47 46 

1015 47 
1111 48 48 
1151 49 
1307 49 
1495 so 
1511 so 
1819 51 
2091 52 
2181 53 
2401 54 
2471 51 19 
2761 55 
3029 56 20 
3401 57 
3803 58 
3987 21 
4209 59 
4341 60 
4569 61 

c Vg A K J, F·G E D 

Contort 1 52 52 16 35 26 
57 53 53 36 
73 54 
83 55 54 37 

135 56 
161 57 55 38 
181 58 56 39 
199 59 
221 60 
253 61 57 40 
273 62 58 41 
329 63 42 
330 59 
351 64 
357 60 43 
393 65 
481 66 61 44 
513 67 62 45 
545 68 
565 69 63 46 
583 70 47 
619 64 48 
624 71 
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(Contort cont.) 
c Vg A K J F-G E D 

633 27 
671 72 
719 28 
753 73 65 49 
943 74 
955 75 

1045 76 
1057 77 66 50 
1089 78 67 51 
1131 79 68 52 
1155 80 
1157 69 
1193 81 70 53 29 
1225 82 54 
1245 83 55 
1257 71 
1421 84 72 56 
1979 17 
2277 85 73 57 
2517 86 74 58 
2535 87 75 59 
2645 88 76 60 
2683 89 77 61 
3979 90 

c Vg A K J F-G E D 
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C Vg A K J F-G E D 

Fonteinne 1 91 78 18 62 22 
SS 92 79 63 

235 93 80 64 
539 94 81 65 
555 95 66 
571 96 82 67 
587 97 83 10 19 68 
603 98 84 69 
619 99 85 70 
651 100 86 71 
667 101 87 72 
811 88 73 

1075 102 89 74 
1135 103 90 75 
1205 104 
1313 91 20 76 
1333 105 92 77 
1371 106 93 78 23 
1511 107 94 79 
1609 108 95 80 
1715 109 96 81 
1851 110 97 82 
2125 111 98 83 
2145 112 99 84 
2207 113 100 85 24 
2527 114 86 
2745 115 101 87 25 
2789 116 102 88 

Harpe 1 117 103 89 30 
31 104 90 
83 91 

111 105 92 
129 106 93 
143 107 94 
157 108 95 
165 109 96 
175 110 97 
187 111 98 
197 112 99 
207 113 100 
221 114 101 
233 115 102 
285 116 103 

c Vg A K J F-G E D 
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C Vg A K J F-G E D 

Voir Dit 1 119 104 32 
169 105 
315 120 106 
·571 107 
637 121 108 

1003 122 109 
1228 123 110 
1250 124 111 
1384 125 112 
151)3 126 113 
2.Z·':l:5 127 114 
2623 128 115 
2891 129 116 
3712 117 
3760 130 118 
3947 119 
4362 131 120 
4563 132 121 
4814 133 122 
4910 123 
4990 134 124 
5124 125 
5244 126 
5468 135 127 
5536 136 128 
5907 137 129 
6063 138 130 
7070 139 131 
7292 140 132 33 
7616 141 133 
7719 142 134 
7773 143 135 
7863 144 136 
8111 145 
8147 137 
8179 146 138 
8239 147 12 24 139 34 
8652 148 13 25 140 35 

c Vg A K J F-G E D 
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C Vg A K J F·G E D 

Marguerite 1 118 141 

Rose 1 150 

Les biens 1 151 

Prise 1 118 149 142 36 
5004 37 
7896 38 

Loange Lol 92 1 117 1 1 143 1 
Lo27 6 
Lo67 2 
Lo94 3 

Lol09 4 

Complaintes Cl 5 144 2 2 
C3 6 3 3 
C4 4 
C6 5 

Lays Ll 93 152 145 31 
L2 94 
L3 95 

*L4 96 
LS 97 
L6 98 
L7 99 

LlO 100 
Ll2 101 
L22 102 4 
Ll4 103 

*Lll 104 
*Ll3 105 

*LS 106 
*L9 107 

Motets Ml 153 

Ballades Bl 154 146 

Rondeaux Rl 147 

Virelais Vl 148 
,. 

Vg A K J F-G E D \, 

*: Lai without music. 
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Appendix C 

CONCORDANCE OF MINIATURES 

One important characteristic of Machaut's dits is the part the author 
plays in them; he is usually a character. Thus, I have often identified a 
character in an illustration_as "G." ["Guillaume"], instead of, say, 
"amant." F. Avril has pointed out the changing costumes of the poet, 
depending upon the date of the MS. A middle-aged, often bearded courtier 
dressed a la mode depicts the author in MSC, while a tonsured, clean-shaven 
monk appears in A and F·G. 

Several of the miniatures in MS A (beginning with A14) have a Roman­
numeral through-numbering in the MS. The. first visible is number "xi" for 
the miniature on fol. 54v, and the numbers continue occasionally to be 
visible through "xl" (fol. 91v). The next visible number, "liii" (fol. 
128v) is one less than required (perhaps the single miniature at the opening 
of l'AJ.erion was left off). The last number visible before the Voir Dit 
(which begins fol. 221) is "lviii" (fol. 130v). The numbers are three less 
than the total number of miniatures, that is, the two Parisian miniatures of 
the Prologue ballades, and the provincial miniature of the narrative portion 
of the Prologue are not included. This further attests to the separate 
nature of the Prologue. Probably the numbers were keyed to a list of 
directions indicating the subject matter of the miniature (cf. Destrez, La 
pecia, p. 97, commentary to Pl. 21), perhaps prepared by the author himself. 
For the Voir Dit, there is an independent numbering system, first visible 
with "viii" on .fol. 259v (actually the thirteenth miniature of the Voir 
Dit). Perhaps this indicates that the program of miniatures for the Voir 
Dit was more recently thought out. 

The numeral "iii" is visible above the frame of miniature C70 (miniature 
no. three of Lyon). 

Prologue 

lBal A2 Nature, Sens, RhJtorique, Musique, and G. Comment 
nature, voulant orendroit plus que onques mes 
reveler et faire essaucier les biens et honneurs 
qui sont en amours, vient a Guillaume de nachaut et 
li ordene et encharge a faire sur ce nouveaux dis 
amoureux et li baille pour li conseillier et aidier 
ace faire trois de ses enfans. C'est a savoir Sens 
Rhetorique et nusique et li dit par ceste maniere. 1 f. E 

1 Faes. in Avril, nanuscript Painting, Pl. 29, and "Les manuscrits 
enluminls," Fig. 11. 

- '.390 -
• i 
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Fl = A2. Comment nature voulant orendroit plus que 
onques mais Reveler et faire essaucier Jes biens et 
honneurs qui sont en amours. vient a Guillaume de 
Nachaut. Et Ji ordene et encharge a faire seur ce 
nouviaus dis amoureus. Et Ji baille pour Jui 
consillier et aidier ad ce faire trois de ses 
enfans. C'est a savoir. Sens Rhetorique et Musique. 
Et Ji dit par ceste maniere. f. 1 

Ela = A2. (first scene of two-col.-wide illustration.) 
Comment nature voulant orendroit plus que onques 
mais reveler et faire exaucier Jes biens et 
honneurs qui sont en amours vient a Guillaume de 
Nachaut. Et Jui ordenne et encharge a faire sur ce 
nouveaux dis amoureux et li baille pour Jui 
conseiller et adviser ace faire .iii. de ces 
enffa.::s. C'est a savoir sens. rhetorique. musique. 
Et Jui dist par ceste maniere. 2 f. 1 

2Bal F2 G. and Nature. Comment Guillaume de Nachau respont a 
Nature. 

3Bal Al Amour, Doux Penser, Plaisance, Esperance, and G. 
Comment Amours qui a ouy nature vient a Guillaume 
de Nachaut et li ameine trois de ses enfans c'est a 
savoir doux penser plaisance et esperance. pour 11 
donner matere a faire ce que nature li a enchargie. 
et Ji dit par ceste maniere. 3 

F3 = Al. Comment Amours qui a oy nature vient a 
Guillaume de Nachaut et li amaine trois de ses 
enfans. C'est assavoir. Dous penser plaisance et 
esperance. Pour lui donner vote a faire ce que 
nature li a enchargie. et Ji dit par cest maniere. 

Elb = Al. (second scene of two-col.-wide illustration.) 
Comment amours qui a oy nature vient a Guillaume de 
Nachaut et Jui ameine .iii. de ses enfans c'est 
assavoir dous penser, plaisance, et esperance pour 
Jui donner matere a faire ce que nature Jui a 
enchargie. 

4Bal F4 G. and Amour. Comment Guillaumes de machau Respont a 
amours. 

Nar. A3 G. at desk, writing in book; pen in right hand, 
scraper in left. 

FS = A3. 

2 Faes. in Avril, "Les manuscrits enlumin,s," Fig. 13. 

f. lv 

f. D 

f. lv 

f. 1 

f. lv 

f. Fv 
f. 2 

3 Faes. in Avril, Manuscript Painting, Pl. 30, and "Les manuscrits 
enlumim{s," Fig. 12. 
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Dit dou Vergier 
before 
line: 

1 A4 G. at wall of garden; birds in trees. (f. Gv:) Ci 
apres commence le dit dou vergier. 

F6 G. inside wall of garden; birds, cistern. Ci commsnce 
le dit dou vergier. 

Vg7 G. (monk with beard); birds in trees. Ci commence le 
dit dou vergier. 

E7 Winged God of Love sits in tree. Six people in 
circle, hands joined; G. off to side, looks at 
tree. Cy commence le dit du vergier. 

C62 (two-col.) G. looks at bower of flowers. 
D4 (two-col.) G. asleep on hill; God of Love with others 

dance in circle. Comment le dieu d'amours est 
assis sur .i. sbre et ne wit goute et tient en sa 
msin .i. dart et en l'autre .i. brandon de feu et 
.vi. demoiselles et .vi. escuriers qui dsncent et 
l'stteur se dort sos un abre. 

J2 God of Love descending from tree with arrow and torch. 
G. sits below tree, gestures to kings. 

K2 = J2. 

109 AS God of Love with torch and arrow sits in tree; people 
below look on. 

F7 G. sits within wall near cistern, looking dejected. 

159 C63 God of Love with torch and arrow in tree. Four women 
and five men look up to him. 

207 A6 
FB 

God of Love sits on tree, G. looks on. 
= A6, others also present. 

245 C64 Others look on as G. kneels to God of Love in tree. 

247 A7 
F9 

377 C65 

God of Love in tree talks, G. kneels with hands clasped. 
= A7. 

Similar to C64, but God of Love on stone bench. 

1039 C66 Similar to C64 and C65, but people behind G. 

1195 C67 God of Love in tree; G. sitting on ground looks over 
right shoulder at him. 

1293: 

totals: 

End of poem 

A 4 
F 4 
Vg 1 

f. 1 

f. 3 

f. 39 

f. 18 
f. 93 

f. 48 

f. 21 
f. 21[new 7] 

f. lv 
f. 3v 

f. 94 

f. 2 
f. 4a 

f. 95 

f. 2v 
f. 4b 

f. 96 

f. lOOv 

f. 102 
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1 

E 1 
C 6 "C2nd collaborator) 
D 1 
J 1 
K 1 

Jugement dou roy de Behaingne 

393 

AS G. next to stream, looks at tree with bird, all within 
wall with tower. (f. 9:) Ci apres commence le 
jugement dou Roy de behaingne. 

FlO (two-col.) Lady, girl, and dog; knight, birds in 
trees; G. hides behind tree. Ci commence le 
iugement du bon Roy de behaigne. 

Vg8 Man looks up at birds in tree. Ci commence le temps 
pascour. 

ElO Knight talks to lady and girl; dog there also; G. on 
ground behind trees, observing. Tower in back. Ci 
commence le iugement du roy de behangne. 

Cl (two-col.) Knight talks to lady. G. look~ on from 
behind trees. 

DS (two-col.) Walled garden. G., lady, girl, knight, dog. 
Ci commence le iugement du roy de behanie comme 
l'acteur est en .i. jardin et d'une autre part .i. 
cheualer et d'autre une dame. & une pucelle une 
dame. & .i. petit chien; 

J3 King gestures to kneeling knight; lady, girl, dog. 
G.'s face in bush. 

41 A9 Lady, girl, knight, dog all angry at G., who is hiding 
behind bush. 

[FlO two-col. wide, serves here also] 

81 C2 Knight talks to lady; dog and girl nearby. 

257 C3 Lady appears weak; knight holds lady's arm to support 
her. Girl plays with dog. 

881 C4 Lady talks to knight. 

973 CS Knight talks to lady. 

1185 AlO King of Bohemia on throne, knight and lady on either 
side of him. 

Fll Knight and lady; G. holds dog. 
C6 G. comes out of hiding with dog barking at him; lady 

and knight have not yet noticed him. 
D6 G. talks to knight and lady. Comment l'acteur parle 

au chevalier et a la dame dedens le Jardin. 

f. 9c 

f. 9v 

f. 47v 

f. 37 

f. 1 

f. 9 

f. 30v 

f. 9d 
f. 9v 

f. lv 

f. 3 

f. 9 

f. 10 

f. 16v 
f. 15 

f. 12v 

f. 67v 
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1381 D7 G. shows chateau to knight and lady. Comme le 
chevalier et la dame et l'acteur regardent durbin 
le chastel. f. 69 

1465 C7 
D8 

Lady, girl, knight and G. before steps of chateau. f. 16 
(two-col.) Lady and knight are welcomed to the 

chateau. Many ladies there with the king. Another 
knight sits next to king. Comme il sont assis a 
.ii. costes du bon roy et sont et les compaignent plusieurs 
dames. f. 70 

1509 All King on throne, knight and lady before him. 
F12 Knight and lady kneel to king on throne. Two women and 

man behind king. 

1609 C8 G. stands behind lady and knight as they kneel to 
king. Several courtiers stand behind the king. 

f. 18v 

f. 16v 

Gables of the chateau frame the top of the illustration. 4 

1941 C9 Scene= CB. King holds hands of kneeling knight and 
lady. 

2079: End of poem. 

totals: A 4 
F 3 
Vg 1 
E 1 

1 

C 9 (lst collaborator) 
D 4 
J 1 

Jugement dou roy de Navarre 

A12 G. looking out of his window in tower, appears sad. 
(f. 22:) Ci apres commance le jugement dou roy de 
navarre contre le jugement dou roy de behaingne. 

F13 G. in his bedroom. Le iugement du Roy de navarre 
Contre le iugement du bon Roy de behaingne. 

Vg9 G.(?) standing. Ci commence le iugement dou roy de 
navarre. 

Ell G. inside house, at writing desk with book. Cy 
commence le iugement du roy de navarre. machaut. 

D9 G. stands in his room; book is on table. Comment 
l'acteur se meict amer en colier pour le temps qui 

4 Faes. in Avril, "Les manuscrits enluminis," Fig. 7. 

f. 17v 

f. 21 

f. 22v 

f. 19v 

f. 60v 

f. 45 
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se change. 5 

465 010 G. watches feast, dog chews bone. Comment l'atteur 
regarde Jes noce qui se sont apres la grant morie. 

541 E12 Hunt: three dogs; three men and orie woman on horses. 

548 Dll (two-col.) G. leads the hunt. Comment guillaume 
chevauche grisart et court apres le lievre et la 
dame chevauche a grant compaignie et fait venir ... 
guillaume De loris et argue a Jui. 

1475 D12 (two-col.) King and quedn, G., nine ladies Comment le 
roy de navarre se siet et la royne et Jes .xii. 
demoisselles en estant devant Leroy desputantes 
alencontre de guillaume de Loris. 

4212: End of poem 

totals: A 1 
F 1 
Vg 1 
E 2 
D 4 

1 

Remede de Fortune 

A13 Man with beard sits and talks to young man. Ci 
commence Kemede de fortune. 

F14 (cf. F34, opening of l'Alerion) G. at desk, reads from 
book to group. Ci commence Kemede de fortune. 

V glO G. standing; woman holding child's hand. Ci commence 
remede de fortune. 

E8 Man walking in wild forest holding flower. Ci 
commence l'ecu bleu. 

ClO (two-col.) G. with arms crossed, looks on with young 
man towards chateau. Three ladies look up towards 
lady with pink hat standing on steps, who points 
finger at G.' 

JS Similar to A17. Hope hands G. a ring. He stands, 
holding out hand. Girl behind him. 

K3 = JS. 

f. 74v 

f. 78 

f. 46v 

f. 79 

f. 86v 

f. 49v 

f. 40 

f. 90 

f. 22 

f. 23 

f. 47 
f. 43[27] 

5 This miniature is the only separation between the two jugements in MS 
D. 

' Faes. in Avril, tfanuscript Painting, Pl. 23, and "Les manuscrits 
enluminls," Fig. 2. 
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:135 Cll The Goddess of Love talks to G. Comment amours 
cha.'>tie 1 'amant. 

[before lai, Reml] 

396 

431 C12 (two-col.) G. sits outside among trees, writing on 
long roll. Comment l'amant fait un lay de son 
sentement. 

[after Reml] 
693 C13 G. holds long roll. Lady with pink hat holding dog 

directs him to read. Off to the side, king sits on 
hill talking to people. Comment la dame fait lire 
A .l'amant le lay qu'il a fait. 

771 A14 [xi] G. taking leave of lady, going into Pare de Hesdin. 7 

F15 Man washing hands at fountain. 
Vgll King and courtiers seated on bench. 
J6 G. and lady; trees. Comment l'amant se depart de sa 

dame. 
K4 = J6. 

[after music for strophe I of complainte, Rem2] 
921 C14a,b (two-col., two large miniatures) At top: G. sits in 

walled garden, writing complainte. At bottom: Lady 
Fortune blindfolded, turns wheel with three people 
on it: king on top, man on side falling off; other 
man on other side on the way up. Comment l'amant 
fait une complainte de fortune et de sa roe.• 

[Nebuchadnezzar's dream: Daniel ii.31-35] 
1001 A15 Black statue with gold hair, wild appearance. 

C15 King asleep in bed. Black statue with gold head off 
to side. (f. 31:) Comment nabugodonosor Songs 
qu'il veoit Vne figure Qui se claimme status. 

J7 Nebuchadnezzar in bed. Statue stands on bed. Le songe 
du Roy. nabugodonosor. 

f. 24 

f. 26 

f. 28v 

f. 54v 
f. 44 
f. 95v 

f. Slv 
f. 46v(30v) 

f. 30v 

f. 56v 

f. 31v 

f. 53 

7 See introductory remarks to this appendix for the Roman-numeral 
numbering system in MS A. 

I Faes. in Avril, "Les manuscrits enlumines," Fig. 1. See also Alan H. 
Nelson, "Mechanical Wheels of Fortune, 1100-1547," Journal of the Warburg 
and Courtauld Institutes, 43 (1980), 227: "The rim of Fortune's wheel is 
supplied with cogs which are engaged by corresponding cogs on a second, 
adjacent wheel. Both wheels are supported on double bearings. Fortune 
turns her wheel not directly, but by turning a crank on the secondary wheel. 
A count of the cogs on the two wheels reveals that Fortune has gained a 
mechanical advantage of approximately. 4:3. The secondary wheel has no 
apparent symbolic function, but rather betrays the artist's fascination with 
the marvels of technology." The miniature is reproduced as Pl. 23a. 
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1193 C16 G. sits, points to blindfolded Lady Fortune. Comment 
l'amant Se plaint de fortune. 

1273 Cl7 G. sees lady with pink hat entering chateau; girl 
holds train of dress. Comment l'amant entrevit sa 
dame. 

1401 Cl8 G. sits on hill, dejected. (f. 34:) Comment l'amant 
Se complaint a lui meismes. 

[after text of complainteJ 
1481 E9 G. and Hope reclining in walled garden (room left for 

rubric). 
C19 Hope, with scarf in hair, holds hand of G. Comment 

esperance vint Conforter l'amant. 

1671 C20 G. listens to Hope. (f. 36:) Comment esperance 
Ensaigne et aprent l'amant. 

1821 C21 Hope stands scolding G. Comment esperance chastie 
1 'amsnt. 

1863 A16 
JS 

KS 

[xiii] Blue escutcheon with heart, arrow through heart. 
= A16, blue escutchepn with white spots. Les droites 

armes des amans l'escu bleu. 
= JS. les droites armes des amans: l'escu bleu. 

1881 C22 G. and Hope sit on either side of escutcheon, which is 
hanging from a tree. Comment esperance moustre les 
droites armes d'amours a l'amant. 

1977 C23 Hope sits with long scroll, singing through it; G. 
asleep. Commant l'amant s'en dort En ooiant 
chanter esperance. 

2039 C24 Hope strokes G.'s hair, puts ring on his finger. 
Comment esperance demande A l'amant s'elle a bien 
chante. 

2097 Al7 [xiiii] Hope places ring on G. 's finger, who is 
falling asleep on hillside. 

2148 C25 Hope talks to G. (£ ." ·40:) Comment esperance dit A 
l'amant quel pouer elle a. 

2287 C26 G. talks, Hope with back turned. Comment l'amant 
parle a esperance. 

2289 A18 Hope has just named herself to G. 

2353 C27 G., cape in hand, bows to thank Hope. Commant l'amant 
mercie esperance. 

f. 32v 

f. 33v 

f. 34v 

f. 27 

f. 35 

f. 36v 

f. 37v 

f. 62 

f. 59 
f. 53[35) 

f. 38 

f. 38v 

f. 39v 

f. 63v 

f. 40v 

f. 41v 

f. 65 

f. 42 
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2403 C28 G. and Hope talk. Comment esperance parle A l'amant 
de fortune. 

2522 C29 G. talks to Hope. Comment l'amant parle a esperance. 

2685 C30 G. and Hope talk, gesture to each other. Comment 
esperance parle a l'smant. 

[before ballade Rem4] 
2857 C31 Hope with another scroll; G. Comment esperance baille 

a l'smant Une chancon et la chante devant li. 

[after Ballade Rem4] 
2893 A19 G. listens to Hope sing ballade. 

C32 Hope above the trees, G. holds scroll. Comment 
esperance Se depart de l'amant. 

[before ballade Rem5] 
3013 Vgl2 G. kneeling before Hope with open book. 

C33 G. sits with legs crossed, writing on scroll draped 
across knee. Comment l'amant Fait une balade. 

3077 A20 Hope reassures G. before he goes to find his lady. (f. 
71:) l'amant. 

C34 Hope leads G. to the chateau. Comment esperance tient 
l'amant par la main et le mainne veoir le manoir sa 
dame. 

3181 C35 Hope's head above the trees, chateau nearby. G. with 
pen and scroll. Commant l'amant s'agenoille En la 
saute devant le manoir sa dame. 

3205 A21 
J9 

3349 A22 

3451 C36 

[before the priere] 
[xviii] G. praying to chateau. l'amant. 
Guill thanks winged God of Love. Les graces et mercis 

que l'amant rent a amours. 

[after the priere] 
[xix] G. welcomed by lady and courtiers onto grounds 

of chateau. 

[before virelai Rem6] 
(two-col.) Round dance next to chateau. Lady with 

pink hat has her eyes on G., who approaches with 
squire. Comment l'amant chante empres Sa dame.9 

3573 C37 Three couples returning to chateau. Last couple is G. 
with his lady; they talk. Commant l'amant parle a 
sa dame. 

9 Faes. in Avril, Hanuscript Painting, Pl. 24. 

f. 42v 

f. 43 

f. 44v 

f. 45v 

f. 69v 

f. 46v 

f. 111 

f. 47v 

f. 71v 

f. 48 

f. 49 

f. 72 

f. 69 

f. 73 

f. 51 

f. 52 
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399 

3729 C38 G. and his lady talk face to face. Girl holds lady's 
train. Comment la dame parle a l'amant. 

3847 C39 Guill kneels to his lady. Three other ladies look on. 
(f. 54v:) Comment l'amant mercie sa dame. 

3947 C40 (two-col.) Large banquet, G. and lady present. 
Comment l'amant tu Au disner sa dame.10 

407; C41 G. and lady exchange rings. Hope with scarf has each 
hand on the backs of the couple. Comment la dame 
et l'amant changent d'aniaus. 

[before rondeau Rem7] 
4107 C42 (two.-col.) Tournament with knights in armor jousting. 

G. on horse near the back, sings from scroll. 
Ladies in spectator's box, behind. Comment l'amant 
S'en va chantant. 

[after rondeau Rem7] 
4115 A23 [xx] G. on horseback leaving lady. 

4217 C43 G. and lady talk. Comment l'amant parle a sa dame. 

4275 A24 [xxi] G. pays hommage to God of Love, who is sitting 
in tree (cf. Vergier, A7). 

4298: End of poem 

totals: A 12 
F 2 
Vg 3 
E 2 

1 

C 34 (Master of the Remede de fortune) 
J ·5 
K 3 

Dit dou Lyon 

A25 G. inside wall with trees surrounded by stream. Ci 
commence le dit dou lyon. 

Fl6 (double scene) G. in bedroom, looks out to trees, 
stream. Ci commence le dit dou lyon. 

Vg13 Lion to right of seated figure. Ci commence le dit 
dou lyon. 

10 Faes. in Avril, lt/.anuscript Painting, Pl. 25; "Les manuscrits 
1 ' ' "F' 3 en um1nes, 1g .. 

f. 53v 

f. 54 

f. 55 

f. 56 

f. 56v 

f. 78v 

f. 58 

f. 80 

f. 80v 

f. 63v 

f. 122 
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El3 G. in bed, looks out to trees. Ci commance le dit du 
lyon. 

C68 Landscape; animals in forest, stream in foreground, 
chateau behind. 11 

JlO G. greets lion, who enters from behind trees. 
K6 = JlO. 

107 Vgl4 G. next to large ring (stream surrounding the garden?). 

151 A26 G. in boat, fish in stream. 
Fl7 G. gets in boat at forest's edge. 
Vg15 G. in boat at edge of forest. 
C69 G. rowing boat. 

175 A27 G. ties boat to tree. 
F18 = A27. 
Vg16 G. in forest next to stream. 

f. 61 

f. 103 
f. 77 [ 43] 
f. 69 

f. 122v 

f. 81c 
f. 64c 
f. 1238 
f. 104 

f. 81d 
f. 64c 
f. 123b 

C70 [iii] G. on shore, boat in stream; birds and animals around. 12 

279 A28 Lion with part of G.'s cloak in its mouth. 
F19 = A28, but cloak in lion's claw. 
Vg17 G. in forest. 
E14 = A28. Other beasts look on. Comment le lyon prist 

l'amant par le giron. 
C71 G. standing, lion comes out from behind bush. 

325 Vgl8 G. in forest, lion behind tree. 
C72 Lion has G. by the cloak, leading him. Many ferocious 

beasts behind him, he looks back in horror. 

f. 104v 

f. 82v 
f. 65 
f. 124a 

f. 61v 
f. 105v 

f. 124b 

f. 106 

433 A29 Li~n leads G. to fountain, G.'s cloak still 
F20 Lion and G. drink at cistern. 
Vg19 Lion drinks at fountain, G. watches. 

in its mouth. f. 83c 
f. 66a 
f. 125a 

E15 G. kneels to lady, who is sitting before tent. Lion 
in front, other beasts in background. Comment le 
lyon mena l'amant devant la dame. 

C73 G. and lion drink from stream. 13 
f. 62 
f. 106v 

442 Jll Lion drinks from cistern, G. stands beside; trees behind. f. 80 

453 A30 G. at fountain, two men and two ladies come by. 
F21 G. with lion at cistern; man, queen, and two women now 

there as well. 
Vg20 Queen and G. 

11 Faes. in Avril, Nanuscript Painting, Pl. 26. 

f. 83d 

f. 66a 
f. 125b 

12 See introductory note to this appendix for the Roman-numeral iii. 
I 13 Faes. in Avril, "Les manuscrits enlumines," Fig. 8. 
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515 A31 Lady and lion. 
F22 Lady petting lion. Other beasts behind. 
Vg21 Queen pets lion. 

401 

C74 G. before tent of lady, who is on throne. Lion sits 
beside her, followers behind; ferocious beasts to 
left of G. 

535 J12 Lady pets lion. 
K7 = J12. 

591 A32 [xxix] Lady with lion, beasts around. 
F23 G., lady, and lion; beasts around. 14 

Vg22 Queen. 

625 A33 [xxx] Lady and lion. 
F24 Lady and lion, beasts. 
Vg23 = A33. 
C75 G. and three ladies and lion under canopy. Beasts 

threaten from the right. 

709 A34 G. kneels to lady, asks about all the strange events. 
F25 Lady, lion; G. kneeling. 
Vg24 G. and lion. 

747 Vg25 G. kneeling to queen. 
C76 Old knight talks to G. Lady is in bower. Ladies 

chatter on the side. 

767 A35 Knight tells G. the story of the lion. 
F26 Lady, G. and courtier, who is talking. 
Vg26 Queen and G. sit next to each other. 
E16 Man comes out from behind tent; similar to E15, but 

stream present, lion and beasts absent. Comment la 
dame araisona l'amant. 

923 A36 Three women and three men tell their stories. 
F27 Three women and group of men. 
Vg27 Queen and man standing. 
C77 Old knight talks to G.; scene to right has king 

surrounded by nobles and others, including a bishop. 

989 A37 Three women and three men still discussing cases. 
F28 = A36. 
Vg28 Two men kneel before two women. 
C78 Three noble couples talk. 

1119 A38 Three women, three men still talking. 
F29 Three women, two men still talking. 
Vg29 Man and monk. 
C79 Two men bow to two women. 

14 Faes. in Avril, "Les manuscrits enluminfs," Fig. 15. 

f. 84 
f. 66v 
f. 125v 

f. 107v 

f. sov 
f. 72[45] 

f. 84v 
f. 67a 
f. 126 

f. 85 
f. 67a 
f. 126v 

f. 108 

f. 85v 
f. 67v 
f. 127a 

f. 127b 

f. 109 

f. 86 
f. 68 
f. 127v 

f. 63 

f. 87 
f. 68v 
f. 128v 

f. llOv 

f. 87v 
f. 69 
f. 129 
f. 111 

f. 88v 
f. 69v 
f. 130 
f. 112 
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J13 G. and lady, three trees. (No rubric.) 
K8 = J13. des faus amens. 

. 1213 A39 Knight in full armor mounted on charging horse. 
F30 Two knights in armor, each with shields, approach 

three women. 
Vg30 Two knights in armor charge. 
C80 Joust. Three women observe from behind screen. 

1345 A40 [xxxvii] Six knights mounted on horses. 
Vg31 Four men seated, three women talking. 
C81 Five knights on horses bid farewell to two women 

watching from chateau. 

1505 A41 Man, two women. 
F31 Two men, three women. 
Vg32 Three monks, three nuns. 

402 

C82 Man seated between two women; another women stands to 
right. 

1523 F32 Five peasants eating. 
Vg33 Two couples (peasants?). 
C83 Six peasant couples in circle, hunter couple and dog. 

1545 J14 Robin hands Marote a purse. De Robin et de marote 
ensochas. 

K9 = J14. 

1587 A42 Man and woman embrace. 
Vg34 Woman kneels to man. 
C84 Bearded man points to group of five people. 

1607 A43 [xl] Two lovers. Third man being dismissed. 
F33 Man kneels to woman. She puts his hat on his head. 
Vg35 Two monks kneel to two women. 

1621 A44 Four couples in round dance. 
Vg36 Three men and two women dancing. 
C85 Three mJn and two women dancing. Fourth man plays 

bagpipes. 

1635 A45 Woman between two trees. 
Vg37 Several knights on horses, jousting; woman looks on. 
C86 Two pairs of knights on horses, in hand-to-hand 

combat. Three women look on from castle wall. 

1657 A46 Man giving garland to woman. 
Vg38 Woman kneels to man. 
C87 Man bends for woman to place garland on his head. 

1667 A47 Man and woman. 
Vg39 Man and woman seated, talking. 
C88 Man and woman stand; she holds his hand. 

f. 83v 
f . 75v[48v] 

f. 89 

f. 70 
f. 130v 
f. 113 

f. 90 
f. 131v 

f. 114 

f. 91 
f. 71v 
f. 132c 

f. 115 

f. 72a 
f. 132d 
f. 115v 

f. 86bis 
f. 78(51] 

f. 91d 
f. 133b 
f. 116a 

f. 91d 
f. 72b 
f. 133b 

f. 92a 
f. 133c 

f. ··1.'f6b 

f. 92b 
f. 133d 

f. 116c 

f. 92c 
f. 133d 
f. 116d 

f. 92c 
f. 134 
f. 117 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

40; 

1773 C89 G. stands next to stream with boat in it. 

1801 A48 G., tree, stream, lion; lady on cushion pets lion. 
Vg40 Man, lion, lady. 

1810 J15 Lady and G. sit on grass under tree, lady pets lion. 

1845 A49 Mirror image of A48. 
Vg41 Man and lady. 
C90 G. sits by lady, lion is next to her; two men look on, 

beasts behind them. 

1975 A50 Lady feeds the lion the leg of a deer. 
Vg42 Man kneeling before lady; lion beside her. 

2077 Vg43 G. and lion, next to stream. 

2129 C91 G. in boat with oars. Lion looks on from the bank. 

2204: End of poem 

totals: A 26 
G 18 
Vg 31 
E 4 

1 

C 24 (lst collaborator) 
J 6 
K 4 

Le Oit de l'Alerion 

A51 Man on horse with hunting bird. Ci commence le dit de 
l'alerion. 

F34 = Fl4. Ci commence le dit de l'alerion. 
Vg44 Noble talking to monk holding child's hand (compare 

VglO). Ci commence le dit de l'alerion. 
E17 G. with sword; birds in trees. Cy commance le dit des 

,llll, oysiaulx. 15 

C44 (two-col.) Forest. Man sits with bird in hand, keeps 
other bird at bay. Nest with birds on ground 
behind. In foreground, two men catching 
butterflies with a net; third man has a sling. 16 

477 C45 G. walks by forest, appears sad. 

I 
15 Faes. Avril, "Les manuscrits enlumines," Fig. 14. 

16 Faes. in Avril, "Les manuscrits enlumin£s, 11 Fig. 9. 

f. 117v 

f. 93c 
f. 134v 

f. 87v 

f. 93d 
f. 135 

f. 118 

f. 94v 
f. 136 

f. 136v 

f. 120 

f. 96v 
f. 75v 

f. 139 

f. 69 

f. 59 

f. 62 
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404 

E18 G. with sword before tree with sparrow-hawk. Four 
birds fly; fifth, small bird is in sparrow-hawk's 
claws. Comment l'amant s'en amoura de l'espervier. 

775 C46 G. with stick, looks up at four birds in tree. 

863 Vg45 (2/3-col) Man looks up at bird in tree. 

945 Vg46 (2/3-col.) Sparrow-hawk, bird, G. 
C47 Bird sits in one tree, G. climliS'~another. 

1015 Vg47 (2/3-col.) G. with sparrow-hawk. 

1111 Vg48 (2/3-col.) Two men talk. 
C48 G. with bird in hand. 

1151 Vg49 (2/3-col.) Man, woman, Amours. 

1307 C49 Large sparrow-hawk has smaller blue bird in claws, 
stands on pole between two trees. Bird handler's 
glove also across pole. 

1495 C50 Woman (Amours) talks to G. 

1511 Vg50 (2/3-col.) Two men with birds; seated man. 

1819 C51 Three women. Venus accepts golden apple from Paris? 

2091 C52 St. Louis and knights on horses. (Expedition nf 
Guillaume Longue-Epee.) 17 

f. 70 

f. 64v 

f. 144 

f. 145a 
f. 65v 

f. 145b 

f. 146a 
f. 66v 

f. 146b 

f. 68 

f. 69v 

f. 148v 

f. 71v 

f. 73v 

2181 C53 St. Louis on throne. Three knights, one in ar~or, talk. f. 74 

2401 C54 Lady with eagle on gloved hand. Man, also with glove, 
kneels to accept bird. Three ladies, two with red 
apples (Amours and Raison?), look on. 

2471 VgSl (2/3-col.) Lady with eagle, man. 
E19 Man with alerion on glove, hands bird to G., who has 

sword. Commant amours envoia l'alerion a l'amant. 

2761 C55 Man on horse scares off six birds. He has sling? 

3029 C56 Woman (Amours) talks to G. 
E20 Man, G. with sword, eagle. G. has finger in eagle's 

beak. Comment l'amant s'en amoura de l'aigle. 

f. 76 

f. 154v 

f. 75v 

f. 78v 

f. 80 

f. 77v 

17 See Hoepffner. Oeuvres, II, lxix, and Calin, A Poet at the Fountain, 
pp. 96-97. 
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3401 C57 King and others, all on horseback, watch as large blue 
falcon attacks brown eagle, which is cowering on 
bush with its wings open. 

3803 C58 Woman (Raison) holding apple hits G. with stick as two 
women (Courtoisie and Amours) look on. 

3987 E21 G. with sword; two other men, one in green, one in 
blue with gyrfalcon. Comment l'smsnt demands le 
gerfeut. 

4209 C59 G. with gyrfalcon in hand. About to strike at four 
birds on hill (one is attacking another?). Same 
object, sling or whip, appears in CSS. 

4341 C60 Woman (Raison) talks to G. 

4569 C61 G. standing with bird in each hand, one large (the 
alerion) and one small. 

4814: End of poem 

totals: A 1 
F 1 
Vg 8 
E 5 

1 

C 18 (2nd collaborator) 

Le Confort d' ami 

A52 King Charles of Navarre looks out of tower, G. talks 
to him. Ci epres commence Confort d'emy. 

F35 King Charles of Navarre seated, with two men. 
Receives book from messenger. G. stands off to the 
right. Ci commence Confort d'smi. 

Vg52 G., kneeling, presents book to King Charles of 
Navarre; two retainers stand behind the king. Ci 
commence confort d'smy. 

E26 Elder points to nude woman (Susanna) in stream. Both 
look at second elder. All is within garden wall. 
Cy commsnce le corifort d'amy. 

J16 = A52. 

57 A53 God in heaven, holds globe. 

F36 Lady and bearded man kneeling. God is in upper 
right-hand corner. 

Vg53 (3/4-col.) G., kneeling in front of king with his 
retainers, praying to God, who looks on, outside 
the upper-left frame of the miniature. 

f. 82v 

f. 85v 

f. 80 

f. 88 

f. 89 

f. 91 

f. 127a 

f. 98v 

f. 170a 

f. 93 
f. 91 

f. 127b 

f. 99a 

f. 170b 
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[vv. 73·410: Story of Susanna] 
73 Vg54 (3/4-col.) Susanna between two men. 

83 A54 Three women watch as two women bathe in stream; fourth 
woman is undressing. 

F37 Two elders hide; stream; Susanna with two maids, one 
going into chateau. 

Vg55 Susanna, Ioachim and three others(?). 

135 Vg56 Susanna and two maids. 

161 ASS Two elder judges and Susanna. 
F38 Elder talks to Susanna. Other elder goes into chateau. 
Vg57 (3/4-col.) Two elders, Susanna. 

181 A56 Two elder judges watch as Susanna prays to God, who is 
in upper right of picture. 

F39 Two men sit on chest. One man presents Susanna, 
others gathered around. 

Vg58 Susanna, elders and courtiers(?). 

199 Vg59 Susanna kneels, four men stand over her. 

221 Vg60 Two elders and Susanna before judges on bench. 

253 A57 [liii] Susanna stands among judges. 
F40 Group; Susanna in white, kneeling and praying to hill. 

Two men behind. 
Vg61 (3/4-col.) Susanna prays to Father, Son, and Holy Ghost. 

273 ASS [liiii] Two men about to toss Susanna into fire; elder 
judges look on. 

F41 Group; one woman holds baby Daniel. Susanna in white 
has hands tied, led by a man. 

Vg62 Groups look on from both sides; Susanna with hands tied. 

329 F42 Group, child Daniel, man. 
Vg63 Elders, two men (one is Daniel?). 

330 A59 Group to left. Woman holds child Daniel. Two elder 
judges look on. 

351 Vg64 Group of men talk to Daniel(?). Angel'with sword 
about to strike group. 

357 A60 Group joins woman and child Daniel, against the two 
elder judges. 

F43 Elder on left. Group and child talk to elder on right. 
Angel with sword is about to strike the elder on 
the right. 

393 Vg65 Group looks up to God. 

[vv. 451·646: The fiery furnace. Daniel iii] 

f. 170c 

f. 127v 

f. 99b 
f. 170c 

f. 171a 

f. 128b 
f. 99c 
f. 17lb 

f. 128b 

f. 99d 
f. 171b 

f. 171c 

f. 17ld 

f. 128v 

f. lOOb 
f. 172a 

f. 129 

f. lOOb 
f. 172a 

f. lOOd 
f. 172c 

f. 129c 

f. 172d 

f. 129d 

f. lOOd 

f. 173 
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481 A61 Nebuchadnezzar and bearded Daniel. 
F44 Nebuchadnezzar and group point to naked gold statue. 
Vg66 Group speaks to King Nebuchadnezzar. Daniel(?) sits 

behind king. 

513 A62 [lviii] Musicians (two harps and two trumpets) play to 
statue. Other people worship it. 

F45 Musicians (vielle, harp, trumpet) play to golden statue. 
Vg67 Group prays to nude statue. 

545 Vg68 King talks to group of three men (Sidrach, Misach, 
Abdenago). Nude statue behind. 

565 A63 Three men in furnace. Two men fan flames with bellows. 
F46 King Nebuchadnezzar directs as three men are thrown 

into firey pit. 
Vg69 King points as three men led away. 

583 F47 Three calm men in furnace, with .angel. Three outside 
suffer. 

Vg70 Three men in furnace. 

619 A64 Three men in furnace with angel. 
F48 = A64; Fire is out, king and two men approach. 

624 Vg71 Three men and king kneel to God. 

633 E27 Two men and king in fire, while King Nebuchadnezzar 
and two men watch. Angel above. Comment 
nabugodonosor fist mettre les .iii. juis en la 
fornaise ardant. 

[vv. 661-954: Baltasar's vision. Daniel v.1·30] 
671 Vg72 King and men at banquet table. Two strange men look on 

from behind. 

719 E28 King, queen and man at banquet table. Hand is writing 
on wall with pen. Comment le roy balthasar vit la 
main qui escrisoit. 

753 A65 Baltasar with scepter, Daniel. 
F49 = A65. 
Vg73 King Baltasar rejects words of bearded man, while 

group looks on. 

943 Vg74 Men wielding swords (the rest illegible). 

[vv. 955-1287: Daniel in the lions' den. Daniel vi] 
955 Vg75 Daniel(?), King Darius and three men. 

1045 Vg76 Three men kneel to King Darius. 

1057 A66 King Darius; three bearded men accusing Daniel. 

f. 130c 
f. lOlc 

f. 173c 

f. 130d 
f. lOld 
f. 173d 

f. 174a 

f. 131 

f. 102a 
f. 174b 

f. 102b 
f. 174c 

f. 131v 
f. 102c 

f. 174d 

f. 94v 

f. 175 

f. 95 

f. 132v 
f. 103 

f. 175v 

f. 177a 

f. 177a 

f. 177d 

f. 134c 
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F50 Three bearded men kneeling to King Darius, pointing to 
two men in background. One of these (Daniel) is 
being accused. 

Vg77 Daniel praying to God; two men inform King Darius. 

1089 A67 Daniel in pit, unharmed, with six lions. 
F51 Daniel, naked, dropped into pit with two lions, while 

. . king and two men look on. 
Vg78 Daniel in tower (with lion?). 

1131 A68 King and man cover mouth of pit containing Daniel (no 
lions visible.) 

F52 Nude Daniel and lions happy. Angel carrying by the 
hair a bearded man (Habakkuk) holding a pot. 

Vg79 Angel carries Habakkuk by the hair. 

1155 Vg80 Daniel in tower with lions; Habakkuk offers jug. 

1157 A69 Angel flying, carrying Habakkuk,by his hair. He has 
stew pot. 

1193 A70 Angel lets Habakkuk with his pot down by the pit 
containing Daniel. 

F53 King Darius comes up to the pit, finding nude Daniel 
and lions happy. 

Vg81 King, Daniel, lion. 
E29 Cf. F53; King points to semi-nude Daniel. Comment li 

roys daries vit daniel en la fosse au lyons. 

1225 F54 Darius directs as man with rope and pulley frees 
Daniel from the pit. 

Vg82 King Darius points to bearded man; lions behind. 

1245 F55 King Darius points as another man throws Daniel's 
accusers to lions. Lions eat men. 

Vg83 King points as Daniel's accusors are eaten by lions. 

1257 A71 King Darius watches as lions eat Daniel's accusors. 

[vv. 1353-1548: Manasseh. 2 Paralipomenon xxxiii] 
1421 A72 Manasseh sitting in tower, irons on ankles. 

F56 King Manasseh in tower, praying. 
Vg84 = F56. · -~ 

1979 J17 God looks down from corner, smiling. Comment le Roy 
salemon requeroit adieu qu'il le gardast de grant 
richesse et de grant povrete. 

[vv. 2277-2352; 2517-2632: Orpheus and Eurydice] 
2277 A73 Man bends and looks at bearded man inside tower. 

F57 Orpheus with harp plays for Eurydice, who is held by 
two devils coming from hell. 

f. 104c 
f. 177d 

f. 134d 

f. 104d 
f. 178a 

f. 135 

f. 105c 
f. 178b 

f. 178c 

f. 135c 

f. 135d 

f. 105c 
f. 178d 

f. 96 

f. 105d 
f. 179a 

f. 105d 
f. 179b 

f. 136 

f. 137 
f. 106v 
f. 180v 

f. 103v 

f. 142v 

f. 111 
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Vg85 Tonsured Orpheus nlays harp; Orgueil, Envie and 
Tricherie comL their hair. 

[vv. 2353-2516: Rape of Proserpina] 
2517 A74 Pluto, as king devil, galloping away on horse holding 

Proserpina. 
F58 Harpist; nude Tantalus in water with tree. 
Vg86 Harpist; two other men sit, one next to stream. 

2535 A75 ~ F57, but only one devil. 
F59 Three women (Danaides) with buckets next to river. 11 

Vg87 Orpheus looks at Euridice with mirror(?). Three women 
(Danaides?) look on, one is queen. 

2645 A76 Orpheus cudgeled and stoned by five Maenads. 
F60 Paris holds arm of Helen leaving temple. 
Vg88 Orpheus holds Eurydice's arm. Gates of hell behind. 

[vv. 2683-2742: Hercules' combat with Achelous] 
2683 A77 Knights in boat with Paris help Helen on board; she 

has come from castle. 
F61 Knight (Hercules) hits bull (Achelous) on the head. 
Vg89 Women watch as bearded Hercules strikes at Achelous 

with his sword. 

3979 Vg90 (Min. only six text-lines tall) Man in bed. 

4004: End of poem 

totals: A 26 
F 27 
Vg 39 
E 4 
J 2 

Dit-de la Fonteinne amoureuse 

1 A78 G. at desk, writing with pen in left hand, scraper 
right. Le livre de la fonteinne amoureuse. 

F62 G. looks at fountain. Ci commence le dit de la 
fonteinne amoureuse. 

Vg91 Man sits and looks at fountain. Ci commence le dit 
de la fonteinne amoureuse. 

E22 G. at desk, writing. Pen case and ink well on desk. 
Cy commance le livre morpheus. 

18 See Hoepffner, Oeuvres, III, ix, n. 

in 

f. 185v 

f. 144 
f. 112b 
f. 187 

f. 144v 

f. 112 

f. 187v 

f. 145 
f. 112v 
f. 188 

f. 145v 
f. 113 

f. 188v 

f. 196v 

f. 154a 

f. 119v 

f. 197a 

f. 83 
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J18 Next to cistern, Paris kneels and gives apple to one 
(Venus) of three women. Man with bird perched on 
hand looks on. 

55 A79 G. asleep in fancy bed. 
F63 G. in bed. 
Vg92 Bearded man (duke?) in bed, lady looks on. 

235 A80 

F64 
Vg93 

539 A81 
F65 
Vg94 

[before the Complainte d'amant] 
G. in his room taking dictation of complainte from 

duke, who is outside. La complainte de l'amant. 
G. with arms crossed, in forest. 
Man takes leave of woman. Vecy la complainte de 

l'amant. 

[vv. 543-698: Ceyx and Alcyone] 
Man alone (duke brooding?). 19 

Queen (Juno or Alcyone) in bedroom, holds mouth. 
Ceyx under water. 

SSS F66 Alcyone kneels to Queen Juno. 
Vg95 = F66 

571 A82 

F67 
Vg96 

King Ceyx drowned in lake. Queen Alcyone supplicates 
Juno.'' 

Juno, Alcyone; Iris (angel) kneels. 
King (God of Sleep?) sits. Angel (Iris?) kneels to him. 

587 A83 Iris (angel) flys over Juno (queen) in bed, accepts 
message to take to God of Sleep. 20 

F68 
Vg97 
Jl9 

KlO 

603 A84 

F69 

Vg98 

619 ASS 
F70 

Vg99 

Iris (angel) flies over la~e. 
Iris (angel) flies over building. 
God of Sleep asleep on grass. Le massage ve,;us fait 

au dieu de sommeil. 
= Jl9. 

Iris (angel) flies over God of Sleep, who is sleeping 
in castle next to river. 10 

Iris (angel) standing in king's bedroom. King (God of 
Sleep) is asleep. 

Angel kneels to dozing God of Sleep; courtiers look on. 

G. half asleep, sitting on bed~0 

God of Sleep wakes up and sees Iris. Little sprites 
under bed. 

God of Sleep in bed. Spirits fly overhead. 

f. 118 

f. 154b 
f. 120 
f. 197b 

f. lSSv 
f. 121 

f. 198v 

f. 157c 
f. 122c 
f. 200c 

f. 122c 
f. 200d 

f. 157d 
f. 122d 
f. 200d 

f. 158a 
f. 122d 
f. 201a 

f. 122 
f. 110v[79v] 

f. 158b 

f. 123a 
f. 201a 

f. 158b 

f. 123a 
f. 201b 

19 Faes. of A81-82 (fol. 157v) in Roger Sherman Loomis, A Nirror of 
Chaucer's World (Princeton, 1965), Pl. 45. 

2 ° Faes. of A83-85 (fol. 158r) in Loomis, A Mirror, Pl. 46. 
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651 A86 Morpheus comes in the shape of Ceyx to Alcyone, who 
is asleep. 21 

F71 God of Sleep sits up in bed, talks to son. (Morpheus). 
VglOO Morpheus kneels to his father, the God of Sleep. 

667 A87 King Ceyx and Queen Alcyone standing to right of 
water, two sea birds above the water. 11 

F72 Morpheus in the shape of Ceyx in boat floats next to 
Queen Alcyone, who is sitting up in bed. 

VglOl Queen Alcyone in bed, Morpheus in the shape of Ceyx 
kneels to her. 

811 ASS Man (G.?) puts garland on another man's head 
(duke's?), who is sitting on bed asleep. 

F73 Duke kneels to God of Love. 

1075 A89 Duke with hunting bird; G. points to entry of building. 
F74 Lady, duke with bird and G. in.bedroom. 
Vg102 Duke with bird, G. facing him. 

1135 A90 Chateau and two courtiers; duke approaches with boy, 
dog, horse and sparrow hawk; G. behind. 

F75 Duke presents horse, sparrow hawk and dog to lady. 
Vgl03 Duke with bird; G. points to dog and horse. 

1205 Vg104 G. kneeling to duke(?). 

1313 A91 
F76 
J20 

G. and duke before fountain. 
= A91. 
Man and woman aboard boat in water. La maniere et 

les contenances de la fontaine. 

1333 A92 Detail of fountain shows mythological figures on it. 
F77 G. and duke; fountain with twelve-headed dragon on it. 
Vg105 Knights mounted on horses, fighting with swords. 

1371 A93 Fountain with figures on it, trees around. 
F78 = F77, but men sitting. 
Vg106 G. and duke look into well. 
E23 Fountain. G. talks to duke. Comment l'amant et l'amy 

regardent la fontaine. 

1511 A94 Well-dressed duke talking to G. 
F79 Duke receives written-out complainte from G. 
Vg107 Duke receives scroll from G. 

1609 A95 G. and duke asleep next to fountain. Duke is covered 
by G.' s robe. 

21 Fa~s. of A86-87 (fol. 158v) in Loomis, A Mirror, Pl. 47. 

f. 158v 
f. 123b 
f. 201c 

f. 158v 

f. 123v 

f. 201d 

f. 159v 
f. 124 

f. 161v 
f. 125c 
f. 204 

f. 162 
f. 125d 
f. 204v 

f. 205 

f. 163 
f. 126v 

f. 127 

f. 163c 
f. 127a 
f. 206a 

f. 163d 
f. 127b 
f. 206b 

f. 86v 

f. 164v 
f. 128 
f. 207 

f. 165v 
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F80 Duke asleep, lying with G. and wrapped with G. 's 
robe, next to fountain. Queen Venus holds golden 
apple, lady stands behind her. 

Vg108 G. and duke asleep next to fountain; Venus looks on. 

[vv. 1633-2144: Judgement of Paris] 
1715 A96 Four queens at table. Discord presents golden apple 

"a la plus bele." 
F81 Three queens (Pallas, Juno, Venus) at banquet table. 

Discord holds golden apple, courtier looks on. 
Vg109 Three women (Pallas, Juno, Venus) _sit, Discord looks 

1851 A97 Woman in tower, man in basket hung from tower. Two 
men with torches, one sets fire to woman's dress. 

F82 Three queens. Mercury offers golden apple to shepherd 
Paris. Cows and sheep round about. 

VgllO Three women stand before shepherd Paris. 

2125 A98 Paris with dog gives apple labeled "pulchriori dei" 
to one of three queens. 

F83 Paris gives golden apple labeled "belle" to first of 
three queens. 

Vglll Paris and three women. 

2145 A99 Fountain; G. and duke still asl~ep. 
F84 Venus with lady come to duke asleep on hill. 
Vg112 Man asleep. Woman talks to another man. 

(before the Contort de l'amant et de la dame] 
2207 AlOO Two women, fountain, duke. Le contort de l'amant et 

de la dame. 
F85 Lady holds hand of duke as Venus looks on. Le 

contort de venus .. Et de la dame. 
Vg113 Duke is awake. Venus and lady talk. 
E24 Venus and lady stand at fountain. G. asleep across 

lap of duke. Comment venus et la dame recontortent 
l'amant. 

[after Confort de l'amant et de la dame] 
2527 F86 G. and duke wash hands at fountain. 

Vg114 Two men at fountain, duke washes hands. 

2745 AlOl G. and duke at fountain. 
F87 G., duke; knight kneels to duke. 
Vg115 Knight kneels to G. and duke. 
E25 Duke and G. seated next to fountain. Commant l'amy 

conforte l'amant. 

2789 Al02 Three men in boat, one of whom (duke) bids farewell 
to G. on horse. 

F88 · G. riding on horse with duke next to water. 
Vg116 Duke gives out money before leaving. 

2848: End of poem 

on. 

f. 128v 
f. 208 

f. 166 

f. 129 
f. 208v 

f. 167 

f. 129v 
f. 209v 

f. 169a 

f. 131a 
f. 211 

f. 1698 
f. 131b 
f. 211v 

f. 169v 

f. 131v 
f. 212 

f. 89 

f. 133 
f. 214 

f. 1738 
f. 134 
f. 215c 

f. 90v 

f. 173b 
f. 134v 
f. 215d 
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totals: A 25 
F 27 
Vg 26 
E 4 
J 3 
K 1 

1 

Le dit de la harpe 

A103 King David plays harp, woman listens. (f. 173v:) Ci 
apres commence le dit de la harpe. 

F89 Man plays harp-for queen. Ci commence le dit de la 
harpe. 

Vg117 Man(?) plays harp. 
E30 Woman plays harp next to cistern, three birds in trees. 

31 A104 = A75, but three devils, hell with crenelations, 
Eurydice more distant. 

F90 = F57, Orpheus; Eurydice held by two devils, hell 
behind castle wall. 

83 F91 King David plays harp. 

111 Al05 King David playing harp for God, who has halo and 
ball-shaped sceptre. 

F92 Two courtiers, queen. 

129 A106 Woman avoided by three men. 
F93 Man with scourge galloping on horse with red straps. 

Man on horse with red straps. 143 A107 
F94 ' Lady plays harp for another lady (Debonnairete and 

her sister Humilite). 

157 A108 Two women talk (Debonnairet~ and her sister HumilitJ). 
F95 Two women shake hands (Honneste and her sister Verite). 

165 A109 Two women again (Honneste and Verit~), smaller and 
cruder. 

F96 Two ladies passing out loaves of bread from basket to 
beggars (Charite and her sister PitJ. 

175 AllO Two women (CharitJ and Pite) handing out alms to the 
poor and infirm. 

F97 Three ladies (Jeunesse and her sisters Deduit and 
Leesse). 

187 Alll Man in middle holds hands of two ladies (Jeunesse and 
Deduit or Leesse) (cf. F97). 

F98 Crippled rich man walking with crutch. 

f. 174a 

f. 135a 
f. 216 
f. 1(;5 

f. 174b 

f. 135a 

f. 135c 

f. 174v 
f. 135c 

f. 175a 
f. 135d 

f. 175a 

f. 135d 

f. 175b 
f. 136a 

f. 175b 

f. 136a 

f. 175c 

f. 136b 

f. 175c 
f. 136b 
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197 A112 Three women (Pais, Sante, Richesse) admire 
curly-headed fourth woman (Jeunesse). 

F99 Noblesse and sisters Franchise and Gentillesse; one 
holds harp. 

207 All3 Hooded woman between two men, one has hunting bird(= 
Franchise, Gentillesse and Noblesse?). 

FlOO Two women (Richesse and Largesse) hold hands. 

221 All4 Queen with hooded woman who displays her set of small 

f. 175d 

f. 136c 

f. 175d 
f. 136c 

gold balls on strings. (Richesse and Largesse). f. 176a 
FlOl Man kneels to four women who are seated (Simplesse, 

Doubtance de meffaire, Honte, and Amour). f. 136c 

223 A115 Four women, one with hood, one with wild hair 
(Simplesse, Doubtance de meffaire, Honte, and Amour). f. 176b 

F102 Five women (Avis, Congnoissance, Grace, Maintieng, 
and Maniere); minstrel plays.harp. f. 136d 

285 A116 Hooded woman sits on throne. 
F103 Queen stands, G. kneels. 

354: End of poem 

totals: 

1 A119 

F104 

E32 

169 Fl05 

A 14 
F 15 
Vg 1 
E 1 

Voir Dit 

Messenger doffs hat and hands message "a Guillem" to 
G. Ci commence le livre dou Voir dit. 

G. and messenger out of doors, hold out hands to each 
other. Ci commence le livre du voir dit. 

G. in blue with skullcap, reclining in garden. 
Bearded messenger has message. Cy commance le livre 
du voir dit. 

[before Peronne's Rond.] 
G. accepts message from messenger. Rondel. la dame. 

[after G. 's reply Rond.] 
315 A120 Messenger bids farewell to G. l'amant. 

F106 G. looks at messenger; holds message. (f. 139r:) 
L'amant. 

[before B32] 

f. 176v 
f. 137 

f. 221 

f. 137v 

f. 171 

f. 138v 

f. 223v 

f. 139v 
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571 Fl07 G. in bed, accepts message from man. L'amant . 
. Balade et y a chant. 

[after Peronne's Rond.] 
637 Al21 G. in bed, accepts message "a Guillaum" from 

m£Jsenger. l'amant. 
Fl08 Toute belle, in bed, reads message; messesenger also 

present. 

(after letter II (IV in Paris ed.)] 
1003 A122 Three men on horses. G. 's has no red straps. 

Fl09 G. on horse. 

[after letter IV (VI in Paris ed.)] 

f. 141 

f. 227 

f. 142 

f. 230v 
f. 144v 

1228 A123 Messesger gives message "a ma dame" to Toute belle. f. 233 
FllO Toute belle standing next to bed reading message. 

Girl there too. f. 146c 

[before Complainte] 
1250 A124 Toute belle, hand over breast, sits in bed. la dame 

Complaint e. f. 233v 
Flll Toute belle stands next to bed, hands clasped, looks 

at girl. La dame. Complainte. f. 146d 

1384 A125 Messenger gives image of Toute belle to G. f. 235v 
F112 G. kneels next to bed, hands clasped towards image of 

Toute belle. f. 148 

[after letter X] 
1503 A126 = A122, Group approaches castle. f. 237 

Fl13 G. on horseback, approaches church. L 'amant. f. 149 

2245 A127 Toute belle stands, G. sits with pen and ballade with 
music, labeled "balade." f. 242 

Fl14 G. sits, Toute belle asleep across his lap, secretary 
there. f. 153 

[ after Rond. ] 
2623 Al28 Three women approach on horseback. G. looking out of 

church, frightened. l'amant. f. 245 
Fll5 Two women (including Toute belle) approach on 

horseback. Secretary points to them for G., who 
stands surprised at the door of the church. l'amant. f. 155 

[ after Rond. ] 
2891 Al29 G., Toute belle, and G.'s secretary, outside. l'amant. f. 248 

Fl16 Toute belle and G. sit far apart on bench, messenger 
peeks. f. 157v 

3712 Fl17 Toute belle nude in bed, girl at side. G. at end of 
bed, kneeling with hands clasped. f. 162c 
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3760 A130 G. and Toute belle on bed, queen (Venus) to the side 
envelops them in a blue cloud of smoke. 

F118 G. embraces Toute belle under tree. Queen in heaven 
(Venus) looks on. L'amant. 

[after Rond.] 
3947 Fll9 Four women and Toute belle approach G., all on 

horseback. L'amant. 

4362 A131 (viii] Three women and Toute belle approach three 
men, all on horses. Toute belle and G. touch 
hands. l'amant. 

F120 G. hands book (lai) to messenger. L'amant. 

[after letter XXVI] 
4563 A132 [ix] Queen Semiramis. Man talking to Queen on 

throne. Vostre loyal amie (added in grey ink, by 
different scribe). 

F121 Queen Semiramis stands next to.bed. Man with spear 
kneels, three men stand. 

[ after Bal 1. ] 
4814 A133 Messenger gives G. a message: "a Guil." 

F122 G. stands with open box that has gold things in it. 
L'amant. 

4910 F123 G. sleeping, image of Toute belle has its back turned 
to him. 

[the game of le roi qui ne ment] 
4990 A134 Five people being lectured by king. Le Roy qui ne ment. 

F124 Four people gathered around king, G. apart, petitions 
king . 

. ,124 F125 G. approaches king on throne. 22 

5244 F126 King talks to G. Le ray respont. 

5468 A135 
F127 

King talks to G. l'amant. 
[cf. Fll2] G. kneels next to bed, hands clasped 

toward image of Toute belle; messenger also 
present. (f. 175:) l'amant. 

[after letter XXXI] 
5536 A136 Toute belle sits on bed. l'amant. 

F128 = A136. l'amant. 

[Assassination of Julius Caesar] 

f. 255 

f. 162d 

f. 164 

f. 259v 
f. 166 

f. 264 

f. 169 

f. 267v 

f. 171 

f. 172a 

f. 268v 

f. 172b 

f. 173 

f. 173v 

f. 271v 

f. 174v 

f. 274v 
f. 176v 

22 Hairline writing below col. a: "Ung roy assis et r'~chaut agenoulx 
devant li. 11 This is the only visible written direction to an illuminator I 
have found in any of the Machaut MSS. 
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5907 A137 Three men with knives attack and kill Caesar, another 
looks on. [erasure of earlier sketch is visible] 

F129 G. gives message to messenger. L'amant. 

[Hero and Leander] 
6063 A138 Nude Leander swimming in water, Hero in tower looks 

on. [ erasure J. 
F130 G. dictates to secretary, who writes. 

[Acis and Galatea] 
7070 A139 [xv] Polyphemus on shore sinks sailboat in lake. 

[erasure: figures left out?]. 
F131 Polyphemus on shore with hook tips boat on lake. Acis 

and Galatea aboard. 

7292 A140 Woman dressed in green points to heart. Labels: 
biens et ectas (head) longe et prope (heart) ~ors 
et vita (feet). l'ymage de vraie amour. 

F132 Woman in green points to her heart (dress open): 
L'ymage de vraie amour. 

E33 Woman with cloak with gold writing on it ("a mort et 
a vie"). Comment li ancien paignoient l'ymage du 
dieu d'amours. 

7616 A141 G. putting image of Toute belle into trunk. Comment 
l'amant emprisonna l'image de -toute bele. 

F133 G. locking trunk. Comment l'amant emprisonna L'ymage 
de toute bele. 

7719 A142 Image of Toute belle. Comment l'image de toute belle 
se complainte a l'amant. 

F134 G. in bed, image of Toute belle wringing its hands at 
foot of bed. Comment l'ymage de toute belle Se 
complaint a l'amant. 

[Story of the raven] 
7773 A143 [xix] Black raven and white raven. Comment li 

corbiaus blans fu muez en plume noire. 
F135 Coronis and page embrace. Two black birds fly 

overhead. Comment Ji corbiaus blans Fu mues en 
plume noire. 

7863 A144 Two black birds; crow flies up at the rav~n. (f. 
294a:) Comment la corneille reprist et chastia le 
corbel. 

F136 Black bird in tree. Woman (Aglanros) opens a trunk, 
finds two-headed monster (Erichthonius). 

8111 A145 Bearded man (Apollo) shakes finger at black bird, 
which flies off. 

8147 F137 G. asleep in bed, image of Toute belle at foot of 
bed. L'ymage de toute bele. 

f. 278 
f. 179 

f. 28lv 
f. 181 

f. 285v 

f. 184 

f. 289 

f. 186v 

f. 202v 

f. 291 

f. 188 

f. 293 

f. 189c 

f. 293v 

f. 189d 

f. 294v 

f. 190 

f. 296 

f. 191v 
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8179 A146 G. with trunk open, holds image of Toute belle. 
Comment l'amant desprisona l'image de toute belle. 

F138 G. opening trunk, image of Toute belle inside. 
Commant l'amant desprisonna L'ymage de toute belle. 

8239 A147 [xxiii(?)] (two-col., large format) Lady Fortune with 
four small wheels inside large wheel. Comment 
Titus livius descript l'ymage de fortune. 23 

F139 Fortune with large gold wheel and four small wheels; 
people look on. (192r:) Comment tytus livius 
descript L'ymage de Fortune. 

E34 = A, but writing on wheels in French. (206r:) 
Comment tytus lyvius descript l'ymage de fortune. 

J24 Lady Fortune in large wheel, surrounded by three 
small wheels. Comment titus livius figure l'ymage 
de fortune. 

K12 = J24. Comment titus liuius figure l'ymage de fortune. 

8652 A148 [xviii?] (two-col., large format) Two-headed Fortune 
with wheel. Five women stand above five cisterns. 
Comment li paien figuroient l'ymage de fortune. 24 

F140 = A, but crude. Comment Ji paien figuroient l'ymage 
de toute bele. 

9037: 

E35 Two-headed Fortune (man and woman) with wheel. Five 
streams open below. (208r:) Comment li paien 
figuroient l'ymage de fortune. 

J25 Two-headed Fortune inside wheel. Coment Jes paiens 
contrefirent l'ymage de fortune a .ij. visages. 

Kl3 = J25. Coment Jes paines figurent l'ymage de fortune. 

End of poem (P. Paris's count) 

totals: A 30 
F 37 
E 4 
J 2 
K 2 

f. 296v 

f. 192 

f. 297 

f. 192v 

f. 206v 

f. 147v 
f. 133[98] 

f. 301v 

f. 195v 

f. 208v 

f. 150 
f. 135 

23 Faes. in Avril, "Les manuscrits enluminJs," Fig. 10 (cf. Fig. 16 for 
MS Morg). Latin inscriptions are in P. Paris ed., pp. 334-35 nn. 

24 A different hand has added the Latin inscriptions to the bottom 
margin, translating what is given in French in the text: "Primum signum erat 
si aqua foncium inciperet movere. Secundum si inciperet affluere. Tertium 
si inciperet tumestere. Quartum si inciperet clarescere. Quintum si 
inciperet totalo evanescer~. Avril believes that the Latin inscriptions for 
A147 and A148 could not have been furnished by the illuminator, that the 
exact indications must have been supplied by the author ("Les manuscrits 
enluminis," pp. 131-32)1 seen. 181 above, p. 91. 
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Le Dit de la Marguerite 

A118 King (Peter I de Lusignan, King of Cyprus) kneels to 
seated woman with flowers painted on her dress. 
(f. 213:) Ci commence le dit de la marguerite. 

F141 Well-dressed man offers rose to woman. Ci commence 
le dit de la marguerite. 

Le Dit de la Rose 

A150 G. finds rose in middle of thorny bush. 

Vezci les biens, etc. 

A151 Man talks to woman. Vez ci les biens que ma dame me 
fait Pour amender moy m'onner et mon fait. 

La Prise d'Alexandrie 

A149 (two-col.) Knights come from ships, attack castle. 
Ci commence li livre de la prise d'alexandre. 25 

G142 Queen angel (Amour), surrounded by lady angels and 
knight. Heavens shown. 

E36 Woman in childbed. Two women wash baby in wooden tub, 
third woman looks on (birth of King Peter I de 
Lusignan). Cy commance la prise d'alexandre 

Vg118 = A149 (but one-col.). 

5004 E37 Battle of knights against Moslems. Knights hold 
banner with image of queen (Notre Dame) with child. 
Comment Jes crestiens desploierent une beniere de 
notre dame. 

7896 E38 Two kings on thrones (Peter I and the Pope), bearded 
man with sword kneeling (Florimont, sire de 
Lesparre). Three look on. Comment l'acort tu du 
roy de chipre et de l'esparre. 

8886: 

totals: 

End of poem (Mas Latrie's count) 

A 1 
G 1 

25 Faes. in Loomis, A Hirror, Pl. 103. 

f. 213v 

f. 198v 

f. 36Sv 

f. 366 · 

f. 309 

f. 1 

f. 213 
f. 336 

f. 226v 

f. 235v 
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Lol A117 

G143 

Vgl 

C92 

Jl 
Kl 
Dl 

Lo67 Vg2 

Lo94 Vg3 

Vg 1 
E 3 

La Loange des Dames 

420 

Lady seated on hill, G. kneeling and praying to her. 
Les Balades ou il n'a point de chant. 

G. at writing desk, pointing to open book. Ci 
commance la loange des dames. 

= G143, G. looking out at reader. Ci commence Jes 
Balades ou li n'a point de chant. 

G. sitting under tree, writing on narrow scroll. 
Four other scrolls scattered on ground. 

Man with arms crossed walks beside three trees. 
= Jl, only two trees. 
G. seated at writing desk, writing in book. Ci 

commence le livre de mestre Guillaume De loris. 

Man giving something to woman.26 

= Vg2, same figures, different attitudes. 

Lo109 Vg4 1 Woman holding dog, man looks on. 

totals: A 1 
G 1 
Vg 4 
C 1 (2nd collaborator) 
J 1 
K 1 

Complaintes 

No.1 G144 G. kneels to queen angel (Amours). Ci commence Jes 
complaintes. 

VgS G. holding scroll, Amours holds out hand towards it. 
E2 G. kneels to queen angel (cf. Amour of Prologue). 

After miniature: Complainte d'amant. 
D2 G. kneels to queen angel, who holds three arrows. 

Comme l'atteur se complaint au dieu d'amours et est 
agenouz devant Jui. 

f. 177v 

f. 45 

f. 1 

f. 121 
f. 1[1] 
f. 1 

f. 1 

f. 11 

f. 14 

,f. 16 

f. 67 
f. 31 

f. 13 

f. 38v 

26 This and the following two miniatures in Vg fill in small blanks 
left by lacking third strophes of some ballades. Two similar blanks later 
in the Loange were not filled, in Lol'.36and 164, 
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No.3 Vg6 
E3 

D3 

No.4 E4 

421 

Two men by castle, one bearded (Henry and G.?). 
G. kneeling to man (Henry). Complainte d3 Guillaume 
machaut. 

G. points to his hand, talks to knight. Comment 
J'atteur se complaint du temps qu'il voit. 

Woman sitting next to cistern watching white dog 
with bone. Complainte de dame. 

f. 32v 

f. 13v 

f. 40v 

f. 14a 

No.6 ES Man kneeling, hat doffed to lady. Complainte d'amant. f. 14b 

totals: G 1 
Vg 2 
E 4 
D 2 

Rondeaux in Loange (MS E only) 

Lo27 E6 Rondiau. Group of six people standing around barrel, 
singing from rotulus (cf. A154, to Motets). 27 

Dit de la Fleur de lis et de la Marguerite 

G Not illustrated. 

Lays 

Ll A152 Noble in supplicating pose to woman.21 

G145 G. at desk, writing lay. Text given in book: "Loyaute 
que point ne delay wet sans delay que fa[ce]." Ci 
commence Jes lays." 

E31 Group of five singing from book, in garden. 
C91 Lady points to G., who is seated on the ground, 

writing on long scroll. 29 

f. 16 

, f. 367 

f. 74 
f. 107 

f. 165 

27 Color repro. on back cover of Early Nusic, Vol. 5, No. 4 (Oct. 
1977). Black and white figure in same issue, p. 472. 

21 See Figure 3.4above, Chap. 3. 

29 Silvia Huot, "The Illwninated Series of Lays," points out that the 
lady in this illustration wears a scarf fluttering in the air, recalling the 
similar depiction of the allegorical Lady Hope in several illustrations in 
the Remede in MS C. It seems possible to me that the scarf motif serves to 
mark her as an allegorical figure, in this case, Loyaute'. 
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12 C94 Man standing in valley between two flowery hills. 

13 C95 G. sitting on ground, writing on long scroll. 

*L4 C96 Group of ladies and nobles. One lady points to G., 
who is holding long roll with the lai. 

LS C97 Man stands next to tree. 

L6 C98 Man stands and points to the text with one finger. 

17 C99 Man stands next to tree. 

LlO ClOO Lady stands alone, arms crossed. 

112 ClOl Bearded man looks at bush: another man hiding in it. 30 

122 C102 Man gestures to lady, she holds out her hands. 
J4 Funeral. Woman in black robe with black hood, sits 

on small wooden bench next to black-draped coffin. 

L14 C103 Lady stands alone with arms crossed. Man out of frame 
of miniature, to the right of the text residuum for 
L22, points to her. He is holding a blue flower. 

*Lll C104 Inverse design of Cl03. Man holds blue flower. Lady 
in right margin, out of frame of miniature, points 
to him. 

*L13 C105 Man standing before group of four ladies and a man. 

*LS C106 G. sits on ground, writing on a scroll. Woman 
observes from behind castle wall. 

*L9 C107 Lady addresses a group of three other ladies·. 

(*: lai without music) 

totals: A 1 
G 1 
E 1 
C 15 (2nd collaborator) 

3 0 See n. 514 above. 

Motets 

f. 168v 

f. 170 

f. 173 

f. 174 

f. 176v 

f. 179 

f. 181v 

f. 184 

f. 187 

f. 45 

f. 189 

f. 191 

f. 192v 

f. 194v 

f. 196 
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Ml A153 Drunken group gathered around barrel, drinking and 
singing from roll (cf. E6, to Rondeaux in Loange). 

G--- [room was left for min., two staves entered instead.] 

Ballades 

Bl A154 Man and woman embracing inside 's' of "S'amours" 
G146 Man gestures to lady. (f. 133v:) Ci commence les 

balades notees. 

totals: A 1 
G 1 

Rondeaux 

Rl Gl47 Woman seated outdoors, man gestures to her. (f. 
149v:) Ci commencent li Roneaulz. 

Virelais 

Vl Gl48 Man gestures to lady. (f. 154:) Ci commencent les 
chansons baladees. 

f. 414v 
f. 102v 

f. 454 

f. 134 

f. 150 

f. 154v 
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