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GARLAND COMPOSER 
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In response to the growing need for bibliographic guidance to the vast lit­

erature on significant composers, Garland is publishing an extensive series 

of research guides. This ongoing series encompasses more than 50 compos­

ers; they represent Western musical tradition from the Renaissance to the 

present century. 

Each research guide offers a selective, annotated list of writings, in 

all European languages, about one or more composers. There are also lists 

of works by the composers, unless these are available elsewhere. Biographi­

cal sketches and guides to library resources, organization, and specialists are 

presented. As appropriate to the individual composer, there are maps, pho­

tographs or other illustrative matter, glossaries, and indexes. 
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Preface 

Guillaume de Machaut (ea. 1300--April 1377) was the greatest poet and 
composer of the fourteenth century in France. He influenced two generations of 
poets, including Chaucer, Froissart, Deschamps, and Christine de Pizan, to 
name only the most important of his immediate successors, while the style of 
polyphonic chanson he probably invented remained viable for more than a 
hundred years after his death. Further, no other poet or musician of the Middle 
Ages was as careful as Mach aut in insuring the survival of his works. Problems 
of attribution common in this period do not generally arise for Machaut, and we 
are assured, as is the case for few other figures, that his complete oeuvre is 
extant. 

The first surviving complete manuscript of Machaut's works (Paris, Biblio­
theque Nationale, fonds fran~ais 1586) dates from a little later than 1350, 
around the midpoint of his career and may have originally been intended for 
Bonne of Luxembourg, wife of John, duke of Normandy, the future King John 
II of France (r. 1350--64). Many other manuscripts, beautifully illustrated 
books containing Machaut's poetry and music exclusively, were copied in the 
course of the 1360s and 1370s for rich patrons. A Prologue prefacing late 
manuscripts sums up his entire poetical and musical career and makes it clear 
that Machaut regarded these large books containing his complete oeuvre-no 
other poet or musician of the Middle Ages cultivated as many different genres­
as unified works of art. 

Many of Machaut's narrative and didactic poems (dits) were strongly influ­
enced by the Roman de la Rose. As in the Rose of Guillaume de Lorris, 
Machaut wrote dream visions and used allegorical figures, and as in the Rose of 
Jean de Meun, he was eager to display his learning. But unlike the Rose, 
Machaut himself figured as a character in his dits, and his (pseudo-) autobio­
graphical inclinations grew as his career progressed and his fame spread. 

Two important dits incorporate lyrical insertions, some of them set to music. 
The Remede de Fortune (1340s) is a Boethian poem of comfort as well as a 
didactic treatise on the art of poetry that provides examples of each of the lyrical 
forms, all within the frame of an amorous dit. The Voir Dit (1362-65), a 
purportedly autobiographical work, includes in the course of the narrative over 
sixty lyrical poems, ten of them set to music, as well as nearly fifty prose letters 
exchanged between the sixty-year-old poet and a fifteen-to-twenty-year-old 
admirer identified as one Peronne. 

In his lyrical poetry-the large collection of lyrics not set to music is labeled 
La Loange des Dames [the praise of ladies] in one late manuscript-Machaut 
carried on the tradition of fin' amors established by the troubadours and trou­
veres, though formally his statements are couched in the new "fixed forms," 
mostly ballades and rondeaux. 

Machaut was the last major poet to set his lyrics to music, and his manuscripts 
contain musical settings of a number of ballades, rondeaux, and virelais. 
Another form Machaut often set to music, the lai, was poetically of a complexity 
and subtlety to which later poet-musicians did not aspire. A few imitators 
carried it on as a literary form, but the lai as a musical genre died out in the early 
fifteenth century. Machaut also wrote isorhythmic motets, the most learned 
musical form of the late Middle Ages, in the style created by Philippe de Vi try. 
The largest musical work of Machaut, the Mass, is also his only liturgical work. 
It is the first known polyphonic setting of all sections of the Mass Ordinary by a 
single composer. 

xi 
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Guillaume de Machaut: A Guide to Research provides an overview of the 
current state of research on Machaut up to approximately 1993/94, with the 
beginnings of a listing for 1995. I have attempted to encompass the broadest 
range of subjects bearing upon Machaut studies, even though my own area of 
training and research is restricted to the musicological aspects of his work. Few 
other figures in the history of artistic endeavor call for the degree of inter­
disciplinary inclusion that Machaut does. Forays into fields not my own, 
including political history, literary history, codicology, and art history, are 
offered with apologies; my competence in these areas is limited. I nevertheless 
hope that the book will be of some service to scholars in these fields, even if 
only to spur on scholarship that will revise the views presented here. Too much 
specialization sometimes hinders our understanding of Machaut's achievements. 

This book is organized, as the title indicates, as a companion to Machaut 
research, a guide to secondary sources, rather than a conventional bibliography. 
Yet it has been possible occasionally to offer some new interpretations. Chapter 
1, a biography of Guillaume de Machaut, attempts to organize the documentary 
material from many sources in a fashion that will facilitate further research, and 
it will be obvious that much remains to be done in this area. Chapter 2 assem­
bles mostly posthumous literary and musical references to Machaut, ground­
work for further consideration of his literary and musical influence. Chapter 3 
concerns the manuscripts, organized according to the various types of manu­
scripts in which Machaut's works circulated. Chapter 4 deals with art-historical 
aspects and includes a concordance of the miniatures in each of the illustrated 
Machaut manuscripts, with references to published studies and facsimiles. 
Chapter 5, on the large narrative poems or dits, provides a summary of literary 
scholarship on Machaut and pulls together the research of several literary 
scholars, not only scholars of medieval France but also a large sampling-by 
no means exhaustive!-of work on Machaut by Chaucer scholars. Chapter 6 is 
devoted to the lyrical poems not set to music, the fixed forms and complaintes 
of the Loange des Dames, and provides a new comprehensive concordance of 
these works. I have also collected together scattered bibliographical references 
concerning the lyrics. Chapter 7 summarizes the directions that musicologists 
have explored and provides bibliographical references to studies of each of 
Machaut's musical works. Finally, chapter 8, the discography, provides the 
most complete listing of Machaut recordings yet assembled and includes critical 
evaluations of those recordings that I have been able to hear, judged according 
to recent conceptions of fourteenth-century performance practice. 

Author-date references key all of this to the large bibliography, arranged by 
author. I consider the author-date system easier for the reader than numbered 
references; in any case, it has allowed additions and revisions up to the last 
possible moment. The disadvantage is, of course, that the bibliography stands 
in a single alphabetical series, without division into categories, and thus is not 
intended for end-to-end reading. Unless the reader wishes to find works 
concerning Machaut by a specific scholar, access to the bibliography must 
usually be made through references in the chapters. 

I know of only one other published bibliography that is devoted exclusively to 
Machaut: Hamzaoui 1981. Many of the citations in her work reference survey 
books little known outside France, and I have not duplicated all of Hamzaoui's 
entries. For political history I have consulted Chevalier 1905, the International 
Medieval Bibliography (University of Leeds, 1967-), and the Bibliographie 
annuel/e de /' histoire de France (Paris: Centre National de la Recherche 
Scientifique, Institut d'Histoire Medievale et Contemporaire, 1953-). Literary 
bibliographies with sections devoted to Machaut include Bossuat 1951 (with 
supplements published in 1955, 1961, and 1991 as Vielliard/Monfrin 1991), 
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Holmes 1952, the short introduction in Knight 1982, Switten 1995, and the 
ongoing bibliographies in Encomia: Bibliographical Bulletin of the International 
Courtly Literature Society (1974-), the Year's Work in Modern Language 
Studies (1931-), and the yearly bibliographies of Klapp (1956-). In addition, 
the annual MLA International Bibliography of Books and Articles on the 
Modern Languages and Literatures ( 1956-) is available on CD-ROM. 

The influence of Machaut on Chaucer is an area of enormously productive 
research, and thus bibliographies on Chaucer are also useful to Machaut 
scholars. I have used volumes by Griffith (1955), Crawford (1967), Baird 
(1977), Peck (1983; 1988), L.K. Morris (1985), Alien/Fisher (1987), Baird­
Lange/Schnuttgen (1988), and the Year's Work in English Studies (1919/20-). 
For music I consulted Hughes 1980 and the yearly bibliographies Music Index 
(1949-), and Rll.M (1967-), now also partly available on CD-ROM. Near the 
end of my work on this project I ran across John Stinson 's on-line 
bibliographies of fourteenth-century composers (Internet: gopher.latrobe.edu.au 
70; World Wide Web: http://www.latrobe.edu.au/musicl4.html). His Machaut 
bibliography provided a welcome check for several items, provided some 
additional ones, and led me to reinstate some items I had previously rejected. 

I gratefully acknowledge the help of several scholars. It was Margaret Bent 
who originally suggested that Garland should entrust me with this undertaking. 
Jarnes I. Wimsatt has been a source of great encouragement over many years, 
and his critical comments have improved several sections of this book. Many 
scholars have provided encouragement, advice, and materials, though they may 
not have known at the time what the result would be, including Lois Anderson, 
Wulf Arlt, Rebecca A. Baltzer, John W. Barker, Jacques Boogaart, Maureen 
Boulton, Kevin Brownlee, Alison Bullock, William Calin, Margaret Ehrhart, 
Paula Higgins, Sylvia Huot, Douglas Kelly, Michael Long, Laurence de Looze, 
Kumiko Maekawa, Jerome F. Weber, Daniel Leech-Wilkinson, and especially 
my colleague David Crook. Four graduate students at the University of 
Wisconsin have helped with this project, Ann Edahl near the beginning, Steven 
Kurr and Timothy Noonan near the middle, and Jeremy Packer near the end. 

I have used the facilities of several libraries along the way, primarily, of 
course, the library of the University of Wisconsin-Madison (with special thanks 
to John Dillon, Geraldine Laudati, Alexander Rolich, and Steven Sundell), but 
also the Princeton University Library, the University of Pennsylvania Library, 
the Newberry Library, and the Pierpont Morgan Library. In Europe, I have 
made use of three Parisian libraries, the Bibliotheque Nationale (with very 
special thanks to Fran~ois A vril, conservateur in the Departement des 
manuscrits), the Bibliotheque de I' Arsenal, and the Bibliotheque de I 'Institut, as 
well as the marvelous facilities and staff of the Institut de Recherche et 
d'Histoire des Textes. I have also consulted materials at the Bibliotheque du 
Musee Conde (Chantilly), the British Library (London), the Bodleian Library 
(Oxford), the National Library of Wales at Aberystwyth (with thanks to Dr. 
Cleridwin Morgan), the Bayerische Staatsbibliothek (Munich), and the Staats­
bibliothek Preussischer Kulturbesitz and Kupferstichkabinett der Staatlichen 
Museen (Berlin). 

Finally, I gratefully acknowledge grants from the American Philosophical 
Society (Travel Grant, Summer 1989), and the University of Wisconsin­
Madison Graduate School Research Committee (Summers of 1990 and 1991 ), 
which generously helped to fund this project. 

Lawrence Earp 
5 September 1995 
Madison, Wiscc.nsin 



Abbreviations 

LINE NUMBERS for the narrative poems are cited according to Hoepffner 1908---
21, unless otherwise indicated. For the Remede, I give line numbers both to the 
Hoepffner edition and to the edition of Wimsatt and Kibler (1988) when they 
differ. For the Prise, Mas Latrie 1877 is cited; for the Voir Dit, both line 
numbers and page numbers of P. Paris 1875 are cited. Line numbers for lyrical 
poems are cited after Chichmaref 1909. All translations not otherwise attributed 
are my own. 

MINIATURES are through-numbered for each manuscript. Thus, "miniature 
C I," the first miniature in MS C, introduces the Jugement Behaingne, while 
"miniature Vgl," the first miniature in MS Vg, introduces the Loange. Since 
the concordance of miniatures in chapter 4.4 is arranged according to the order 
of works in MS F-G, it may be necessary first to refer to the index of 
miniatures and artists by manuscript (chapter 4.2), arranged according to the 
order of works in each manuscript, to locate a given miniature in the series. 

MANUSCRIPT SIGLA. See the Index of manuscripts. For the main Machaut 
manuscripts I have retained the familiar sigla that derive mostly from the edition 
of the narrative poems by Ernest Hoepffner, well known to historians of both 
literature and music. Sigla of musical anthologies derive mostly from Besseler. 
For manuscripts only briefly mentioned, I employ RISM sigla, familiar to 
scholars of music. These follow a conventional format that abbreviates country, 
city and library, and shelf number, and can be found in the Index of 
manuscripts; for instance, F:Pn 146 indicates the manuscript France, Paris, 
Bibliotheque Nationale, fonds fran~ais 146. For manuscripts containing works 
of Machaut I frequently refer to a manuscript both by siglum and by a number 
in square brackets, which is keyed to the through-numbered manuscript 
descriptions in chapter 3. For instance, Trem [58] indicates that a full 
description of this manuscript is found as item number 58 in chapter 3 (pages 
122-23). 

A. Paris, Bibliotheque Nationale, MS fr. 
1584 

Alerion. Le Dit de I' Alerion 
Ar. Arras, Bibliotheque Municipale, MS 

897 
Ars. Paris, Bibliotheque de I' Arsenal, MS 

683 
B. Paris, Bibliotheque Nationale, MS fr. 

1585 
B-. Ballade set to music, numbered 

according to editions of Ludwig (1926-54) 
and Schrade (1956b). 

Be. Barcelona, Bib!ioteca de Catalunya, MS 
8 

Bk. Berlin, Staatliche Museen Preussischer 
Kulturbesitz, Kupferstichkabinett, MS 78 
C2 

Bn-. Numbers for the ballades notees in 
Chichmaref's text edition (1909). 

C. Paris, Bibliotheque Nationale, MS fr. 
1586 

XV 

CaB. Carnbrai, Bibliotheque Municipale, 
MS B.l328 

Cerf Blanc. Le Dit du Cerf Blanc [opus 
dubium] 

Ch. Chantilly, Bibliotheque du Musee 
Conde, MS 564 

Confort. Le Confort d' Ami 
Cj>--. Complainte, numbered according to the 

edition of Chichmaref (1909). 
D. Paris, Bibliotheque Nationale, MS fr. 

1587 
E. Paris, Bibliotheque Nation ale, MS fr. 

9221 
F -G. Paris, Bibliotheque Nation ale, MS fr. 

22545-22546 
Fa. Faenza, Biblioteca Communale, MS 

117 
Fonteinne. Le Dit de la Fonteinne 

Amoureuse 
FP. Florence, Biblioteca Nazionale 

Centrale, MS Panciatichiano 26 
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Frib. Fribourg, Bibliotheque Cantonale et 
Universitaire, MS Z 260 

Gr 3360. Ghent, Rijksarchief, MS V aria 
D.3360 

H. Paris, Bibliotheque Nationale, MS fr. 
881 

Harpe. Le Dit de la Harpe 

I. Paris, Bibliotheque Nationale, MS n.a.fr. 
6221 

Iv. Ivrea, Biblioteca Capitolare, MS 115 
(CXV) 

J. Paris, Bibliotheque de I' Arsenal, MS 
5203 

Jp. Le Jardin de Plaisance et Fleur de 
Rethoricque. Paris: Ant. Verard, [1501] 

Jugement Behaingne. Le Jugement dou Roy 
de Behaingne 

Jugement Navarre. Le Jugement dou Roy de 
Navarre 

K. Bern, Burgerbibliothek, MS 218 
Kr. New York, H.P. Kraus, MS (formerly 

Phillipps MS 6740) 
L. Bern, Burgerbibliothek, MS A 95 (10) 
L-. Lai, numbered according to the text 

edition of Chichmaref (1909) and the 
music edition ofLudwig (1926-54). 
Schrade (1956b) edits only lais set to 
music. Thus, Qui bien aimme (L22/16) is 
no. 22 in the editions of Chichmaref and 
Ludwig, and no. 16 in the edition of 
Schrade. 

La. Lausanne, Bibliotheque Cantonale et 
Universitaire, MS 350 

Lis et Marguerite. Le Dit de la Fleur de Lis 
et de la Marguerite 

Loange. La Loange des Dames 
Lo-. Ballade, rondeau, chant royal, or virelai 

in the Loange, numbered according to the 
edition ofChichmaref (1909). 

LoA-. Sotte chanson, ballade, or virelai in 
the Appendix of Chichmaref 1909, vol. 2. 
I regard all of these lyrics as opera dubia. 

Lyon. Le Dit dou Lyon 

M. Paris, Bibliotheque Nationale, MS fr. 
843 

M-. Motel, numbered according to the text 
edition of Chichmaref (1909) and the 
music editions ofLudwig (1926-54) and 
Schrade (1956b ). 

Maggs. formerly London, Maggs Brothers; 
current location unknown 

Marguerite. Le Dit de la Marguerite 

Mn. Madrid, Biblioteca Nacional, MS 
10264 

Mod. Modena, Biblioteca Estense, MS 
a.M.5.24 

Nur. Nuremberg, Stadtbibliothek, MS 
Fragm. !at. 9 and 9a 

P. Paris, Bibliotheque Nationale, MS fr. 
2165-2166 

Pa. Pennsylvania, University of 
Pennsylvania Libraries, MS Fr. 15 

PactA. Oxford, Bodleian Library, MS 
Canonici Pat. !at. 229; Padua, Biblioteca 
Universitaria, MS 658 

Pc. Paris, Bibliotheque Nationale, MS fr. 
1149 

Pe. Cambridge, Magdalene College, 
Pepysian Library, MS 1594 

Pg. Prague, Narodnf knihovna, MS XI.E.9 
Pit. Paris, Bibliotheque Nationale, MS it. 

568 
Pm. New York, Pierpont Morgan Library, 

MS M.396 
PR. Paris, Bibliotheque Nationale, MS 

n.a.fr. 6771 
Prise. La Prise a Alexandre 
Prologue. Le Prologue 

R. Paris, Bibliotheque Nationale, MS fr. 
2230 

R-. Rondeau set to music, or appearing in 
the music section of the manuscripts, 
numbered acconling to rondeau.x notes of 
Chichmaref (1909) and the music editions 
of Ludwig (1926-54) and Schrade (1956b). 

Ra. Paris, Bibliotheque Nationale, MS fr. 
20026 

Rernede. Rernede de For tune 

RF-. One of the seven lyrical-musical 
insertions in the Remede. Schrade (1956b) 
ranges the Iai, the two ballades, the 
virelai, and the rondeau at the end of the 
series of works in each respective genre. 

Rose. Le Dit de la Rose 
SL. Florence, Biblioteca Medicea­

Laurenziana, Archivio capitolare di San 
Lorenzo, MS 2211 

St. Stockholm, Kungliga Biblioteket, MS 
V.u.22 

Str. Strasbourg, Bibliotheque Municipale, 
MS M. 222 C. 22 

Ta. Turin, Archivio di Stato, MS J.b.IX. 10 
Trem. Paris, Bibliotheque Nationale, MS 

n.a.fr. 23190 
Utr. Utrecht, Universiteitsbibliotheek, MS 

6 E 37 II 
V-. Virelai set to music, or appearing in the 

music section of the manuscripts, 
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numbered according to the music edition 
of Ludwig (I 926--54). Schrade (1956b) 
edits only virelais set to music. Thus, Se 
je souspir (V36/30) is no. 36 in the 
edition of Ludwig, and no. 30 in the 
edition of Schrade. 

VD-. Lyrical insertion in the Voir Dit (see 
table 5.3, pp. 224-27). 

Vergier. Le Dit dou Vergier 
Vezci /es biens. Vezci /es biens que madame 

me fait 
V g. New York, Wildenstein Collection, 

MS without shelf mark 

xvii 

Vn-. Numbers for the chansons balladies 
no tees in Chichmaref's text edition 
(1909). 

Voir Dit. Le Livre dou Voir Dit 
W. Aberystwyth, National Library of 

Wales, MS 5010 C 
Wm. London, Westminster Abbey Library, 

MS 21 

Ys. Paris, Bibliotheque Nationale, MS fr. 
1595 

Machaut's musical works (with a few works not set to music, but given in the 
music fascicles of the manuscripts and included in Ludwig's numbering), here 
arranged by genre according to Ludwig/Schrade numbers, are given short 
incipits as follows: 
Lyrical insertions in the Remede: L21/15 Pour vivre joliement (Le Lay de 
RFI/LI9 Qui n' aroit (lai) la Rose) 
RF2 Te/s rit (complainte) L22/I6 Qui bien aimme (Le Lay de 
RF3 Joie, plaisance (chant royal) Plour) 
RF4/B41 En amer (ballade) L23/17 Pour ce que plus ( U n Lay de 
RF5/B42 Dame, de qui (ballade) Consolation) 
RF6/V33 Dame, a vous (virelai) L24/18 En demantant 
RF7/R22 Dame, mon cuer en vous RFI/LI9 Qui n'aroit 

(roodeau) Motets: 
Lais: MI Quant en moy I Amour 
Ll Loyaute, que M2 Tous corps I De 
L2 J' aim la flour M3 He! Mors I Fine 
L3 Pour ce qu' on puist M4 De Bon Espoir I Puis que 
L4 Aus amans MS Aucune gent I Qui plus 
LS/4 Nuls ne doit M6 S' il estoit I S' Amours 
L6/5 Par trois raisons M7 J' ay tant I Lasse! 
L7/6 Amours doucement MS Qui es I Ha! Fortune 
L8 Onparle M9 F ons I 0 livoris 
L9 Amours, se plus (Le Paradis MIO Hareu! I He/as! 

d'Amours) MII Dame.je sui I Fins cuers 
LI0/7 Amis, t' amour (Le Lay des MI2 He/as! pour quoy virent I Corde 

Dames) MI3 Tant doucement m' ont I Eins 
LII Se quanque Diex (Le Lay du MI4 Maugre mon cuer I De ma dolour 

Mirouer Amoureux) MI5 Amours qui a I Faus Samblant 
Ll2/8 Un mortel/ay (Le Lay Mortel) MI6 Lasse! comment I Se j' aim 
LI3 Maintes fois MI7 Quant vraie amour I 0 series 
Ll4/9 Ne say comment (Le Lay de MI8 Bone pastor I Bone pastor 

l'Ymage) MI9 Martyrum I Diligenter 
LIS/10 Contre ce dous (Le Lay de Nostre M20 Trop plus I Biaute 

Dame) M21 Christe I Veni 
Ll6/II Je ne cesse (Le Lay de la M22 Tu qui gregem I Plange 

Fonteinne) M23 Felix virgo I lnviolata 
Ll7/12 S' onques (Le Lay de Confort) Mass: 
Ll8/I3 Longuement (Le Lay de Bonne M esse de Nostre Dame 

Esperance) 
Hocket: Ll9/14 Malgre Fortune (Le Lay de Plour) 
Hoquetus David L20 Je ne me say (Le Lay de la 

Souscie) 
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Ballades: RlS Certes, rrwn oueil 
Bl S' Amours ne fait Rl6 Dame, qui vuet 
B2 He/as! tant Rl7 Dix et sept 
B3 On ne porroit Rl8 Puis qu' en oubli 
B4 Biaute qui Rl9 Quant ma dame /es maus 
BS Riches d' amour R20 Douce dame, tant 
B6 Dous amis, oy R21 Quant je ne voy 
B7 ]'aim miex RF7/R22 Dame, rrwn cuer en vous 
B8 De desconfort Virelais: 
B9 Dame, ne regardez Vl He! dame de vaillance 
BlO Ne pensez pas V2 Loyaute vueil 
Bll N' en fait V3 Aymi! 
Bl2 Pour ce que tous V4 Douce dame jolie 
BB Esperance vs Comment qu' a rrwy 
Bl4 le ne cuit V6 Se ma dame m' a 
BlS Se je me pleing V7 Puis que ma dolour 
Bl6 Dame, comment qu' amez vs Dou mal 
Bl7 Sans cuer m' en I Amis I Dame V9 Dame, je vueil 
Bl8 De petit po VlO De bonte 
Bl9 Amours me fait Vll He! dame de valour 
B20 le suis aussi Vl2 Dame, a qui 
B21 Se quanque arrwurs VB Quantje sui 
B22 1/ m' est avis Vl4 J' aim sans 
B23 De Fortune VlS Se mesdisans 
B24 Tres douce dame que Vl6 C'estforce 
B25 Honte,paour Vl7 Dame, vostre 
B26 Donnez, signeurs Vl8 He/as! et comment 
B27 Une vipere Vl9 Diex, Biauti 
B28 le puis trop V20 Sed'amer 
B29 De triste I Quanti Certes V21 Dame, le doulz 
B30 Pas de tor V22 Se Loyaute 
B31 De toutes flours V23/21 le vivroie 
B32 Plourez, dames V24 Ci/z ha bien 
B33 Nesqu'on V25(22 Foy porter 
B34 Quant Theseiis I Ne quier V26(23 Tres bonne 
B35 Gais et jolis V27(24 En rrwn cuer 
B36 Se pour ce muir V28(25 Tuit mi penser 
B37 Dame, se vous m' estes V29(26 Mors sui 
B38 Phyton V30(27 Liement 
B39 Mes esperis V31(28 Plus dure 
B40 M a chiere V32(29 Dame, rrwn cueremportez 
RF4/B41 En amer V33 le ne me puis 
RF5/B42 Dame, de qui V34 L' ueil, qui est 
Rondeaux: V35 Plus belle 
Rl Dous viaire V36/30 Se je souspir 
R2 He/as! pour quoy se demente V37/31 Moult sui 
R3 Me rei vous pri V38/32 De tout sui 
R4 Sans cuer, dolens RF6/V33 Dame, a vous 
RS Quant j' ay /' espart 
R6 Cinc, un 
R7 Se vous n' estes 
R8 Vo dous regars 
R9 Tant doucement me sens 
RlO Rose, lis 
Rll Comment puet 
Rl2 Ce qui soustient 
Rl3 Dame, se vous n'avez 
Rl4 M a fin 
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I 

Biography of Guillaume de Machaut 

1. Introduction 
The chronological stages of Machaut's career are recounted below in several 
narrative segments. Most of these are followed by one or more excursus (in 
smaller type), which attempt to lay out the documentary, literary, and biblio­
graphical resources of the Machaut biography in an organized fashion, keeping 
to the facts as they stand at this writing.! The reader looking for an overview of 
Machaut 's biography will miss nothing essential by skipping the several 
excursus. 

Although I have been able to assemble material from a variety of sources and 
have found a few published documents that have not hitherto been noticed by 
Machaut biographers, the current state of the documentation of Machaut's life 
remains confused. Planned studies by Anne W. Robertson, Daniel Leech­
Wilkinson, and Andrew Wathey promise to set Machaut biography on a 
stronger foundation, based on a reexamination of the archival sources.2 I have 
myself undertaken no new archival studies for this biography. 

Older biographies that retain their value as starting points include Hoepffner 
1908-21, 1 :xi-xliii (still the most readable introduction to the life and works), 
Chichmaref 1909, 1 :vii-lxxi (particularly useful for its incorporation of material 
from Eastern European sources), and Machabey 1955b (the longest biography 
up until now, though indifferently documented). The most useful brief survey 
of Machaut's life in English is by Hoppin (1978b, 396-99).3 

2. Birth, education 
Guillaume de Machaut was born ea. 1300 in Champagne, perhaps in Machault 
(dept. Ardennes) or Reims. Nothing is known of his parents, except that they 
were not members of the nobility (chap. 1.2.3). Literary and archival references 
tell us something about his younger brother, Jean de Machaut, the only relative 
of Guillaume to have been identified with certainty. Jean was a simple clerk in 
the diocese of Reims (perhaps Reims itself) before receiving any ecclesiastical 
benefices, and since the careers of the two brothers ran very much in parallel, 
one might assume that Guillaume also began as a young clerc in the diocese. 
His early education was probably accomplished at the cathedral. He then 
pursued studies at a university, most likely in Paris. He is referred to as maistre 
on several occasions and thus obtained a degree, probably the maftre-es-arts .4 
Although he never became a priest, his position as canon of Reims cathedral, 
beginning in 1340, would likely have demanded the subdeaconate. We can 

I Calin's admonitions concerning the use of literary evidence for biographical information on 
an author should be constantly borne in mind (Calin 1987a, chap. 2). In addition, see 
Wathey's discussion of the perils of interpreting historical documents for fact (Wathey 
1994). 

2 Some results of new archival studies are seen in studies by Gushee (1980), Wilkins (1983b), 
Leech-Willcinson (1990c), and A.W. Robertson (1992). 

3 For other brief surveys and dictionary articles, see chap. 5 n. 26 and chap. 7 n. 23. 
4 For a possible alternative interpretation of maistre, see chap. 1.2.8. 

3 
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glean a few clues to his education in literary and musical matters from the 
sources utilized for his poetry and music. 
1.2.1. MACHAUT'S DATE OF BIRTH. All scholars since Antoine Thomas have retained ea. 
1300 as Machaut's date of birth.5 Before Thomas's discoveries, biographers usually placed 
Machaut's date of birth early enough to give him a reasonable age for some documents of the 
early fourteenth century that name a "Guillelmus de Machello" and a "Guillelmus de 
Macholio."6 G. Paris (1877) expressed serious doubts about the old interpretations because of 
the advanced age of a poet born supposedly in 1282 or 1284, most of whose works fall in the 
period from the 1340s to the 1370s, and on the Latin orthography of the name "Machaut" 
(which should be rendered "Machaudio"). A. Thomas (188 I and 1884), who found papal 
documents relating to a noble family "de Mac hello," from the area around Orleans, as well as 
to a non-noble family "de Machaudio," from the area around Reims and Machault, definitively 
clears up the problem.7 

If Guillaume entered the service of John of Luxembourg in 1323 (chap. 1.5.2) with the 
degree of maitre (chap. 1.2.8), he may have been born slightly later than 1300, say ea. 1302, 
since this degree required a minimum age of about twenty.8 His career in the church is 
consistent with a birth date of ea. 1300 to 1302. A canonicate, which was first awarded to 
Machaut in 1330 (chap. 1.6.Ib), required a minimum age of twenty-five (Mollat 1921, 21; 
but see below, n. 85), and the more advanced age of about thirty is reasonable for a clerk 
receiving his canonicate as a reward for meritorious service (cf. Millet 1982, 53). 
1.2.2. MACHAUT'S HOME PROVINCE. Several small pieces of evidence argue that Machaut 
was born in Champagne. Most often cited are two literary references, a ballade by Eustache 
Deschamps (chap. 2.1.1b), and a later reference in the Livre du Cuer d'Arrwurs Espris (1457) 
of Rene d'Anjou (chap. 2.3.2e). The name "de Machaut" does not necessarily mean that he 
was born in the town of Machault (dept. Ardennes); the name is also found in Reims, 
Attigny, and other towns in the area (Machabey 1955b, 1:14-19). 

An incidental bit of evidence that Machaut originated from around Reims is provided by 
Pope Benedict XII's reform of the abusive multiplication of benefices, especially the 
expectatives, that had become common under his predecessor John XXII. In reducing the 
number of a canon's benefices Benedict usually left him with a canonicate in the metropolitan 
church of his home province (Dricot 1982, 144). In Machaut's case a bull of 17 April 1335 
(chap. 1.6. If) allowed him to retain an expectative at Reims, while at the same time requiring 
him to sacrifice expectatives at V erdun and Arras. 
1.2.3. MACHAUT'S SOCIAL STATION. Early biographers of Machaut argued over his noble or 
non-noble status.9 Since Antoine Thomas (1881 and 1884) managed to discount the old 
documents, we have been left with no clue concerning Machaut's family. 10 

One item may argue against an origin from a bourgeois family at Reims. Desportes (1979, 
300-30 1) notes that it was rare in the fourteenth century for canons of the cathedral of Reims 
to come from among the bourgeois of the city; the same was true for the chapter at Laon 
(Millet 1982, 77-78). 

5 A. Thomas 1881, 327; 1884, 38; Hoepffner 1908-21, I:xii; Chichmaref 1909, l:xi-xiii. 
6 Lebeuf I 753; Caylus I 753a and I 753b; Rive I 780; Tarbe 1849; Fetis 1860--65; Mas Latrie 

1877b, etc.; for an overview, see Hoepffner 1908-21, I:ix-x. P. Paris, who requires a fairly 
young Machaut in light of his redating of the Voir Dit to the years 1363--{55, placed his 
birth between 1311 and 13 16; Paris forgets that he had established 1307 as the death date of 
Machaut's supposed father (P. Paris 1875, xiv-xv). 

7 A. Thomas 1881, 325-28; 1884, 36--40; Chichmaref 1909, l:vii-xi; Hoepffner 1908-21, 
l:xi-xiii; Machabey 1955b, 1:14. 

8 Cf. the ages suggested in Verger 1973, 66 (twenty-one); Millet 1982, 55 (ea. eighteen); and 
Pycke 1986,313 (ea. nineteen to twenty). 

9 Of the early biographers, Lebeuf (I 753), Caylus (I 753a), Tarbe (1849), and P. Paris (1875) 
argue that Machaut came from a noble family, while Rive (1780) and Mas Latrie (1877b) 
argue that the family was not noble. See also Machabey 1955b, 1:74-75. 

10 Cf. Hoepffner 1908-21, I:xii; Chichmaref 1909, I:ix-xi. The potential relatives discussed 
by Machabey (!955b, 1:15-19; 1955c, 253 n. 2; 1960, 1392) are purely speculative, as he 
himself acknowledges. 
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All that remains for us to judge Machaut's social situation is what he provided in a few 
literary references in the narrative poems, which lead us to believe that he was placed in his 
high position with regard to the nobility purely on the basis of his talent and intelligence, 
something that was possible with an education in the church: 
a. Alerion (ll. 4812-14). "Par ce verrez tout clerement I Se cils est clers ou damoiseaus I Qui 

fist ce 'Dit des quatre oiseaus"' (explicit) [By this means, you will clearly see I If he's a 
clerk or a young knight I who write this 'Tale of the Four Birds' (trans. Gaudet/Hieatt 1994, 
166)] (an anagram giving the name "Guillaume de Machaut"precedes this passage).11 

b. Jugement Navarre (11. 4199--4200). "Je, Guillaumes dessus nommez, I Qui de Machau sui 
seumommez" [I, the Guillaume named above, I Who has the surname de Machaut (trans. 
Palmer 1988, 189)].12 

c. Confort (ll. 21-26). "Sire, et se je t'apelle amy, I N'en aies pieur cuer a my; I Car bien 
s<;ay que tu es mes sires, I Et je des mieudres ne des pires I Ne suis ... " [Sire, if I call you 
friend, I Please don't be angry with me; I For you know quite well you are my lord, I While 
I come neither from the very high I Nor the very low (trans. Palmer 1992, 3)]. 

d. Fonteinne (ll. 139--40). "Et comment que je soie clers I Rudes, nices et malapers" [And 
though I might be a clerk I Who is ignorant, incapable, and inept (trans. Palmer 1993a, 
97)]. The adjectives have been cited as evidence of a common origin (Hoepffner 1908-21, 
I :xiii), but they are more probably conventional literary attributes of the clerk.13 

For further discussion of Machaut's social status in relation to his literary works, see 
Cerquiglini 1984; 1985a; 1985b, part 2 passim, 182, 245; Imbs 1991, 23 and 181. 
1.2.4. MACHAUT'S FAMILY. The only well-attested member of Machaut's family is his 
brother Jean de Machaut, who was a simple clerk from the diocese of Reims before receiving 
his first benefice in 1333 (chap. l.ll.la). The dates of the papal documents that refer to the 
two brothers suggest that Jean's career was a step behind Guillaume's, and thus that Jean was 
younger than Guillaume.14 

Two other documents make reference to so-called relatives of Machaut. First, a document of 
1371, associated with John, duke of Berry, refers to a "cousin," Person de Suygnon (chap. 
1.14.lb). Second, a passage in an anonymous rhetorical treatise, the Regles de la Seconde 
Rettorique (datable between ea. 1404 and 1432) calls Eustache Deschamps a "nephew" of 
Machaut (chap. 2.1.lc). 
1.2.5. MACH AUT'S EDUCATION. Nothing is known of Machaut's early education in literary 
and musical matters. 15 His early education was probably accomplished at the cathedral.16 (For 

11 The passage is further discussed below (chap. 5.9) in connection with biographical aspects 
of Alerion. 

l2 On such passages where Machaut names himself, see Cerquiglini 1985b, 119, 234 n. 25; 
de Looze 1988a, 205--{). 

13 On this passage see Cerquiglini 1985b, 109-10. Guillaume employs similar adjectives, 
although without the noun c/erc, throughout the Voir Dit: letter 2 (P. Paris 1875, 19), 1. 
1239 (55), letter 10 (68), 1. 1991 (86), I. 2320 (98), letter 19 (164); cf. also 1. 7790 (318). 
For Jugement Navarre, see Calin 1974, 117. 

14 A. Thomas 1881, 329-30; 1884, 42; Hoepffner 1908-21, l:xxi. Several passing references 
to Machaut's brother appear in the Voir Dit, of which the most specific is the following, 
in which Mac haul's secretary mentions Jean: "Et que diroit vostres bons freres I Qui vous 
est fils, sires et pere I Qui si doulcement vous norrit" (ll. 6966--{)8, ed. P. Paris 1875, 286) 
[And what would your good brother say, who is son, lord, and father to you, who so kindly 
nourishes you]. P. Paris (1875, 286 n. 1) and Imbs (1991, 54) concluded from this that 
Jean was the older brother, while Machabey (1955b, 1 :61) interpreted it to mean that Jean 
merely took care of daily matters. Other mentions of Machaut's brother in the Voir Dit 
include letter 26 (ed. P. Paris 1875, 195), letter 28 (208), letter 32 (251), letter 35 (262), 
and letter4I (314). 

15 Poirion (1965, 193) provides a brief and speculative outline of Machaut's education. See 
also the remarks in Gauvard 1982, 31-32; Dricot 1982; and Imbs 1991, 179-80. Lecch-

Wilkinson finds evidence of the influence of Philippe de Vitry on Machaut's education as a 
motel composer (1989, 1:104, and chap. 2 passim); see also commentary to Aucune gent 1 
Qui plus (MS) below, chap. 7.3. 
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further speculation, see chap. 1.5.2 and chap. I.6.Ia.) The few literary references to Machaut's 
education in his narrative poems are perfunctory and tell us little: 
a. Voir Dit (1. 8599, ed. P. Paris 1875, 349). "Je, qui ay este a l'escole, I Lisi la lettre mot a 

mot" [1, who was at school, read the letter word for word]. This can be taken as a playful 
reference to the beginning reader in school. 

b. Jugement Navarre (1. 605). "De nuit, en estudiant, veille" [by night, studying, he stays 
awake (trans. Palmer 1988, 29)). Machaut continued to pursue his studies on his own, 
attested by the character Dame Bonneiirte's playful reference to Guillaume's lucubrations. 

On the musical side, there are the following references: 
c. Jugement Behaingne (ll. 1830-31). "Et c'est bien droiz, car elle acquiert grant blame I De 

muance faire en la fausse game" [and it's quite right to do so, for she earns great blame for 
changing her key in mid-tune (ed. and trans. Wimsatt/Kibler 1988, 152-53)]. Concerning 
this passage, see the comments in Daniel Leech-Wilkinson's review of Wimsatt/Kibler 
1988. 

d. Remede (11. 3999-400214001-4). "Et s'i ot des music"iens I Milleurs assez et plus screns I 
En la vieus et nouvelle forge I Que Musique qui les chans forge" [And there were musicians 
more skilled and knowledgeable in both the new and old styles ... than Music, who writes 
the songs (ed. and trans. Wimsatt/Kibler 1988, 392-93)). Machaut was doubtless referring 
here to the musical Ars Antiqua and Ars Nova (S.J. Williams 1952, 330; Giinther 1963b, 
116)_17 

e. Confort (11. 3993-94). "Mon b mol de be fa be mi I Mis en b dur ... " [my B-flat, through 
B-fa B-mi is turned to B-natural; i.e., I have become obdurate]. In this manner Machaut 
demonstrates his knowledge of the solmization system (cf. Fran<;on 194 7; Sonnemann 
1969, 109-10). In the context of the poem, these lines are supposed to have been composed 
by the king of Navarre, but surely this carefully crafted codetta of twenty-six lines, all on 
the same rhyme, is by Machaut. 

f. Voir Dit (11. 5648-51). "Mais Jubal au son des martiaus I Fist tons et sons, et chans 
nouviaus I Et notes, et les ordenances I De musique et Ies concordances"18 [But Jubal, to the 
sound of the hammers, made tones and sounds, and new notated songs, and the rules and 
concords of music]. 

1.2.6. SOURCES FOR MACHAUT'S POETRY AND MUSIC. Hoepffner discusses the literary 
sources of Machaut's narrative works in the introductions to his editions. The major sources 
for the larger poems are as follows (for more details, see the discussion of the I iterary 
antecedents for each work in chap. 5): Vergier (Roman de la Rose; see Hoepffner 1908-21, 
l:lvi-lix); Jugement Behaingne (Altercatio Phyllidis et Florae and related Latin debate poems; 
sec Hoepffner 1908-21, I :lx-lxi); Jugement Navarre (Ovide Moralise; see Hoepffner 1908-21, 
l:lxx, lxiii-lxxxv, better demonstrated in De Boer 1914, 342-46); Remede (Bible, Conso­
lation of Philosophy of Boethius, Roman de la Rose, and Dit de la Panthere of Nicole de 
Margival; see Hoepffner 1908-21, 2:xvi-xxxiii; and 1920a); Lyon (principally the Arthurian 
romances of Chretien de Troyes; see Hoepffner 1908-21, 2:lviii-lxii); Alerion (Vincent of 
Beauvais and oral sources; see Hoepffner 1908-21, 2:lxiv, lxviii-lxx); Confort (Bible and 
contemporary commentaries, Vegetius, Vincent of Beauvais, and Ovide Moralise; see 
Hoepffner 1908-21, 3:ii-xii; De Boer 1914, 348-50); Fonteinne (Roman de la Rose and 
Ovide Moralise; see Hoepffner 1908-21, 3:xxxii-xxxviii; De Boer 1914, 346-48); Voir Dit 
(Ovide Moralise; see A. Thomas 1912 and De Boer 1914, 335-42; see also De Boer 1913). 

More recent literary studies have contributed to the foundations laid by Hoepffner and De 
Boer (B. Harrison 1934; Schilperoort 1936, 51-66; Wimsatt 1968; Calin 1974; Ehrhart 1974; 
Kelly 1978, 49-50 et passim; Ehrhart 1979; Bade! 1980, 28; Ehrhart 1980a; 1980b; 1980c; 
Kelly 1981; Brownlee 1984; Cerquiglini 1985b; Ehrhart 1987; 1990; 1992); nevertheless, an 
exhaustive study of this aspect of the sort available for the works of Chaucer (Crow/Olson 

16 For the cathedral school and other schools at Reims, see Desportes 1975. Desportes briefly 
mentions Machaut (I 975, 116), but specific documentation is lacking. The scholaster, or 
scholasticus at Reims from 1299-1322, the period covering Machaut's possible time of 
attendance, was Gaucher de Neuville (Desportes 1975, 108 n. 4). 

17 On the term "forge" in this passage, see Cerquiglini I985b, 212; Switten 1989. 
18 Cerquiglini (I 985b, 2 13) edits and discusses this passage. 
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1966; Wimsatt 1968 and 199Ib, etc.) is lacking for Machaut. On the Roman de la Rose as a 
source for Machaut, see, besides Hoepffner's introductions, Uitti 1978; Bade! 1980; Brownlee 
1984; Newels 1989; Huot 1993. 

Studies of the development of the lyrical forms cultivated by Machaut include several 
articles of Hoepffner (1910, introduction; 1911; I920a; I920b) (summary in Reaney 1962). 
Wilkins (1983a, 190-94) and especially Wimsatt (199Ib, chap. 2) provide new information 
and further bibliography on Jean de le Mote, Machaut's most important immediate poetic 
predecessor. 

A systematic study of Machaut's musical sources is also lacking. A few starts have been 
made, especially by Giinther (I 972). Sec also the individual discussions of the following 
works in chap. 7.3: Nuls ne doit (LSI4), Un mortel/ay (LI218), Contre ce dous (LISIIO), 
Malgre Fortune (LI9II4), Aucune gent I Qui plus (MS), Hareu! I He/as! (MIO), Tant 
doucement m' ontl Eins (MI3), Arrwurs qui a I Fa us Samblant (M IS), Martyrum I Diligenter 
(MI9), Christe I Veni (M21), Felix virgo I Inviolata (M23), Gloria and Credo of the Mass, 
On ne porroit (B3), N' en fait (B 11), Pour ce que taus (B 12), Esperance (B 13), and Comment 
qu' a may (VS). 
1.2.7. THE TITLE CLERS (CLERK). Machaut refers a number of times in his works to the title 
c/ers, a very vague term in the Middle Ages meaning little more than "lettered," a person who 
obtained some schooling at a church or cathedral school (cf. Verger 1973, 81). It was 
Machaut's education as a clerk that allowed him to enter a level of society that otherwise 
would have been closed to him, and gave him a sufficient background in literary and musical 
matters for his artistic personality to develop. On the attributes given the clerk in 
contemporary literature, see Cerquiglini 1984; 198Sa; 198Sb, part 2. Some mentions of c/ers 
in Machaut's literary works include the following: 
a. Jugement Behaingne (ll. 1474-7S). "S'i ot .i. clerc que nommer ne saroye I Qui li Iisoit la 

bataille de Troye" [and a clerk, whom I cannot name, was reading to him from the Battle of 
Troy (ed. and trans. Wimsatt!Kibler 1988, 134-3S)]. This is an amusing indirect reference 
to Machaut's duties as a clerk in the service of John of Luxembourg (see Poirion I96S, 
194; Pelen 1976-77, 132; Brownlee 1984, 166). 

b. Jugement Behaingne (ll. IS8S-86). "Sire, et cilz clers I Qui me semble gais, jolis, et 
appers, I Se fu tapis ou jardin et couvers" [Sir, this clerk who seems to me to be gay, 
merry, and clever was hidden in the park (ed. and trans. Wimsatt/Kibler 1988, 138-39)]. The 
knight is here referring to the narrator, i.e., to Machaut (see Brownlee 1984, I6S-66; 
Cerquiglini I98Sb, 110-II). 

c. Alerion (ll. 4812-14). See chap. 1.2.3a. 
d. Confort (11. 3IOS-12). "Ne fai pas clers tes consaus d'armes, I Qui doivent prier pour Ies 

ames I Et doivent compter et cscrire I Et chanter leur messes ou lire I Et consillicr les 
jugemens I Aus consaus et aus parlemens. I Si que tien chascun en son ordre I Si bien qu'il 
n'i ait que remordre" [Do not make your military counsel of clerics, who are supposed to 
pray for souls, keep accounts, write, sing or read mass, and give counsel on judgments 
handed down in conference and court. Let each person keep to his assigned place so that 
there may be nothing to criticize (trans. Kelly 1978, 128)]. In this manner Machaut advises 
King Charles of Navarre on the role of the clerk in the service of a prince (cf. Cerquiglini 
I98Sb, liS). He later excused himself for being perhaps too forward with his advice (11. 
366S-67): "Plus n'en di, qu'il n'apartient mie I Que je des seigneurs chose die I Qui !cur 
puist ou doie desplaire" [I'll say no more since it's not fitting I For me to report anything 
about the great lords I That should or could displease them (trans. Palm er 1992, 191 )]. 

e. Fonteinne (ll. 139-40). See chap. I.2.3d. 
f. Prise (I. 78S). "Je fuses clers ans plus de trente" [I was his clerk for more than thirty years]. 

See chap. I.S.2 on this often-cited passage concerning the king of Bohemia. Also 
concerning the Prise, see Ccrquiglini 198Sb, 182. 

1.2.8. THE TITLE MAISTRE (MASTER OF ARTS). The title maistre, which Machaut curiously 
never mentioned in his poetry, would indicate that Machaut had studied at the university, and 
that he had obtained at least the degree of magister artium (master of arts; on this degree see 
V erg er 1973, 6S--&>). None of the papal documents that record the ecclesiastical graces awarded 
to Machaut ever mentions a university degree, but Machaut's function as clerc du roi may well 
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imply that he had university training (Millet 1982, 87).19 Three documents, three manuscript 
rubrics, four literary references, three library inventories, and one music theory treatise give 
Machaut the title maistre20: (a) document of 18 August 1352 (chap. 1.7.If); (b) document of 
December 1361 (chap. I.IS.Ia); (c) document of 15 October 1371 (chap. l.l4.lb); (d) rubric 
to index of MS E [7], see chap. 6.1; (e) rubric attributing Confort to maistre Guil/aume de 
Machaut in MS L [34], see chap. 3, n. 61; (f) rubric at the beginning of MS D [II] (chap. 
4.4p, miniature Dl); (g) Eustache Deschamps's second ballade on Machaut's death (Wimsatt 
199Ib, 247; below, chap. 2.I.Ig); (h) letter of Eustache Deschamps, dated 28 May 1377? 
(chap. 2.I.Ih); (i) lai of Oton de Granson, before 1397 (chap. 2.Id); (j) two references in the 
Reg/es de la Seconde Reltorique, an anonymous second rhetoric treatise, ea. 1404-1432 (chap. 
2.I.Ic and chap. 2.3.Ia). 

Three further witnesses to this title are found in Burgundian library inventories of the 
fifteenth century, which refer to a book of "Maistre Guillaume de Machaut": (k) the early 
binding of MS E [7]21; (I) a lost Burgundian manuscript discussed in chap. 3, MS [8]; (m) 
another lost Burgundian manuscript discussed in chap. 3, MS [19]; (n) finally, an anonymous 
Italian music theorist speaks of polyphony composed by "magistro Guillelmo de Mascandio" 
(Page 1993, I 13). 

3. Ca. 1320-46. Service of John of Luxembourg, 
king of Bohemia 

Machaut's association with aristocratic patrons began with John of Luxembourg 
(the Blind), king of Bohemia (b. 1296; r. 131 0--1346), regarded by contem­
poraries as the very epitome of chivalry. The time spent in the service of this 
great sovereign, both at court and on the cavalcade, was decisive to Machaut's 
development as a court poet and composer. Machaut probably entered his 
service around 1323, possibly from Reims. 

Several of Machaut's narrative poems provide references to regions of Europe 
through which John of Luxembourg traveled or to specific historical events in 
which he was involved. On the basis of the detailed geographical knowledge 
Machaut displays in these descriptions, we assume that Machaut accompanied 
the king on many campaigns in central and eastern Europe in the 1320s and 
early 1330s, traversing Bohemia, Silesia and Poland (1327, 1329), East 
Prussia and Lithuania (1328-29), and perhaps also Lombardy and Carinthia 
(1331). The campaigns in eastern Europe during the years 1327-29 are the 
most significant, and were the most successful for the king. It is fitting that the 
period of John's most successful campaigns was the one that Machaut 
recounted in the greatest detail. The campaigns against the infidels of Lithuania 
were also doubtless the ones that resonated most strongly to fourteenth-century 
crusading sensibilities.22 

Through papal documents we can follow Machaut's cursus honorum under 
John of Luxembourg, a career fully typical of the time. Machaut advanced from 

19 More than half of the canons at Laon and Toumai, two chapters for which excellent recent 
studies have been made, had at the very least attained the master of arts degree (Millet 
1982, 87-88; Pycke 1986, 68-70). At Laon canons who were familiars of the pope and the 
king of France might lack a university education, while familiars of other princes and 
bishops did have a particular university competence (Millet 1982, 142-43). 

20 On indirect literary evidence from Jugement Navarre, see Imbs 1991,265--66 n. 50 (top. 
!51). 

21 Ludwig 1926-54, 2:lla*, 40b*; see Barrois 1830, no. 1308 (1467 inventory), and no. 
1719 (1487 inventory). 

22 Dembowski (I 983, 48-50, 130-49) makes a strong case for the importance of the 
Teutonic Order and the crusade in Prussia to the chivalric ideology behind Froissart's 
Meliador, and much of what he says is relevant to Machaut's depiction of John of 
Luxembourg as the ideal prince. See also Cerquiglini-Toulet 1993b, 30-33. 
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a simple clerk to almoner by 1330, to notary by 1332, finally serving the king 
as secretary by 1333 (chap. 1.6 and 1.6.1). Campaigns of John of Luxembourg 
after 1331 are not specifically recounted by Guillaume, and details of the poet's 
whereabouts before 1340 are unknown. It is possible that by the mid 1330s he 
was leading a more sedentary life as court poet. Only two documents have come 
to light that relate to his direct service of John of Luxembourg, one from 1334, 
the other from 1341 (chap. 1.5.4). 

The lavish feasts, tournaments, and court life of John of Luxembourg must 
have exerted an enormous influence on the formation of the poet. John's main 
center in the West was Durbuy,23 described by Machaut in the Jugement 
Behaingne (!!. 1468-71; 1476-85).24 As Machaut playfully stated (chap. 
1.2.7a), one of his duties was reading romances aloud to entertain the king, 
undoubtedly an important exercise for the aspiring young poet. 

Philip of Valois, the future King Philip VI of France, was very attached to 
John of Luxembourg, and in February 1328, on becoming regent after the death 
of Charles IV, Philip gave John his former residence in Paris, the Hotel de 
Nesle. The hotel was located on the site of the present Bourse de Commerce 
near St-Eustache (it is visible east of St-Eustache as the Hotel de Soissons on 
the well-known Plan de Turgor of 1739).25 After the death of John of 
Luxembourg in 1346, the hotel came back to the crown through his daughter 
Bonne of Luxembourg, wife of John, duke of Normandy, the future King John 
II.26 

4. 1324. Earliest datable work. Possible contact with 
Philippe de Vitry 

The new musical form of the Ars Nova, the isorhythmic motet, was doubtless 
the vehicle for Machaut's earliest essays into poetry and music. Since the very 
beginning of the revival of interest in Mach aut, scholars have accepted the motet 
Bone pastor Guillerme I Bone pastor (M 18) as Machaut's earliest datable work 
(Lebeuf 1753, 381). The texts of both the triplum and motetus refer to a newly­
selected archbishop by the name of Guillaume, and only one archbishop of 
Reims from this period has this forename.27 Guillaume de Trie (d. 1334) was 
nominated 28 March 1324, but it may be possible to place the motet early in 
1325, since he did not come to Reims to take the oath of office until6 January 
1325.28 On the other hand, a motet favorable to Guillaume de Trie may not 
have been written at Reims at all, since the canons despised him.29 It would 

23 In the Belgium province of Luxembourg, south of Liege on the river Ourthe. See 
Puymaigre 1892, 408 n. 2. 

24 Machabey 1955b, I :22-23, 25, 27-28. Documents and literary references to John's court 
are given in Wilkins 1983b. 

25 Puymaigre (1892, 421-22 n. 6) published the document relating to the gift of the hotel, 
but confused the Hotel de Nesle with the notorious Tour de Nesle. See also Machabcy 
1955b, 1:23-25; R. Cazelles 1947, 169; 1958, 368; Lehoux 1966-68, 1:5 n. 2. 

26 In 1356 King John 11 gave the hotel to Count Amadeus VI of Savoy (Memoires 1756, 
262-71; Machabey 1955b, 1:23-25 [chap. 1.15.2c treats Amadeus VI as a patron of 
Machaut]). In 1388 it passed to Louis d'Orleans. The building was demolished in 1749. 

27 For editions and translations of the texts, see chap. 7.3 under Bone pastor I Bone pastor 
(Ml8). 

28 According to Hoepffner (1908-21, l:xv n. I, citing Gallia Christiana), Guillaume de Trie 
accepted his episcopate in June 1324. Guillaume's brother Mathieu de Trie was at this time 
marshall of France (Desportes 1979, 295). The house of Trie later provided several royal 
officers to the crown (R. Cazelles 1958, 55, 85, 288; 1982, 67-69). 

29 Relations between the cathedral chapter and the archbishop had been precarious for some 
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seem more profitable to seek an occasion that brought Machaut into contact with 
the entourage of the French royal court as an occasion for the composition of a 
motet celebrating this royal official. One good possibility is an excursion, 
discussed below, that John of Luxembourg made with King Charles IV the 
Fair. 

Bone pastor was not, however, Machaut's earliest motet. Other Machaut 
motets, student works heavily indebted to models by his slightly older 
contemporary Philippe de Vitry (1291-1361), must have preceded this effort. 
Philippe, who by the age of twenty-five had probably established himself as the 
leading composer of the Parisian musical avant-garde, was doubtless the 
greatest musical influence on the young Machaut. Although concrete docu­
mentary evidence establishing a formal connection between these two figures is 
lacking, Leech-Wilkinson (1982-83, S; 1989, chap. 2) has noted some 
references in the text of the motet Aucune gent I Qui plus (MS) suggesting that 
Machaut was emulating Vitry; he has also discovered a clear structural model 
for MS in Vitry's motet Douce playsence I Garison. 30 Vi try's influence on 
Machaut's poetic efforts, particularly in the field of lyrical poetry, was also 
probably decisive (Earp 199lb). 

Opportunities for Machaut to consult with Philippe de Vi try were frequent in 
the early 1320s. John of Luxembourg was at Reims for the coronation of 
Charles IV the Fair in 1322; we may speculate that Machaut and Vitry were 
there as well. An occasion for a much more extended period of contact between 
the two poet-musicians soon presented itself. From the winter of 1323 through 
the spring of 1324, John of Luxembourg and a large entourage accompanied 
King Charles IV to Toulouse. Unfortunately, the excursion had a sad outcome: 
on the way back to Paris, the queen was injured in an accident, and died on 2S 
March 1324. John of Luxembourg was present as his sister Marie of 
Luxembourg was buried at Montargis (dept. Loiret) on 28 March 1324, the 
same day that Guillaume de Trie was named the new archbishop of Reims. 

Charles of Valois, father of of Philip of Valois, the future King Philip VI, 
was also present on the excursion to Toulouse of 1323 to 1324. John of 
Luxembourg had already cultivated an official association with the house of 
Valois, which would provide the kings of France after the death of Charles IV 
in 1328. On 8 May 1323 in Paris, in the presence of John of Luxembourg, the 
daughter of Charles of Valois, Blanche (Marguerite), became engaged to John 
of Luxembourg's son Charles, the future Holy Roman Emperor Charles IV 
(they were married in 1329). We may speculate that the young Philip of Valois 
and Guillaume de Trie were also among the royal entourage at Toulouse. 
Guillaume de Trie was Philip's tutor, and as archbishop of Reims, he would 
preside at his coronation as King Philip VI on 29 May 1328 (Machabey 19SSb, 
1:22 n. 37). John of Luxembourg was of course present at Reims for the 
coronation (R. Cazelles 1947, 170). 

In sum, one can without difficulty imagine an occasion near the end of the 
extended excursion of 1323 to 1324 that brought together members of the 
French court, including Charles of Valois-as well as his son Philip, Philip's 
tutor Guillaume de Trie, and Philippe de Vi try-with the entourage of John of 

time, but the relation between Guillaume de Trie and the canons of the cathedral was 
particularly contentious (see Machabey 1955b, 1:37; and especially Desportes 1979,297 n. 
16, 301-2). Kiigle (1993, 147 n. 15) proposes a date as late as 1334, for the death of 
Guillaume de Trie. 

30 Kiigle (1993, 208-14) finds that Martyrum I Diligenter (MI9) was modeled on the motels 
Jmpudenter I Virtutibus and Flos I Celsa, both of which Kiiglc attributes to Vitry. 
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Luxembourg, which probably included the young clerk Guillaume de Machaut. 
Machaut most likely wrote the motet Bone pastor I Bone pastor, which 
celebrates the nomination of Guillaume de Trie as archbishop of Reims, for this 
occasion. 

5. 1320s-30s. Works written under the direct patronage of 
John of Luxembourg 

Although we have no good evidence for the date of Machaut's earliest narrative 
poem, the Dit dou Vergier, it was doubtless written for the entertainment of 
John of Luxembourg. As Poirion (1965, 194) put it, Vergier "is written at the 
demand of the god of Love; translated: the prince ordered a work from him on 
an amorous topic."31 Highly derivative of the Roman de la Rose, it dates 
perhaps from around 1330. 

The Jugement dou Roy de Behaingne, probably written in the 1330s when 
Machaut was at Durbuy castle with John of Luxembourg, is the major work of 
the period of Machaut's direct contact with the king of Bohemia. Extremely 
popular and influential, Jugement Behaingne established Machaut's reputation 
as a narrative poet. Hoepffner (1908-21, 1:xxix) notes that Machaut used an 
anagram for the first time in this work, a device that presumes an author has 
attained a certain notoriety. Jugement Behaingne was an important model for 
Geoffrey Chaucer's Book of the Duchess, an early work of ea. 1368. Christine 
de Pizan (1365-ca. 1430) and Martin Le Franc (b. ea. 1410, fl. ea. 1440) 
would later take up the same debate. The debate form was also important for 
Alain Chartier (ea. 1385--ca. 1435).32 

By the 1330s Machaut's skill as a poet was in great demand, and this fact may 
explain the apparent small use made of Machaut as an official secretary to the 
king (e.g., the document of 1334, chap. 1.5.4a). At any rate, the last verses of 
Jugement Behaingne attest to Machaut's activity as a court poet in these years: 
"Ci fineray I Ma matere, ne plus ne rimeray; I Car autre part assez a rimer ay" 
(11. 2052-54) [Here I'll end my account and rhyme no more, for I've enough 
rhymes to write elsewhere (ed. and trans. Wimsatt/Kibler 1988, 162-63)]. 
1.5.1. MACHAUT AND THE KING OF BOHEMIA (GENERAL REFERENCES). A review of the 
extensive bibliography on John of Luxembourg goes well beyond the scope of this overview. 
For further bibliography not cited in the account that follows, see Jireeek 1878; Puymaigre 
1892, 391-92 n. I; Chichmaref 1909, l:vii-viii n., xxii n. I; R. Cazelles 1947, 289-92; 
Seibt 1967, 351-55 (an excellent annotated review of research); Gerlich 1973, 143-46 (with 
some annotations); Seibt 1974, 470; Wilkins 1983b, 279 nn. 1-2. For a brief account of 
Machaut's service to John of Luxembourg, seeR. Cazelles 1947, 135-37. 

Besides Machaut, several contemporary poets praised John of Luxembourg, including 
Froissart, Deschamps, and Geffroy de Paris (Prioult 1950, 17-18).33 Modem historians are 
usually much less kind to John of Luxembourg, although Seibt (1967, 382, 384 n. 21) finds 
in John a skilled politician who achieved significant and long-lasting results for Bohemia. 

Machaut mentioned John of Luxembourg or experiences with John in five of his narrative 
poems (further discussion of each passage will be found below): 
a. Jugement Behaingne (ll. 1364-501). Description of Durbuy castle, the king of Bohemia, 

and his entourage. 

31 Davis (1991, 25-31) relates attributes of the god of Love (his blindness and his wings, 
indicating swiftness) to John of Luxembourg. This hypothesis would call for an unusually 
late date for Vergier. See below, n. 56. 

32 See chaps. 2.1 and 2.3 for references to these later poets. 
33 On Froissart's praise of John, see Dembowski 1983, 164--{55 n. 59, 165 n. 62. Hoepffner 

(1908-21, 3:xi n. 3, xix-xx) believes that Machaut was the inspiration for the passages 
praising John in Froissart and Deschamps, and thus it was Machaut who made John into 
the ideal king reflected in contemporary literature and history (see also Calin 1974, 226). 
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b. Lyon (II. 1271-303; 1444-57). The dangers of travel in the Empire; lands that Machaut 
may have passed through while in the service of John of Luxembourg. 

c. Confort (II. 2923-3086, 3203-12, 3421-32). Detailed examples for the instruction of King 
Charles ofNavarre that praise John of Luxembourg as the ideal prince (Hoepffner 1908--21, 
3:xi-xiii; Palmer 1992, lv-lvii). 

d. Fonteinne (II. 139-55). Machaut as a cowardly clerk riding beside John of Luxembourg in 
the Empire (the beginning of this passage is quoted above, chap. 1.2.3d). 

e. Prise (11. 975-1379). This long passage concerns Pierre de Lusignan's visit to the Emperor 
Charles in Prague but seems to caii on Mach aut's memory of earlier days. Besides this 
passage, there are general eulogies of John of Luxembourg in 11. 779-92 and 831-38. The 
passage in 11. 831-38 was mistakenly taken by earlier writers as praise of King John 11 of 
France (Hoepffner 1908-21, 1:xxxv). 

1.5.2. ENTRY INTO THE SERVICE OF JOHN OF LUXEMBOURG. The magnificent festivities 
surrounding the coronation of Charles IV the Fair in I 322 provided a likely occasion for a 
clerk at Reims to have come into contact with John of Luxembourg.34 Links between the 
House of Luxembourg and the House of France subsequently became quite solid. King Charles 
IV married John's sister, Marie of Luxembourg, on 21 September 1322, after having his 
previous marriage to Blanche of Burgundy nullified for adultery.35 After a delay that expressly 
allowed her brother John to be present, Marie of Luxembourg was officially crowned queen of 
France at the Sainte-Chapelle in Paris on 15 May 1323 (R. Cazeiies 1947, 106-JO). 

Early discussions of the circumstances of Machaut's entry into the service of the king of 
Bohemia begin with Caylus (1753a, 405), who incorrectly analyzed references in the 
complainte A toi, Hanri (Cp3) as referring to Emperor Henry VII (d. 1313), the father of John 
of Luxembourg.36 The date "ea. 1323" for Machaut's entry into John's service is arrived at 
indirectly: a buii of Benedict XII dated 17 April !335 (chap. 1.6.1!) states that Guiiiaume had 
been a clerk, secretary, and familiar of John of Bohemia for about twelve years, indicating that 
Machaut entered his service ea. 1323. But this date contradicts a literary reference from ea. 
1370 in the Prise (1. 785), which states that Machaut had served John of Bohemia for over 
thirty years (chap. 1.2.7!). This would place the time of Machaut's earliest service in 1316, 
thirty years before John's death. Many scholars have noted and discussed the seven-year 
discrepancy. 37 

Yet it would seem possible to reconcile the two dates. Since Machaut apparently did not 
come from a rich family, a patron such as the king of Bohemia may have provided him with 
the material means to pursue his studies at the university (cf. Millet I 982, 78). Perhaps it was 
Machaut's first benefice, the chaplaincy at Houdain (chap. 1.6.Ja)-<me not demanding care of 
souls-that paid for Machaut's schooling. If this were the case, Machaut's university training 
could have started ea. I 316 (the date suggested by the literary reference in the Prise), while the 
beginning of his entry into direct service of the king may be placed ea. 1323 (the date 
suggested by the 17 April 1335 bull of Benedict XII) (cf. Guillaume de Machaut 1982, 68n.). 
1.5.3. CAMPAIGNS OF JOHN OF LUXEMBOURG. Let us begin with the references that are less 
concrete: 
a. Lyon (II. 1444-57). Although this reference is not specificaiiy attached to John of 

Luxembourg, it provides several place names that recall locations of John's campaigns: 
Germany, Austria, Bohemia, Hungary, Denmark, Prussia, Poland, Cracovy, Tartary, 
Lithuania, Livonia, and Lombardy (Prioult 1950, 18). 

34 Other commentary on this time period is in Hoepffner 1908-21, I:xv n. 2; Machabey 
1955b, 1:20-21. R. Cazeiies (1947, 92-144) provides a more detailed account of John of 
Luxembourg in the years I 320-24. 

35 Gerlich (1973, 143) gives the date of the marriage as 24 August. 
36 The erroneous discussions of this question by Tarbe (1849), Mas Latrie (1877b), and 

Puymaigre (1892, 409-10) depend on the error in the Machaut family name discussed 
above, chap. 1.2.1. 

37 A. Thomas !881, 329n.; !884, 41--42; Chichmaref 1909, J:xii-xiii; Hoepffner 1908-21, 
1:xiii-xiv; Cemy 1982; Wilkins 1983b, 259 (with reference to S.J. Williams 1952, 38 n. 
1); Imbs I 991, 268 n. 70 (top. 162). 
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b. Confort (11. 2923-28). Mention of France, Germany, Savoy, Lombardy, Denmark, 
Hungary, Poland, Russia, Cracovy, Masoria, Prussia, and Lithuania (Prioult 1950, 20). 

c. Fonteinne (11. 139-55). A general reference to Machaut's sufferings at the side of the king 
of Bohemia (see Hoepffner 1908-21, l:xviii n. 2; Machabey 1955b, 1:26; Cerquiglini 
I985b, 124). 

d. Prise (11. 875-1623). The detailed knowledge of central Germany that Machaut displayed in 
this passage may well derive from experiences with John of Luxembourg.38 The description 
of the 1364 European tour of Pierre I de Lusignan, king of Cyprus, mentions several place 
names in central Europe (11. 1269-76; discussed in Chichmaref 1909, l:xvi-xviii, xxii, 
with some additional bibliography in Polish and Czech on this question; see also 
Zaj~czkowski 1929 and chap. I.I6). There is also a .detailed description of Pierre de 
Lusignan's entry into Carinthia in 1364 that may draw upon Machaut's personal 
experiences of events of 1330, when John of Luxembourg was in Carinthia (ll. 1518-19; 
discussed in Chichmaref 1909, I:xviii; R. Cazelles 1947, 185). Finally, there is some 
general mention of the dangers of travel in the Empire (11. 1044--47; discussed in Hoepffner 
1908-21, I :xviii-xix). 

More specific references to various campaigns of John of Luxembourg in Eastern Europe are 
found in a long passage in the Confort, a work datable to 1357.39 A long passage (ll. 2923-
3086) mentions several episodes: 
e. Confort (ll. 2989-96). In 1310 John put down revolts in Bohemia in order to assure his 

crown. Machaut, of course, could not have been present on this occasion. 
f. Confort (ll. 2997-3006). The battle of Esslingen (I 316). 
g. Confort (11. 3007-16). The battle of Miihldorf (28 September 1322), and the captivity of 

the Hapsburg duke of Austria, Frederick the Handsome (d. I 330), at John's fortress Biirglitz 
(Bruguelis in Machaut).40 Machaut stated "Bien le say, car j'y ay este" (I. 3016) [well do I 
know, for I was there]. 

In the following segment (ll. 3021-54), what appear to be personal reminiscences are found, 
and it seems likely that Machaut was indeed present on the occasions he describes41 : 

h. Confort (ll. 3021-29). Campaigns in Poland and Silesia (January-May 1327; see 
Zaj~czkowski 1929; R. Cazelles 1947, 152-53; Seibt 1967,370, 372; Voise 1982, 52-54). 
Duke Boleslav (Bose/au in Machaut) and several other Silesian dukes gave their oath of 
fealty to John in February 1327 and again at Wrociaw in April-May 1329, joining almost 
all of the Silesian duchies to Bohemia, effectively doubling the size of the Bohemian 
kingdom.42 Machaut specifically noted his own presence at WrocJaw on this occasion. 

i. Confort (Il. 3030-50). This passage relates to a crusade of the Teutonic Order and the king 
of Bohemia against the infidels in Lithuania (December 1328-May 1329) and campaigns in 
Poland and Silesia (R. Cazelles 1947, 155--{53; Seibt 1967, 372). Machaut's description of 
this expedition specifically notes his own presence, although details of the place names he 
cites have proved difficult to interpret (Hoepffner 1908-21, I :xvii-xviii; Voise 1982, 53; 
Nildentaitis 1988). 

38 Guillaume exhibited some memory of the German language (at least the word Frau) in the 
Voir Dit, with his reference to a vravelette (1. 2687, ed. P. Paris 1875, Ill). 

39 For a historical perspective on the campaigns in eastern Europe, see Housley 1986,65-74, 
and the literature cited there. 

40 SeeR. Cazeiles 1947, Ill-IS; Seibt 1967, 362, 374 n. 13. Chichmaref (1909, I:xvi) 
doubts Mac haul's presence on this occasion, perhaps because he felt the date of the battle a 
bit too early for Mac haul's presence in John's service. The castle of "Biirglitz" (Piirglitz) is 
placed in Bohemia in Hoepffner 1908-21, l:xvii and Machabey 1955b, 1:23 (see also P. 
Paris 1875, xv n. I; Cerny 1982,67 [Biirglitz-K'iivoklat]); while Prioult (1950, 16) places 
"Bruguelis" in Hungary. 

41 For this segment see especially Chichmaref (1909, I:xix-xxix), who was able to draw 
upon Polish and Czech secondary sources (1909, l:vii-viii n., xxii n. I) to correct the 
analysis of Puymaigre (1887; 1892). See also Prioult I 950, 21-28; and Machabey I955b, 
1:23, 25-28. 

42 Pustejovsky (I 975) provides thorough treatment of the historical situation in Silesia in 
this period, with a large bibliography. 
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j. Lyon (11. 1271-82, 1291-1303). An additional pair of literary references apparently recount 
Machaut's personal impressions of the frigid northern winter of 1328-29 that he experienced 
during John's Lithuanian campaign (Prioult 1950, 15-20). 

k. Voir Dit (1. 2101; ed. P. Paris 1875, 90). A reference to the ice floes of East Prussia may 
well recall the same campaign. John's return to Prague on 25 May 1329, at the age of 
thirty-two, marked a high point of his fame and power. 

I. Contort (ll. 3051--{59). This passage briefly mentions some later campaigns, although their 
chronology appears confused. It includes campaigns of 1337 and 1345 in Prussia (Seibt 
1967, 380) and Russia. The first campaign in Lombardy (1330-31) is described in greater 
detail (seeR. Cazelles 1947, 181-95; Mollat 1963, 103-10; Seibt 1967, 375-78). Finally, 
there is brief mention of campaigns of late 1331 in Poland and Hungary (R. Cazelles 194 7, 
196-98; Seibt 1967, 377). 

Machaut provided no specific information on John's military activities after the Italian 
campaign of 1331 (cf. Contort, 11. 3067--{59; Machabey 1955b, 1:28-29), and he may not 
actually have been present on the later expeditions. But John's later efforts were less 
successful,43 and perhaps Machaut had wanted to single out only the best moments for use as 
exempla for the king of Navarre in the Contort. Hoepffner (1908-21, l:xviii; followed by 
Machabey 1930, 432), nevertheless thinks that Machaut was indeed present on these 
occasions, since the 1330s is the period from which we have papal documents that attest to 
Machaut's service to the king of Bohemia. Machabey (1930, 435; 1955b, 1:31, 2:172) 
wonders where Mac ha ut could have been in 1337, when his prebend at Reims was received by 
procuration (chap. 1.6.Ig), if not with John of Luxembourg in Lithuania. But perhaps 
Machaut was beginning to exploit his talent as a poet and composer, and service on the 
battlefield at the side of the king was no longer expected. 
1.5.4. DOCUMENTS FROM THE TIME OF MAC HA UT'S SERVICE 1D JOHN OF LUXEMBOURG 
a. 1334. Gushee (1980, 148) has published a document that attests to Machaut's service as a 

secretary of John of Luxembourg, a letter of I May 1334, given by John at Noyon, signed 
"Par le roy, Guillaume de Machau." Unfortunately, the original does not survive, and thus 
we are denied a look at Machaut's signature. Wilkins (1983b, 259, 279-80 n. 13, 282-84) 
provides facsimiles of two copies of the document and a transcription.44 

During this period, John of Luxembourg was active in the Low Countries in a war against 
Duke John Ill of Brabant (r. 1312-1355) (R. Cazelles 1947, 224-26). King Philip VI was 
also present on this occasion at Noyon. 
b. 1341. Gushee (1980, 148) also brought to light a document of 1341 dated "Sabbato ante 

divisionem apostolorum" (i.e., 14 July). The household accounts of the count of Holland at 
Binche (Hainaut) record 20 scuta for the gift of a gilded goblet to "Willelmo de Machau." 
William ll of Avesnes, count of Hainaut, also known as William IV, count of Holland and 
Zeeland (r. 1337-1345), was at this time an ally of the English. His sister Philippa of 
Hainaut became the wife of King Edward Ill of England and patroness of Froissart and 
Chaucer. 

The document gives evidence of Machaut's probable continued service with John of 
Luxembourg after the time of his settlement in Reims. It is also possible that this occasion 
had nothing to do with John of Luxembourg. Perhaps Machaut accompanied Jean de Vienne, 
archbishop of Reims and the representative of King Philip VI, who had come to Binche to 
arrange a truce with the English. 

6. Before 1330-40. Ecclesiastical benefices, 
early residence at Reims 

As recompense for services rendered to the king of Bohemia, the pope nomi­
nated Machaut to several benefices. A benefice is an ecclesiastical office that 
grants permanent income from revenues of the church to which the clerk is 

43 For instance, in 1333 John had to renounce his claim to the northern Italian towns that had 
so readily pledged their loyalty to him in 1331 (R. Cazelles 1947, 2I7-I8; Seibt 1967, 
337). 

44Brussels, Archives generales, MSS divers, 20, fols. 82v and 84r; Lille, Archives 
departementales du Nord, MS B 1583, p. 233. 
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attached, in return for the performance of sacred functions.45 Machaut first 
obtained a chaplaincy, one of the less lucrative benefices. But service with an 
influential royal personage such as the king of Bohemia guaranteed a more 
profitable office, a canonicate, which entailed carrying on liturgical services at a 
church, especially the singing of the daily Offices and Mass. The most coveted 
reward, a canonicate at a cathedral chapter, was obtained by Machaut in 1337.46 
A prebend (i.e., income) as a canon was part of the normal career of a clerk in 
the service of a king such as John of Luxembourg. It appears likely that as a 
canon of Reims cathedral, Machaut would have received a major order, at least 
the subdeaconate (cf. Desportes 1979, 297; Millet 1982, 43, 49-51; Pycke 
1986, 243--47). 

Since a pope would be deluged by supplications (i.e., petitions) for such 
graces, it was common for the actual office and income to be merely 
"expectative," in anticipation of the decease of the in cum bent, especially 
beginning with the pontificate of John XXII (r. 1316-1334 ). The resultant 
multiplication of benefices was reduced under Benedict XII (r. 1334-1342), 
and henceforth a new pope would annul the expectative graces of his prede­
cessor (Mollat 1921, 32).47 

Once the pope approved the supplication, the clerk was examined at Avignon 
for his competence in reading, singing, and writing style. Exceptions were 
often requested, and some clerks in the protection of powerful patrons were 
able to obtain a dispensation for the examination at Avignon.48 After the 
candidate passed his examination, .the official bull of provision was copied, 
taxes were paid, and the bull was delivered to the new office ho1der.49 

In order to obtain his prebend, the clerk would have to present himself to one 
of the three executors named by the pope in the bull of provision.so After 
examination by one of the executors, the candidate presented himself to the 
chapter in question for further examination and the official swearing-in 
ceremony.5 1 If the candidate's prebend was merely expectative, the chapter 
would record the date and purport of the documents in the chapter register, and 
the candidate would simply have to wait for a vacancy. When a prebend became 
available, the claimant had a month from the day he found out about the vacancy 
in which to accept it; prompt action on this point was important in order to 
prevail against other claimants (Millet 1982, 173-74). If the candidate found 
himself outside the kingdom of France at the time the prebend became available, 

45 R. Cazelles (1958, 383-87) and Millet (1982, 136-38) treat the question of the use of 
ecclesiastical benefices as payment for services to the king of France. For the account that 
follows, see Mollat 1921, 39-57; Millet !982, 165-81; and relevant articles in the DDC. 
Recent works by Starr (1987; 1992) and Haggh (1988) are extremely helpful, providing 
clear expositions and ample bibliography on the subject. 

46 For an overview of the cathedral chapter at Notre-Dame of Paris, sec C. Wright I 989, I 8-
27. There are detailed studies for Laon (Millet 1982) and Tournai (Pyke 1986). For 
Brussels, see Haggh 1988. 

47 Expectativcs again blossomed under Clement VI (r. 1342-1352), while Innocent VI (r. 
1352-1362) and Urban V (r. 1362-1370) were much less generous; after the schism, the 
problems of expectatives again became acute (Millet 1982, 171-73). 

48 For example, John of Luxembourg obtained such a dispensation in 1343 from Pope 
Clement VI for a canon of Liege (Berliere I 906, 140 no. 6 I I; cited in Mollat I 92 I, 46). 

49 A bull is an official papal letter, traditionally sealed with a bulla, or lead seal. 
50 On duties of the executors, sec Mollat 1921, 50-57; and especially Rudt de Collcnbcrg 

1980. 
51 For details on the ceremony, see Millet 1982, 167--{58. 
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a procurator could represent him. This was the scenario when Machaut was 
finally granted his prebend at Reims in 1337. If the recipient of such a prebend 
remained in a royal entourage, he could obtain a dispensation of residence from 
the pope (R. Cazelles 1958, 385). Machaut presumably did not obtain such a 
dispensation of residence, since he is found at Reims in 1340, and regularly 
thereafter. 

In the fourteenth century, when the pope had control over the collation, or 
process of conferring, of almost all benefices, it was extremely important for 
the career advancement of someone not born to privilege to be in the service of 
an influential personage such as the king of Bohemia. Most often, it was 
necessary for a clerk--even one with a university degree-to prove himself in 
the entourage of a prince before becoming a canon (Millet 1982, 189). Royal 
service guaranteed the clerk the attention of the pope and eventual admission to 
the security of a cathedral chapter prebend as a sort of retirement pension. 52 

Before obtaining any favors, Guillaume de Machaut probably began his career 
like his brother Jean, a simple clerk from the diocese of Reims. Through his 
association with King John of Luxembourg, he obtained several expectative 
graces from Pope John XXII, later reduced in number by Pope Benedict XII. 
The papal documents regarding these benefices allow us to follow the 
advancement of Machaut's secular career under John of Luxembourg, a career 
fully typical of a royal officer of the time (cf. R. Cazelles 1958, 344--45). He 
advanced from a simple clerk to almoner by 1330, to notary by 1332, and 
finally to secretary by 1333. 

The combined income from Machaut's canonicate at Reims and his canonicate 
at St-Quentin, a total of 100 livres of Paris per year,53 gave him a permanent 
income, which allowed him to leave the immediate service of the peripatetic 
king of Bohemia. Machaut apparently welcomed the opportunity, for by 1340 
he had taken up permanent residence at Reims as one of the seventy-four 
canons of the cathedral. 54 Because of his association with the king of Bohemia, 
he had more freedom of movement than canons not attached to princes and 
certainly could easily have obtained a dispensation from the pope allowing non­
residence.55 Even as a canon in residence at Reims, Machaut would have had 
five months of free time, without losing the rights of residency (Desportes 
1979, 297). Yet his later travels, as far as we know, were by comparison with 
his early years short and uneventful. We may speculate that Machaut's period of 
tranquility had a connection to the onset of John's blindness. 56 

52 Eustache Deschamps praised the easy life of the canon as the most desirable of all estates 
in the ballade Quantj' ay veu et bien considere (ed. Queux de Saint-Hilaire/Raynaud 1878-
1903, 7:140-41 no. 1355). Perhaps he was inspired by the example of Machaut, with 
whom he may have lived for several years (see chap. 2.l.lj). 

53 This figure does not include the daily wages, or distributions, paid to resident canons 
reciting the daily Offices, which could as much as double a canon's income (Millet 1982, 
259--{)J; Pycke 1986, 204-11; see also Haggh 1988, 131 n. 114). 

54 Some authors list the number as seventy-two; there were seventy prebends and four half­
prebends (Desportes 1979, 296). 

55 Cf. Berliere (1906, 218 no. 883) for an example of such a dispensation granted to a 
secretary of John of Luxembourg in 1345. 

S6 It was during the 1337 expedition to East Prussia that John of Luxembourg first 
experienced problems with his eyes (Chichmaref 1909, I:xxvi; R. Cazelles 1947, 243; 
Machabey I955b, 1:25-26 n. SI; Seibt 1967, 383 n. 16). In 1340 he became completely 
blind (Machabey I955b, 1:31-34, 2:172), a humiliating condition for a noble (cf. the 
interesting comments in Cerquiglini 1984; 1985a, esp. 24 n. 12; and I985b, 112-13, on 
the borgne clerc as a literary theme). Perhaps this is why mention of John's blindness 
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1.6.1. MACHAUT'S BENEFICES. A thorough account of the papal politics of John of 
Luxembourg is beyond the scope of this overview, but we note that John had a good rapport 
with Avignon after I322 (R. Cazelles I947, I 10). In the summer of I330 John was in contact 
with Pope John XXII regarding the matter of the succession of Carinthia (R. Cazelles I947, 
I76--79). Events later in the year I330 in Italy would turn John XXII away from John of 
Luxembourg, but only until late March I33I (Mollat I963, I03-5). 

In the following list of the papal bulls concerning Machaut, I include the names of the three 
executors. As Rudt de Collenberg (I 980) has shown, the executors were chosen by the 
beneficiary, and one of the three was usually a personal acquaintance. On Machaut's own 
service as an executor in I345, see chap. 1.7.Ic. 
a. by July I330: chaplaincy at Houdain. Sometime before 30 July I330, Machaut obtained the 

perpetual chaplaincy at the Hospital at Sainte-Marie-de-Houdain (diocese of Arras, dept. Pas­
de-Calais)Y Such a charge could involve the celebration of a Mass or Masses annually or 
weekly, depending on the stipulation of the foundation, at a certain church or specific altar; 
alternatively, the chaplain could be charged with assisting the celebration of the daily 
Offices at a given church. A chaplaincy is not necessarily sacerdotal, that is, the chaplain is 
not necessarily required to celebrate Mass himself. Machaut's chaplaincy was sine cura, i.e., 
one not demanding care of souls, attested by the documents of 4 January I 333 (below, item 
d) and I7 April I335 (below, item f). Machaut thus did not have to reside at Houdain, nor 
did he have to be a priest. 

Perhaps this benefice paid for Machaut's schooling, as suggested above (chap. 1.5.2). It 
was normal for a prince to facilitate the career of a student who would later enter the prince's 
service. One of the most effective means of doing this was to obtain a prebend that paid the 
school expenses of the young clerk (R. Cazelles I958, 299).58 

The following document attests the collation of this benefice: 
b. I330: canon of Verdun. A bull of Pope John XXII, dated Avignon, 30 July I330, granted 

Guil/elmo de Machaudo an expectative canonicate and prebend at the Cathedral of Verdun 
(dept. Meuse) on the request of the king of Bohemia. 59 Machaut is named as the king's 
clerk, almoner, and familiar ["clerico, elemosinario et familiari suo domestico"]. The terms 
familiaris and domesticus indicate that John admitted Guillaume into his immediate 
entourage (Hoepffner 1908-21, l:xvi), a status also supported by the literary testimony of 
the Jugement Behaingne (chap. 1.2.7a). 

Presumably the almoner [Fr. aumonier] was in charge of the important gift-giving 
function of the prince (cf. R. Cazelles 1982, 26). This function is supported by the literary 
testimony of the Confort (below, chap. 1.6.2). The almoner also sometimes served as a 
counselor of the prince (cf. R. Cazelles 1982, 233), or was in charge of his religious 
services (Delachenal 1909-31, 2:293). 

The bull mentions a previous benefice, a perpetual chaplaincy at the Hospital at Sainte­
Marie-de-Houdain (above, item a), which Machaut was allowed to retain. 

The three executors of this benefice were (I) the abbot of the monastery of Our Lady of 
Luxembourg (diocese of Trier); (2) the deacon of the collegiate church of St-Sauveur at 
Metz; and (3) magister Petrus de Vigone, canon of Turin.60 

never clouds Guillaume's favorable picture of him. See, however, Davis (1991, 25-28), 
who relates the blind god of Love in Vergier to the king. 

5? For a full discussion of chaplaincies, see DDC 1935-{55, 3:527-30 s.v. "chapellenie"; cf. 
also C. Wright 1989, 27; Haggh 1988, 1:24-25, 182-87. On chaplaincies at Reims, see 
Desportes 1979,297. The Capel/ania Beate Marie de Housdaign was at the collation of the 
abbot of St-Remi of Reims. For more information on this foundation, see Guesnon 1912, 
92-93 and the references cited there. 

58 A chaplaincy could pay a maximum of 10--15/ivres of Tours per year (Guillemain 1952, 
56), a generous allowance for a student; cf. Pycke 1986, 283. 

59 See A. Thomas 1881, 328, 330-31 no. I; 1884, 40, 43 no. I (the 1881 publication is 
more complete). Mollat (1928, 392 no. 50428) provides a shorter summary. Philippe de 
Vitry was provided with a canonicatc in expectation at Verdun in 1323, and by 1327 had 
received his prebend (A. Thomas 1882, 178-79; Fayen 1912, !52 no. 2031). 

60 The same three executors were named for another grace requested by John of Luxembourg 
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The king of Bohemia had a strong interest in the control of Verdun, and disputes over this 
matter with the king of France and the count of Bar went back to 1315 (R. Cazelles 194 7, 
102-4, 121-22). By 1336 King Philip VI had won the upper hand but ceded protection of 
the city to John of Luxembourg and the count of Bar when hostilities with England 
commenced in 1337 (R. Cazelles 1958, 435; H. Thomas 1973, 125-28). 

c. 1332: canon of Arras. A bull of Pope John XXII, dated Avignon, 17 April 1332, granted 
Guillelmo de Machaudio an expectative canonicate and prebend at Arras (dept. Pas-de-Calais) 
on the request of the king of Bohemia.61 He was allowed to take possession of it either 
personally or by procuration. Machaut is named as the king's domestic, familiar, and notary 
["domestico, famiiiari, notario"]. Previous benefices include the canonicate (still in 
expectation) at Verdun, as well as the perpetual chaplaincy at Houdain. 

The three executors of this benefice were (I) the provost of the cathedral of Lavaur (dept. 
Tarn), (2) the archdeacon of the church of Avranches (dept. Manche),62 and (3) the official 
(i.e., the official of the bishop) of the cathedral of Arras. 

In this part of the year I332, John of Luxembourg was in Paris for the marriage of his 
daughter Bonne to John, duke of Normandy, the future John II the Good. Guillemain (I962, 
5I7) reports that John of Luxembourg was at Avignon in the course of the year I332. 

d. I333: canon of Reims. A bull of Pope John XXII, dated Avignon, 4 January I333, granted 
Guillelmo de Machaudio an expectative canonicate and prebend at the cathedral of Reims on 
the request of the king of Bohemia.63 Mac ha ut is named as the king's familiar and domestic, 
notary, and secretary ["familiari et domestico ac notario secretario"]. The promotion of a 
notary to a secretary was a typical reward for faithful service (R. Cazelles I982, 344-45), 
and this document provides the first mention of Machaut as a secretary. Machaut was 
allowed to retain his expectatives at Verdun and Arras, as well as the perpetual chaplaincy at 
Houdain, here specifically labeled as sine cura. 

The three executors of this benefice were (I) the abbot of the monastery of Ste-Genevieve 
in Paris; (2) the scholaster (scolasticus) of the cathedral of Toul (dept. Meurthe-et­
Moselle)64; and (3) the official of Reims cathedral. 

In early 1333, at the time of this appointment, John of Luxembourg was in transit 
between Paris and Northern Italy. 

This and a further papal bull granting Jean de Machaut a benefice (chap. 1.1 I.la) have the 
same date, doubtless because the supplications from the king of Bohemia were copied 
together on a single rotulus and were thus considered and granted by the pope on the same 
day (cf. Berliere I906, xv). 

e. 1333-35: canon of St-Quentin. The I7 April I335 document discussed below (item f) 
indicates that Machaut had obtained a canonicate and prebend at St-Quentin in Vermandois 
(diocese of Noyon, dept. Aisne). Nothing further is known of when or how Machaut 
received this grace, although the fact that it is not mentioned in previous papal documents 
suggests that he received it after 4 January I333 (Hoepffncr I908-2I, 1:xx). Machabey 
(1955b, 1:30), taking into account a variety of confusing problems with the documents, 
proposed that this canonicate could have been obtained in I325. A document of I362 

that was awarded on the same day, doubtless because both requests were entered on the 
same rotulus of supplications IFayen I9I2, 426 no. 28I7). Petrus de Vigone, a canon of 
Novare (Italy) and papal scribe, was a member of the Curia named on several other 
occasions as an executor for graces awarded by Pope John XXII and Benedict XII. 

61 See A. Thomas I88I, 328-29, 331; I884, 40, 43-44 (the I88I version is slightly more 
complete). Mollat (I930, I76 no. 56947) provides a shorter summary. 

62 Guillaume Pichnon, secretary of John of Luxembourg, at various times canon with 
prebend at Verdun, Reggio Emilia, Fosses (diocese of Liege), St-Paul beyond the walls of 
Trier, archdeacon of Avranches, with an expectative canonicate and prebend at Avranches 
and Coutances. 

63 See A. Thomas I88I, 329, 33I-32; I884, 40, 44. Mollat (I932, 73 no. 59243) provides a 
shorter summary. 

64 This was magister Jacobus de Actis de Mutina, capellanus pape and canon at the Cathedral 
of Cambrai, etc., an official of the Curia named in several dozen papal documents. 
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indicates that the prebend at St-Quentin brought Machaut an annual income of 40 livres 
(chap. 1.15.Ib).65 

It was Hoepffner (1908-21, l:xx n. 3) who first noted the connection of the motel 
Marryrum I Diligenter (MI9) to St. Quentin.66 In a forthcoming study Anne W. Robertson 
will discuss further details surrounding the circumstances of the composition of this work. 

f. 1335: adjustments of Benedict Xll. A bull of Pope Benedict XII, dated Avignon, 17 April 
1335, to Guillelmo de Machaudio, canon of Reims, served to regulate the benefices granted 
by Pope John XXII.67 Benedict Xll sought to reduce the abusive multiplication of 
benefices, especially the expectatives, which had proliferated under Pope John XXll. On 18 
l)e{;ember 1335 all expectative graces granted before the papacy of Benedict Xll were revoked 
(Mollat 1963, 33). Benedict XI! usually left canons with their appointments at the 
metropolitan churches in their home provinces (Dricot 1982, 144), and thus it is significant 
that he suppressed Machaut' s expectatives at Verdun and Arras but allowed him to retain the 
expectative at Reims. Further, Machaut was required to resign the chaplaincy at Houdain as 
soon as he should take over the next vacant prebend at Reims. He was allowed to keep the 
prebend he already had at St-Quentin (item e above), apparently obtained without papal 
intervention. 

Benedict XII stated that the king of Bohemia had made his previous requests to John XXII 
"for you, hitherto his clerk, secretary, and household familiar, whom he maintains carried on 
his divine services for twelve years or thereabouts" ["pro te, adhuc clerico suo secretario et 
familiari domestico, quem asserit duodecim annis vel circa suis obsequiis institisse"]. On 
the indication of Machaut's twelve years of service in the entourage of John of 
Luxembourg, see chap. 1.5.2. 

The three executors of this benefice were (I) the monks of Ste-Genevieve in Paris; (2) the 
abbots of the monastery of St-Nicasius of Reims; and (3) the archdeacon of Avranches (dept. 
Manche).68 

g. 1337: collation of Guillaume's prebend at Reims by procuration. Two documents mention 
the collation of Machaut's prebend at Reims on 30 January 1337 (Thursday after the 
Conversion of St. Paul), (l) a cartulary called the Livre rouge du chapitre de Reims, fol. 
54r69; and (2) an eighteenth-century copy, probably deriving from the previous document, in 
F:RS 1773 (MS Weyen), fol. 284r, copied by Jean Herman Weyen (d. ea. 1732), canon of 
Reims.7° 

Machaut took over prebend no. 40 (Machabey 1955c, 249-52) at Reims by procuration. 
Thus, he was not present in Reims at the time. Machabey (1930, 435; 1955b, I:31, 2:172) 
suggested that he was in Lithuania with John of Luxembourg. Machaut took personal 
possession of the prebend by 1340 (below, item h). 

The yearly value of the benefice of Machaut' s canonicate at Reims was 60 livres of Paris, 
attested by a levy of clerical taxes in the diocese of Reims in 1346 (chap. 1.7.Id). 

65 Non-residence entailed a smaller annual income. Machaut would have paid a vicar to cover 
his sacred duties at St-Quentin (cf. Millet 1982, 224). 

66 See also Machabey 1955b, 2:62, 103. Giinther (1963a, 100) tentatively proposes a date ea. 
1335 for this motel. Millet (I 982, 286) notes that each year a delegate of each chapter of 
the province of Reims travelled to S t-Quentin for an assembly on 8 May; one wonders if 
perhaps the composition of the motel was related to this event. See further the forthcoming 
study by A.W. Robertson. 

67 See A. Thomas 1881, 332-33; 1884, 45-46 (the 1881 publication is more complete); 
Vidal 1903,77 no. 751. 

68 Namely Guillaume Pichnon, as in item c above. 
69 Modem publication of the document cited in Dricot 1982, 144 n. 10. Leech-Wilkinson 

(1990e, 2 n. 7) gives the modem shelfmark, AMR 2G 1650, fol. 54r. Varin (1839, 
I :clxxi) provides a description of the contents of the Livre rouge. 

70 Hoepffner 1908-21, 1:xxi n. 3; and Chichmaref 1909, 1:xxxiii. On the MS Weyen, see 
Desportes 1979, 548 n. 45; Machabey 1955c. There are some confusing problems of 
conflicting dates in the MS Weyen, which Machabey (1955c) attempts without success to 
clear up; see also Leech-Wilkinson 1990c, 2 n. 6. 
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h. by April 1340: Guillaume occupies his canonicate at Reims. Machaut' s final benefice, the 
canonicate at Reims, had been granted in expectation in 1333, received by procuration in 
1337, and officially occupied by 1340. Machaut's presence at Reims is attested by a list of 
thirty canons who were present as Jean de Vienne (d. 1351) was sworn in as archbishop of 
Reims on 13 April 1340.71 Since Machaut is listed last in the document, he was the most 
recent canon (Machabey 1955b, 1:34; Desportes 1979, 295-96, 297 n. 16). The apparent 
high degree of absenteeism (forty-four of the seventy-four canons were absent) is not 
unusual for the time.n 

i. 1343: canon of Amiens. G.P. Johnson (1991, 253-54) has signaled a document indicating 
that Guillaume de Machaut was received as a canon of the chapter at Amiens in 1343, that 
he founded an anniversary service there, even that he had a house in the cloister. Further 
research is needed. 

1.6.2. THE TITLE ELEMOSINARIUS (ALMONER). A papal bull of 1330 (chap. 1.6.lb) refers to 
Machaut as e/emosinarius [almoner], i.e., the one in charge of charity and the dislribution of 
gifts, a job possibly attested by two passages in the Confort that celebrate the prodigal 
generosity of John of Luxembourg: 
a. Confort (11. 2930-33). "!1 donnoit fiez, joiaus et terre, I Or, argent; riens ne retenoit I Fors 

l'onneur; ad se tenoit, I Et il en avoit plus que nuls" [He bestowed fiefs, jewels, land, I 
Gold, silver, kept nothing I But the honor, treasuring it. I And he had more than anyone 
else (trans. Palmer 1992, 153)]. Compare Jugement Navarre (ll. 1265-78), where a similar 
listing describes the attributes of Lady Largesse, perhaps recalling this quality in John of 
Luxembourg.73 

b. Confort (ll. 2937-46). "!1 ne pooit estre lassez I De donner, et s'avoit assez I Toudis, que! 
que part qu'il venist. I Et par ma foy, s'il avenist I Qu'il heiist de us cens mille livres, I !1 en 
fust en un jour delivres, I Qu'a gens d'armes les departoit, I Et puis sans denier se partoit. I 
Je le say bien, car je !'ay fait I Plus de cinquante fois de fait" [He could never weary I Of 
giving, and he possessed so much I At all times wherever he went. I And by my faith, if it 
happened I He had two hundred thousand pounds, I In a single day he'd be rid of them, I 
Giving everything to his knights, I And then going his way without a penny. I I know this 
well, for I've seen it happen I More than fifty times, in fact (trans. Palmer 1992, 153)]. 

While both of the passages cited above serve to characterize an ideal and noble ruler (cf. 
Dembowski 1983, 15-16), and therefore can be seen as simply conventional, we know for a 
fact that Machaut is not exaggerating John's generosity by much.74 

c. Confort (11. 3837 -42). Here Machaut counsels giving alms to the poor, though there is no 
specific reference to John of Luxembourg. 

71 AMR 2G 323, no. 13, cited in Goy 1982, 154-55; Leech-Wilkinson 1990c, 3 n. 9. 
72 Millet (1982, 235-46) has studied non-residency of the canons at the chapter at Laon. She 

estimates that for the period 1272 until 1412, the average daily size of the community was 
a little more than a quarter of the total (Millet 1982, 238). 

73 "Apres Prudence se seoit I Largesse qui riens ne veoit, I Einsois donnoit a toutes mains, I 
A I'un plus et a !'autre meins, I Or, argent, destriers, oisiaus, terre, I Et quanqu'elle pooit 
acquerre, I Contez, duchiez et baronniers, I A heritages et a vies. I De tout ce riens ne 
retenoit, I Fors l'onneur. Ad ce se tenoit: I Noblesse li avoit apris. I Et avec ce, dont mieus 
la pris, I Elle reprenoit Advarice I Comme de tout le pieur vice" (11. 1265-78) [Afterward 
Prudence seated herself I Near Generosity, who sees nothing, I But rather gives with both 
her hands, I More to one and less to another, I Gold, silver, chargers, hunting birds, 
estates, I And whatever else she might acquire, I Counties, duchies, and baronetcies, I In 
perpetuity and for life. 1 Of all this she retains nothing, I Except what honor there is. She 
keeps to this; I Nobility has taught her to do so. I And even more, wherefore the greater 
her worth, I She accuses Avarice I Of being the worst vice of all (trans. Palmer 1988, 57, 
59)]. See also the literary discussion of Donnez, signeurs (B26) in chap. 7.3. 

74 On John's extravagant disbursement of the taxes paid grumblingly by the Czechs back in 
Bohemia, see, for instance, R. Cazelles 1947, 79-82, 101, 145, 147, 151-52, 214, 237, 
253-54. 
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1.6.3. THE TITLES NOTARY AND SECRETARY. Two papal documents (from 1333 and 1335, 
see chap. 1.6.1 d and 1.6.1 f) prove that Machaut did attain the position of secretary, after he 
had served for a while as a notary.75 On the distinction between the office of notary and 
secretary, at least with respect to the organization of the French Royal Court, see More! 1900, 
62-68, 94-97, 395-97. The secretaries, whose office was first mentioned in 1316, were a 
small group of notaries who were attached directly to the Icing. Notaries stayed at court, while 
the secretaries, usually no more than two at a time serving in rotation, accompanied the king 
on his displacements. The principal function of a notary or secretary was to write acts 
emanating directly from the king (to date only one has been found signed by Guillaume, chap. 
1.5.4a). 

It is particularly interesting that notaries and secretaries, as officers of the hotel, were 
allowed tax exemptions, at least at the French Royal Court (More! 1900, 97, 395). Machaut 
may have been recalling his former rights later when he complained bitterly about the taxes 
imposed upon him as a canon at Reims (see the discussion of A wi, Hanri [Cp3], chap. 6.5). 
R. Cazelles (1958, 351) noted that Philippe de Vitry, as a notary of the king of France, 
received six sous per day for life. It is not known if Guillaume de Machaut received a 
permanent income of this sort from the House of Luxembourg. 

In his poetry Machaut mentioned the title of secretary twice: 
a. Sire, a vousfais cesle clamour (Cp7) (1. 6). "Quant secretaire me fe"istes" [when you made 

me secretary]. Most recently, Giinther and Cerquiglini have attached this complainle to 
Charles, king ofNavarre (chap. I.I2.2 and chap. 6.5). 

b. Prise (11. 789-90). "Car j'estoie ses secretaires I En trestous ses plus gros affaires" [For I 
was his secretary in all of his most important affairs], indicating that Machaut served as 
John of Luxembourg's secretary and apparently also advisor. This passage in the Prise 
immediately follows that cited above, chap. 1.2.7f. 

7. Ca. 1340-46. Works written at Reims in the service of 
John of Luxembourg 

Delachenal (1909-31, I: 17-18) suggests that Machaut was among the many 
clerks, along with Gace de la Buigne and Philippe de Vi try, who frequented the 
Royal Court, a part of the intellectual milieu in which the future Charles V was 
educated. We do not know how often Machaut left his post at Reims, but this 
would have been perfectly permissible, since he was still in the employ of the 
king of Bohemia. Hoepffner (1908-21, l:xxviii) has suggested that by 1342, a 
date supplied near the beginning of the Lyon, Machaut had left the immediate 
service of John of Luxembourg_76 

The early career of Philippe de Vitry is in many ways comparable to 
Machaut's early career. Philippe, however, remained in the royal administration 
and was rewarded for his service in 1351, late in life, with the bishopric of 
Meaux, while Guillaume de Machaut soon settled down to his canonicate at 
Reims, devoting his life to his poetry and music, and was not formally tied to 
the court of a particular patron (cf. Poirion 1965, 23). The steady support of the 
church allowed Machaut the peaceful environment and time necessary to the 
pursuit of his poetic and musical interests, in particular, the composition of 
lyrical poetry. 

Hoepffner argues that no lyrics of Machaut---except of course motet lyrics­
can convincingly be placed before the period of his final settlement at Reims, 
ea. 1340 (1911, 165-66; 1920a; see also Earp 1991b). If this was the case, 
these early years at Reims saw an enormous productivity, with the establish­
ment of the ballade style in poetry and music, the production of numerous 
monophonic virelais and lais, and the beginnings of the polyphonic rondeau. 

75 On the imporlallce of secretaries in the literary history of this era, see Poirion 1965, 173. 
76 Wilkins (1983b, 259 and n. 15) notes a document of 24 October 1337 suggesting that 

Machaut's position as the king's secretary had been taken over by one Pierre de Waben. 
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On the narrative side, the composition of the Remede probably falls in this 
period, while the Alerion, to judge from the manuscript transmission, is 
probably a bit later, after 1345. The stimulus for this burst of poetic and musical 
activity may lie with the service of an influential lady, Bonne of Luxembourg, 
the daughter of the king of Bohemia. 
1.7.1. MACHAUT AT REIMS IN THE 1340S AND 1350S. For documents of the 1360s and 1370s 
that place Machaut at Reims, see chap. l.IS.la-b, l.IS.ld, and chap. 1.18.la. 
a. 1340: the sale of Machaut's horse. A principal goal in the scholarly discussions 

surrounding Machaut' s sale of a horse is to prove that he had taken up residence at Reims 
by 1340. That the documents actually refer to our Guillaume de Machaut is in dispute, 
however. Fortunately, an unrelated document, recording Machaut's presence at the swearing 
in of archbishop Jean de Vienne on 13 April 1340 (chap. 1.6.lh) already proves Machaut's 
presence at Reims by that date. 

Two documents, both excerpts from the municipal accounts of Reims from I March 1340 
to 21 February 1341 (Varin 1843--48, 2/2:822--44) concern the purchase of a packhorse 
needed for a journey made by an alderman traveling to see King Philip VI. Document i, 
probably from June or July 1340, provides us with a glimpse of the early stages of the 
Hundred Years' War. The destruction of the French navy at Ecluse on 24 June 1340 by the 
English under Edward Ill was followed by the unsuccessful Siege of Tournai. Meanwhile, 
Philip VI was trying to raise money for French military operations. After repeated meetings 
the king was unable to obtain a tax subsidy from Reims, and probably in June the arriere­
ban was issued, doubtless a ploy to speed collection of the tax (Henneman 1971, 148--49; 
see also Desportes 1979, 539--40). Document ii gives a practical example of the 
consequences of the frequent mutations of the money pracliced under Phi lip VI. 

i. "Item, xxiii liv. pour un cheval acheteit a G. de Machaut, pour ce que on ne peust 
recouvrer de cheval a louier, pour porter la male H. le Large,77 quant il fust en l'ost devant 
Estantdemire, pourparler au roy, pour le cris qui fust fais en ceste vi lie que chascuns alast 
en l'ost" (Varin 1843--48, 2/2:831-32)78 [Item, 231ivres for a horse purchased from G. de 
Machaut, because a horse to lease could not be found, to carry the trunk of H. le Large, 
when he was with the army at Estantdemire (recte Estaudemire?), in order to speak to the 
king on account of the proclamation made in this town that everyone was about to be 
mustered]. 

ii. "Item, xviii s. pour frais de ix double d'or a H. li Large, qui presta pour un cheval 
achete a G. de Machau; et ne valoient li doubles d'or que xlviii s. quant lidis Hues les 
presta; et il contarent Is quant il furent rendus (Varin 1843--48, 2/2:833-34) [Item, 18 sous 
for H.li Large's expenses, who borrowed 9 gold doubles for a horse purchased from G. de 
Machaut; and the gold doubles were only worth 48 sous when the aforementioned Hues 
borrowed them, and they were worth 50 sous when they were repaid]. 

Machabey (I955b, 1:34) disputes the connection of the two documents to Guillaume de 
Machaut, according to a "personal communication of 1928"; his summary chronology 
(1955b, 2:172) resolves the "G. de Machau" of the documents as "G(uiot) de Machaut" The 
same municipal accounts do identify a "G. de Machau" as a cordier (Varin 1843-48, 
2/2:824), but I have not discovered the source for the name "Guiot" 

Paul in Paris (1875, 383) associates the two documents concerning the sale of Mac ha ut's 
horse with the composition of the complainte A toi. Hanri (Cp3). Chichmaref (1909, 
l:xxxiv-xxxix) agreed with the 1340 dating proposed by Paris, but for different reasons, 
while Hoepffner (1908-21, l:xxiii n. I) disputes the date, proposing May to November 
1359, a date near the Lime of the Siege of Reims. Machabey (1955b, 1:34,43-44, 51-52, 

77 Hues le Large le Jeune de Coursalin (d. 1349) served as an echevin (alderman) of Reims at 
various times, including the period 1339--40 (Desportes 1979,286 n. 66). He made several 
journeys concerning the issue of subsidies for the king. 

78 Reims, Archives communales, compte de l'echevinage 1340--41, fol. 25v. Desportes 
(1979, 13) gives the modern designation, Reims, Archives municipales, Comptes du greffe 
de l'echevinage, Reg. no. 154. Hoepffner (1908-21, l:xxii n. I) gives a significantly 
different reading of this document in that the initial "G." is silently resolved as 
"Guillaume"; further, the alderman travels to "Escaudevre" (i.e., Escaudreuvres, Belgium). 
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2:172-73) also favors the later date for the complainte, since, as the amusing argument 
runs, Machaut still had his horse Grisart in 1349, when, as Machaut narrated near the 
beginning of the Jugement Navarre, he went rabbit hunting, and thus he could not have sold 
his horse in 1340. The manuscript transmission of Cp3 argues for the later date, and 
Wimsatt's recent discussion (199Ib) confirms this (see chap. 6.5). 

b. 1344: Guillaume and Jean de Machaut witness a document. Guillaume de Machaut, canon 
of Reims, and Jean de Machaut, canon of Verdun, witnessed a document dated Trinity (30 
May) 1344, which reestablished John of Luxembourg's feudal rights over some land 
belonging to the bishop of St-Remi of Reims.7 9 

c. 1345: Guillaume serves as an executor. A letter of Pope Clement VI of 4 December 1345 
names Guil/elmus de Marchandio, canon of Reims, as one of the three executors for the 
expectative grace of one Johannes Arbalistarius (or Arbalestrarius), a clerk in the service of 
John of Luxembourg, at the collegiate church of S. M. Magdalene in Verdun.80 

d. 1346: Machaut taxed for his benefice at Reims. An article in an account of clerical tenths 
for 1346, in the diocese of Reims, assessed Guillaume de Machaut a tax of 60 S. on a 
benefice of 60 /ivres of Paris.81 

e. 1352: Machaut at the archbishop's installation. Machaut was among the twenty-nine 
canons (listed second-to-last) present on I January 1352 as Hugues d'Arcy (d. 1352) was 
sworn in as archbishop of Reims.82 The absence of the majority of the chapter (forty-three 
of the seventy-four canons) on this important occasion is not anomalous (cf. also item g 
below, and chap. 1.6.1 h). 

f. 1352: Machaut is upbraided. On 18 August 135283 Magistri Michae/ de Serenofonte,84 

Dionysius de Meriaco, et Guillelmus de Machaudio, three canons of Reims, allowed a 
younger canon, Hugon de Castellionc,85 to wear the official vestment of a subdeacon, the 
a/mutia [Fr. aumusse, almuce], both within and without the choir,86 even though he had 
not yet received a major order, a serious breach of decorum. The provost of the chapter, 
Etienne de Courtenay, probably absent when the incident occurred, opposed the irregularity 
in a ruling of 21 August. This document is the earliest that officially refers to Machaut as a 
magister (see chap. 1.2.8).87 

79 Modem publication cited in Machabey I955b, 1:36 n. 91,2:172. Leech-Wilkinson (1990c, 
3 n. 10), gives the modem shelfmark as Reims, Archives departementales, 56.H.74, piece 
A, fol. 30r. 

80 Berliere 1924, 644 no. 1736; the corresponding supplication from the king of Bohemia is 
in Berliere 1906,243 no. 964; cf. also Berliere 1906, I 10 no. 495. 

81 AMR 2G 1650, fol. 269bis v, cited in Leech-Wilkinson I990c, 3 and n. 11. Varin (1843-
48, 2/2:1024-II24 no. DLI) published the document, dated 25 May-! November 1346; 
Machaut is listed on p. 1034. The document is also cited in Tarb€ 1849, xii n. 2; Mas 
Latrie 1877b, xvi; Hoepffner 1908-21, l:xxv; Chichmaref !909, I:xxxvii; Machabey 
I955b, 1:42 n. 109. 

82 Machabey I955b, 1:47--48; Desportes 1979, 296 n. 9, 297 n. 16. The document is AMR 
2G 323, no. IS, cited in Goy 1982, 154-55; Leech-Wilkinson I990c, 5 n. 17. 

83 The document, AMR 2G 323, no. 415 (Poirion 1965, 193 n. 6), is published in Varin 
1843--48, 3:31-32 no. 635; and cited in Chichmaref 1909, I :xlix; Hoepffner 1908-21, 
l:xxv; Machabey I955b, 1:47. See also Desportes 1979, 542. 

84 Magister Michaelis de Serenofonte (i.e., Serifontaine, dept. Oise), canon of Reims, died 
before 23 July 1367 (Hayez 1983,55 no. 25725,479-80 no. 27564). 

85 Berliere (19II, 320-21) publishes a papal document involving Hugon de Castellione 
(Hugues de Chatillon). He was doubtless an aristocrat under the age of eighteen (on 
younger canons, cf. Millet 1982, 50-53). In a document of 1372 that mentions Machaut's 
house (chap. I.I8.Ia), we learn that Hugues was a neighbor ofGuillaume. 

86 Cf. Millet 1982, 279; Pycke 1986, 241--43. The aumusse is a fur bonnet that covers the 
head and shoulders. Machaut is pictured carrying one over his shoulder in the well-known 
Prologue miniature A2 (for references to the many reproductions, see chap. 4.4a). 

87 Two further canons are named in this document, Nicolas de Castro-Villano and Therricus de 
Curvilla. 



24 B!OGRAPIIY 

g. 1353: Machaut absent from Reims. On 2 May 1353, as Dauphin Humbert was sworn in as 
archbishop of Reims (Desportes 1979, 297 n. 16), twenty canons were present, but 
Machaut is not listed (Goy 1982, 154--55; Leech-Wilkinson 1990c, 5 n. 17). 

h. 1355: Machaut at the archbishop's installation. Machaut was among the twelve canons 
(listed in fifth place; seven others follow Guillaume) present on 4 November 1355 as Jean 
de Craon (d. 1373) was sworn in as archbishop of Reims.88 Machaut's brother Jean, who 
had recently taken possession of his canonicate of Reims (chap. l.ll.lg), was absent. 
Perhaps Jean was still in the service of the House of Bar or the House of Navarre. 

8. Ca. 1332-49. Service of Bonne of Luxembourg, 
duchess of Normandy 

Machaut maintained his associations with the high aristocracy after the glorious 
death of John of Luxembourg at the battle of Crecy, 26 August 1346.89 By then 
Mach aut had probably, already for some time, been in the service of the 
duchess of Normandy, Bonne of Luxembourg ( 1315-1349), daughter of the 
king of Bohemia, who had married John, duke of Normandy (the future King 
John II "the Good," b. 1319, r. 1350--1364) at Melun (dept. Seine-et-Marne) 
on 28 July 1332.90 

Obscure circumstances surround her death, probably of the plague, on 11 
September 1349 at the abbey of Maubuisson near Pontoise (dept. Val­
d'Oise).91 Rumors were afoot that John, duke of Normandy, notorious for his 
hot temper, had had Bonne murdered for a liaison with Raoul de Brienne, count 
of Eu and constable of France.92 This would explain King John's quick anger, 
which led to the summary decapitation without trial of the count of Eu on 19 
November 1350, soon after the count had returned from England, where he had 
been a prisoner since July 1346. The Liegeois chronicler Jean Le Bel (writing 
1352-61) speaks explicitly of John's revenge for an affair between Bonne and 
the constable, but other chroniclers are more reticent. The most authoritative 
recent historian of the period notes that Bonne's alleged adultery is "far from 
being proven" (R. Cazelles 1982, 45).93 

88 AMR 2G 323, no. 17, cited in Goy 1982, 154-55; and Leech-Wilkinson 1990c, 5 n. 17; 
see also Machabey 1955b, 1:49-50 and n. 134. 

89 Froissart recounts the suicidal manner of his death, never mentioned by Machaut (see 
Leech-Wilkinson 1990c, 3; R. Cazelles 1947, chap. 16). Hearing the noise of the battle, 
he had his horse attached between the horses of two knights, and the group of them then 
charged en masse into the melee. All three soon fell. 

90 On the date of the marriage, see Delachenal I909-3I, 1:2; R. Cazelles I958, I93. Gerlich 
(I 973, I43) gives the date as 28 March 1332. Machabey (I 955b, I :28, 2: I72) indicates 
that John of Luxembourg was at the ceremony at Melun, but places the marriage in May 
I332. By July John of Luxembourg may have been responding to new troubles in 
Bohemia (cf. R. Cazelles I947, 208-13). In any case, he was present at the magnificent 
celebration at the Palace on the lie de la Cite when John of Valois was dubbed the new 
duke of Normandy early in October 1332 (R. Cazelles 1947, 211-I2). 

91 Both Delachenal (1909-31, 1:37) and R. Cazelles (1982, 45) opt for the date II September 
instead of II August. On the earlier date, see R. Cazelles I958, 228; Lehoux I966-68, 
I:13 n. 3. 

92 See the references in Delachenal 1909-3I, I :20, 67-69; Mac ha bey 1955b, I :42; R. 
Cazelles I958, 228, 247-52, 435; 1982,47, 60, 13I, 140. During the Parisian revolution 
of 1357-58, Charles of Navarre and Robert Le Coq, bishop of Laon, no doubt referred to 
rumors that King John 11 had had his wife murdered, in order further to alienate the young 
regent Charles (the future Charles V) from his father, King John 11, then imprisoned in 
England (Delachenali909-3I, I:37, 67-69, 134). 

93 Markstrom (I 989, 23-26) discusses these events in the context of a suggested date and 
occasion for Machaut's motel Fons I 0 livoris (M9). 
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Rumors of this sort, whether they were true or not, could nevertheless have 
contributed to Machaut's apparent turn from the House of France to the House 
of Navarre after the death of Bonne, at the very beginning of the reign of John 
II (crowned 26 September 1350). 

9. Ca. 1340-49. Works written for Bonne of Luxembourg 
Little is known about Bonne of Luxembourg, who apparently spent most of her 
time at Vincennes (Lehoux 1966-68, 1 :6-9). Specific references to Bonne in 
Machaut's work are few and date from the end of his career(? rise, 11. 764-71 ). 
Even so, recent studies have suggested that Machaut was very devoted to her, 
and clues in several works can be interpreted as thinly masked references to 
Bonne. The Remede, the most important of Machaut's earlier narrative poems, 
was probably written specifically for her (Wimsatt/Kibler 1988, 33-36, 53). In 
this scenario, the lady of the castle in the poem recalls Machaut's direct 
experience of Bonne and her entourage. Further, the composition of the 
Jugement Navarre was probably begun for Bonne, whom we assume had urged 
Machaut to review the earlier poem dedicated to her father, with its judgment so 
unfavorable to women.94 Bonne's death caused work to be broken off on this 
new poem, which was later finished for Charles, king of Navarre. 

Besides the narrative poems composed for Bonne, a great number of lyrics­
with or without music-were probably part of the glitter of her court. These are 
contained in MS C [1), the first of Machaut's complete-works collections. It is 
particularly tempting to associate the large repertory of monophonic virelais 
with Bonne's court. In a scene well described in the Remede (!!. 3359-3516), 
the monophonic virelai Dame a vous (RF6) serves as accompaniment to a round 
dance outside the chateau. If we agree with Wimsatt and Kibler that the court of 
Bonne is the locus of the poem, we have a possible venue for the large group of 
similar monophonic virelais contained in MS C. Kelly (1978, 147-48) notes 
that a new literary conception of.!ove, first seen in the Remede, is prominent 
among the lais. I have suggested that Machaut's new conception of love is 
associated with his service to Bonne of Luxembourg (chap. 5.7, "Patron"), and 
perhaps the lais too were especially prized by this patron. 

The final motet in MS C, Trop plus I Biaute (M20), the last work in the 
manuscript, may be Machaut's memorial benediction for Bonne of Luxem­
bourg.95 The work is easily placed ea. 1350 on stylistic grounds. Rhythms in 
the upper voices are more advanced than in any other motet of Machaut and 
resemble experiments then being made in Machaut's settings of secular lyrics, 
for instance, in the rondeau Rose, lis (RIO). Perhaps the innovation was 
allowable in the motet because of the use in this instance of a rondeau tenor.96 It 

94 References to allegorical characters may mask references to specific personages. Poirion 
cites references to "Bonne amour" in the Remede, and to "Bonneiirte" in the Jugement 
Navarre to support the association with Bonne (Poirion 1965, 194, 201 n. 28; further 
bolstered in Wimsatt/Kibler 1988, 33-36, 53; cf. also Earp 1989, 464, 468 n. 16; 
Wimsatt 199lb, 161 esp. n. 19). Along similar lines linguistically, compare the 
allegorical reference to "Sens" in the Roman des Deduis of Gace de la Buigne, a reference 
that R. Cazelles (1982, 402-3) related to Guillaume de Melun, archbishop of Sens. 

95 The order of this motel as last in the collection is not in doubt, because the moteLS form a 
closed group placed at the end of the completed manuscript (Earp 1983, 140--42). Wilkins 
connects two rondeaux to Bonne, but this seems doubtful; see the commentary in chap. 7.3 
to Certes, mon oueil (Lo234=RIS), and to Dame, qui vuet (RI6). 

96 The rondeau tenor, perhaps a refrain but not attested elsewhere, may mask Machaut's feel­
ings for Bonne, a bit outre: "Je ne sui mie certeins d'avoir amie, mais je sui loyaus am is" 
[I am not at all certain of having a lady friend, but I am a loyal suitor]. 
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is significant that the benedictions intoned by the upper two voices both declaim 
the word "Amen" as the last word of the work, and thus as the last word of the 
manuscript.97 In sum, it is likely that MS C was intended for Bonne and later 
completed for John II in her memory, although, as we have seen, other sources 
hint that John may not have been so kindly disposed towards his deceased wife. 

King Charles V (b. 1338; r. 1364-1380) was only eleven years old when his 
mother died, but his devotion to her memory was strong. After his own death in 
1380, his entrails were buried at the church of the abbey of Maubuisson, beside 
Bonne of Luxembourg (Delachenal 1909-31, 4:541, 5:430). Perhaps mutual 
devotion to the memory of Bonne played a role in the warm relation between the 
dauphin Charles and Guillaume de Machaut in the early 1360s (R. Cazelles 
1982, 55; see chap. 1.15). 

The artistic patronage of the rather mysterious Bonne of Luxembourg would 
seem to provide an interesting direction for further research, in particular, the 
question of a possible connection between Bonne' s patronage and Mach aut's 
development of the polyphonic fixed forms, as well as his early cultivation of 
the monophonic virelai as a dance song. It is also interesting to consider Lyon 
and Alerion as works possibly written for Bonne.98 In the Voir Dit, in his 
response to the first rondel sent by the Lady, supposedly an event of the year 
1362, the Narrator says that it has been ten, no, rather, more than twelve years 
since he had loved and served a lady (11. 229-41, ed. P. Paris 1875, 9-10). 
Might we interpret this figuratively to mean that Machaut had not served and 
drawn inspiration from a female patron since the death of Bonne of 
Luxembourg in 1349? 

10. Ca. 1332-64. Machaut and John, duke of Normandy 
(from 1350 King John II) 

A direct connection between Machaut and King John II is surprisingly difficult 
to establish,99 yet Machaut must have had a long-standing connection to John 
through Bonne of Luxembourg and her children. Further, Wimsatt and Kibler 
(1988, 35-36) have established that the Remede is set in the park at Hesdin, a 
favorite locale for John. Apparently Machaut rarely had much to do with John 
but rather served Bonne. Shortly after Bonne 's death in 1349, John married 
Jeanne de Boulogne, and it is possible that Machaut's rondeau Cinc, un (R6) 
was written for this occasion (see chap. 1.12a). 

There is considerable documentary evidence for John's appreciation of music, 
although much of it concerns minstrels and thus touches on improvised 
instrumental music. lOO He enjoyed courtly chansons of the kind composed by 
Machaut as well, if, as seems likely (C. Wright 1979, 17; Strohm 1984a, 125 
n. 23), Perotus de Molyno is identical to Pierre des Molins, composer of the 
rondeau Amis, tout dous vis and the ballade De ce que fol pense, this latter the 
most widely circulated musical work of the entire fourteenth century.101 Surely 

97 See, however, the literary analysis of Huot (1987, 266), proposing that "Amen" refers to 
the death of the poet. 

98 For example, there may be a connection between Alerion and attempts to teach Charles 
(the future King Charles V) falconry (cf. R. Cazelles 1982, 233). 

99 Earlier biographers had spoken of Machaut's service to John 11, but these assertions were 
disproved by Hoepffner (1908-21, l:xxxiv-xxxvii; see also Chichmaref 1909, l:xliii; 
Machabey I955b, 1:64). 

100 Delachenal 1909-31, 2:295; Lehoux 1966-68, 1:39 nn. 1-2; especially C. Wright 1979, 
11-18; R. Cazelles 1982, 44; Wilkins 1983a, 195-97; 1983b, 261--{)2. 

101 For the earlier view, see Giinther 1963c, 84-85. 
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the chaplains at John's court performed several of Philippe de Vitry's 
isorhythmic motets.l02 

It is possible that John II paid for the production of MS C, perhaps first as 
part of Bonne's household expenses, and later as a memorial to her. This would 
seem to provide a strong link between the king and the poet, although the 
manuscript gives evidence that Machaut was no longer supervising its final 
stages of compilation. Further, C may have been among the books seized with 
King John at Poitiers in 1356 and taken to England, where perhaps Chaucer 
saw it (Wimsatt/Kibler 1988, 52-54). 103 The disastrous capture of the king at 
Poitiers affected France profoundly in the late 1350s, although Machaut 
mentioned the event but little in his poetry. 

After the treaty of Bretigny in 1360, King John returned to France. Machaut 
mentions a 1363 visit of the king to Reims in the Voir Dit, but only indirectly. 
One can contrast the slight attention paid to the king in the dit to the warm 
personal relationship that Machaut enjoyed with the dauphin Charles, soon to 
become King Charles V. 
1.10.1. JOHN !I AND MS C. A marginal note dated Ascension (2 May) 1353 in a treasury 
account of John !I for 1349-50 (Delisle 1907, 1:333, 404-5), which Avril (1973, 122) 
associated with the copying of a moralized Bible for John, duke of Normandy (now F:Pn 167), 
mentions the copying and illumination of "other books in French" ["et aliorum librorum in 
gallico"]. Giinther (1982, 101-2) has plausibly suggested that one of the "other books" was 
Machaut's MS C. The document thus provides a possible link between Machaut's MS C and 
John. Although, as mentioned above, MS C was likely begun for his wife Bonne, the duchess 
of Normandy, John would have paid for the copying of the manuscript. It is further tempting, 
I find, to connect MS C with a reference of 1349, concerning a livre de motets illuminated by 
Jean de Wirmes.104 It would seem very unusual in the fourteenth century to have a book of 
motels illuminated, since such a book would be destined for the chapel library for practical use 
by the musically literate clerks. But if we interpret the reference as "a book with illuminations 
that contains music," a possible description of a Machaut manuscript emerges. The date 1349 
is not too early for the completion of the first layer of MSC, which would have been broken 
off on the death of Bonne in November 1349. 

In any case, Machaut left or was cut off from royal service after Bonne's death. The curious 
mixing of genres in the later portion of the music section of MS C, the portion that Giinther 
(1963a, 99; 1982, 97-98) referred to as "Cll," corroborates the hypothesis that the author was 
no longer supervising the compilation of the manuscript. Although the scribes were able to 
obtain new works that had entered circulation in the early 1350s, the author was not present to 
direct the ordering of the series of new works in the manuscript. 
1.10.2. LITERARY REFERENCES TO JOHN !I 
a. Complainte 3. Wimsatt (199lb, 82) suggests that a reference in A toi. Hanri (Cp3, ll. 32-

33) to "mon droit dieu terrien" [my true earthly god], whom Machaut "regret souvent en 
souspirant" [often regrets with a sigh] refers to John I! in captivity, but see the discussion 
of Cp3 in chap. 6.5. 

b. Complainte 7. Lebeuf associated Sire, a vousfais ceste clamour (Cp7) with King John I!, 
while Chichmaref left open the possibility of a connection either to John !I or to Charles V. 
Hoepffner opts for Charles V, as does Fourrier, who dates Cp7 to the first months of 1365. 
The most recent views associate Cp7 with Charles ofNavarre and place it early in 1361 (see 
chap. 1.12.2 and chap. 6.5 for references). 

c. The battle of Poitiers (19 September !356). Machaut said very little about the military 
disasters that befell France and her king in the mid-fourteenth century. Not a single line of 

102 John's first chaplain since at least 1351 was Gace de la Buigne, who left a famous eulogy 
of Philippe de Vitry's powers of motel composition in his Roman des Deduis (C. Wright 
1979, 14), completed in 1377 for Philip the Bold, duke of Burgundy. 

103 On books that John had with him at Poitiers, see Dclisle 1907, 1:330-31. 
104 On Jean de Wirmes (Viarmes), see Delisle 1907, 1:133; Avri11973, 117n., 12ln., 122n.; 

C. Wright 1979, 14; R. Cazelles 1982, 43. 



28 BIOGRAPHY 

poetry mentions the disaster at Crecy, where John of Luxembourg fell in 1346, and only a 
backhanded comment about Poitiers is found in Confort. Machaut intended to provide 
consolation to the imprisoned king of Navarre when he asserted that had Charles been at 
Poitiers, he might have shared the sad fate of King John (1. 2795, "La fu pris li bons roys 
de France" [there the good king of France was taken]; discussed in Hoepffner 1908-21, 
3:xiii-xiv; Gauvard 1982, 29 n. 28; and Palmer 1992, xxix-xxx; a further passage is noted 
in Hoepffner 1908-21,3:251, n. toll. 3122-23). This is an excerpt from a longer passage 
(ll. 2778-863) that provides an extended eulogy of King John I!, in which Machaut 
compares John to seven of the nine worthies, and to other heros of classical antiquity and 
medieval epic. 

Hoepffner (1908-21, l:xxxiv, xxxvii) was the first to cite the lai En demandant (L24) in 
connection with the battle of Poitiers, arguing against attribution of the work to Machaut 
based on its transmission as an unicum in the suspect MS E [7]; Chichmaref (1909, l:xliii) 
accepts it.105 

Paulin Paris (1875, 138 n. 2) connects a passage in the Voir Dit (11. 3193-208, ed. P. 
Paris 1875, 137-38), indicating that a knight should not flee from a battle, to Poitiers. It 
seems however too general a reference to refer conclusively to a specific battle. 

d. King John at Reims. King John visited Reims on at least two occasions after his 
coronation on 26 September 1350, first from 28 September to 5 October 1354, possibly 
longer, in order to celebrate the fourth anniversary of his coronation (R. Cazelles 1982, 
169), and then again from 30 September to at least 23 October 1363, to celebrate the 
thirteenth anniversary (Delachenal 1909-31,2:349 n. 2; R. Cazelles 1982, 440). Four Voir 
Dit letters refer to an interval near the second of these visits: 

i. letter 29 (ed. P. Paris 1875, 235), dated 17 September [1363]. Toute Belle writes that 
her brother had gone to the king. 

ii. letter 30 (ed. P. Paris 1875, 239), undated, but probably mid-to-late September 1363 
(Leech-Wilkinson 1993b, 122). Guillaume writes that seigneurs, perhaps part of the king's 
entourage, were lodging at his house. 

iii. letter 31 (ed. P. Paris 1875, 240), dated 28 September [ 1363]. Guillaume writes that 
Toute Belle's brother, perhaps pan of the king's entourage, had come to visit him. 

iv.letter 33 (ed. P. Paris 1875, 259), dated 9 October [1363]. Guillaume writes that some 
of the king's entourage ("des gens du roi"), as well as part of the entourage of the duke of 
Bar, were lodging at his house. 

e. King John in the Prise d'Aiexandre. Finally, in the Prise (11. 679-83, 763, 794) Machaut 
briefly referred to King John (Chichmaref 1909, I :xliv). On the passage in 11. 831-38, 
formerly taken as praise of John I!, see chap. 1.5.1e. 

11. 1333-72. The career of Jean de Machaut 
For the most part, the career of Jean de Machaut runs in parallel with that of his 
brother Guillaume. Both were clerks who first served John of Luxembourg, 
and both were repaid for their services with ecclesiastical benefices. Both later 
had connections to King Charles of Navarre, and both settled down as canons 
of Reims.J06 

The stages of Jean's career advancement were a few years behind 
Guillaume's, which may indicate that Jean was the younger brother (chap. 
1.2.4 ). Praised as a familiar and almoner in the household of John of 
Luxembourg, he was a simple clerk in the diocese of Reims before 1333, when 
he was granted an expectative benefice at Montebourg in the Cotentin (dept. 
Manche). By 1342, when Guillaume was already settled at Reims with a 
canonicate at the cathedral, Jean was named as a secretary to John of 

!05 Hoepffner seems to have changed his mind by 1921, since he then accepts the lai as 
Machaut's (1908-21, 3:xiii n. 2; see also Machabey 1955b, 1:50 and Giinther 1982, 
I 0 I). Earp (1983, 309-10, 326) argues against attribution of the lai to Mac ha ut. 

106 Some references to a Johan de Masc6 or Masch6, a jongleur and comemuse player-not 
Guillaume's brother-are given below, chap. 2 n. 22. 
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Luxembourg. In the same year he received a canonicate and prebend at Verdun 
in addition to the canonicate and prebend at Leuze (Belgium) that he had already 
obtained at some time between 1333 and 1342. In 1343 Jean was granted an 
expectative canonicate and prebend at Reims. Doubtless he wished to join his 
brother Guillaume at Reims as soon as possible, since later patrons renewed the 
request for a prebend at Reims in 1350 and again in 1354. By 1354 Jean held 
canonicates and prebends at Leuze, Verdun, Bar-le-Due, and Toul. He finally 
took possession of his prebend at Reims in 1355, after a twelve-year wait, and 
a few later documents attest to his residence there. From August 1356 to August 
1358, he served as the chapter's officer of the anniversaria. The brothers lived 
together in the same house, as Machaut reveals in the Voir Dit (11. 6966-68; ed. 
P. Paris 1875, 286).1°7 Perhaps Jean had already resided with Guillaume at 
Reims at an earlier date, at least occasionally. Guillaume had been a resident at 
least since 1340, and a document of 1344 places both brothers at Reims (chap. 
1.7.lb). 
A. Yolande of Flanders and Philip ofNavarre. Previous biographers have not 
sufficiently considered the published papal documents concerning Jean de 
Machaut, which shed light on questions concerning Guillaume's patrons of the 
1350s. Most significant is a 1350 supplication (below, chap. l.ll.le), which 
shows that by then Jean de Machaut had passed into the service of Yolande of 
Flanders, countess of Bar and lady of Cassel (d. 1395).108 Yolande's first 
husband (married in 1340), Count Henry IV of Bar (r. 1337-1344 ), a cousin of 
Count Louis de Male of Flanders, died in December 1344. His testament had 
cut Yolande off from control of Bar, and she spent the next decade trying to 
gain control of the county for her two children, Edward (count of Bar 1344-
1352) and Robert (count of Bar 1352-1354; duke of Bar 1354-1411 )_109 

In 1353 Yolande of Flanders married Philip of Navarre, count of Longueville 
(d. 29 August 1363), the brother of King Charles of Navarre, and his tireless 
supporter. Thus, the supplication of 1350 provides for a new possibility, that 
after the death of Bonne of Luxembourg, Machaut passed into the service of the 
king of Navarre through his brother Jean de Machaut (cf. R. Cazelles 1982, 
88). Previously, the first documentary proof of a relationship between 
Guillaume de Machaut and King Charles of Navarre had been a papal letter of 
1354 (chap. 1.11.1 f), since it was assumed that Guillaume was the one who 
had petitioned the king of Navarre for this grace on behalf of his brother. It now 
seems more likely that Jean de Machaut obtained the favor on his own merits. 
B. Robert 1, duke of Bar. Jean de Machaut's connection to the House of Bar 
perhaps provided Guillaume with a second important aristocratic patron. 
Guillaume mentions the son of Yolande of Flanders, Robert I, first duke of Bar 
(r. 1354-1411), as a patron in the Voir Dit (chap. 1.15.2a). On 1 December 
1364 Robert married Marie de France (1344-1404), the second daughter of 
King John 11 (Delachenall909-31, 3:145-47). Their daughter Yolande (1365-

107 See chap. 1.2.4, and the analysis in Eichelberg I935, I 12-I5. On Machaut's house, see 
chap. I.I8.Ia. 

108 On Yolande of Flanders, see Delachenal I909-3I, 3:1I5-16 and n. 4; she is well known 
to art historians as the original owner of an important book of hours (GB:Lbl Yates 
Thompson 27)-perhaps commissioned for her marriage to Philip of Navarre­
illuminated by Jean Le Noir and his daughter Bourgot ea. 1355 and confiscated by Charles 
V in I372 (see Delisle 1907, I:52, 2I4-I8; Avril 1978, 2I [fig. viii], 22-23, 33 
[bibliography to fig. viii]; Sterling I987, II4-I7 [with further bibliography)). 

I 09 H. Thomas (1973) provides a thorough recent treatment of the historical situation in Bar 
during this period; see aJso J. Schneider I990. 
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1431), duchess of Gerona and later queen of Aragon, became one of Machaut's 
most avid readers, as a series of Catalan documents attest (chap. 2.2.1). 
Indeed, Yolande of Bar may have owned one of the most important extant 
sources of Machaut's works, the MS Vg [3].110 
C. Raoul de Vienne, sire de Louppy. The 1350 supplication (chap. 1.1l.le ), 
by providing an early link with the House of Bar, relates to another aristocratic 
acquaintance of Guillaume de Machaut. Machaut's ballade Mes dames 
qu' onques ne vi (Lo250) mentions "Monseigneur de Loupy ," identified by 
Hoepffner (1908-21, 1 :xl) as Raoul de Vienne, sire de Louppy, governor of 
the Dauphine from 1361 until 1369.111 In 1345, as an official of King Philip 
VI, Raoul de Louppy was involved in mediating the many conflicts between 
Bar and Lorrain that followed the death of Count Henry IV of Bar in 1344. He 
was in the service of Yolande of Flanders in 1349 and 1353. A counselor of 
King John Il in October 1354 (R. Cazelles 1982, 171-72), he became a major 
player on the side of the nobility in the reform movement of the years 1356 to 
1358. In addition, the Sire de Louppy was the brother-in-law of Jean de 
Conflans, the marshall of Champagne, a trusted official of the dauphin Charles 
and a partisan of Charles of Navarre, ignominiously murdered 22 February 
1358 by the mob surrounding Etienne Marcel in the chambers of the dauphin at 
the Palais on the Ile de la Cite. His cousin, another Jean de Conflans, was the 
stepfather of the Peronne that Paulin Paris (1875, xxiii-xxiv) connects to the 
Voir Dit of 1363-65 (R. Cazelles 1982, 90). Raoul de Louppy disappeared 
after 1379; some details of his distinguished career in the 1360s and 1370s are 
recounted by Raymond Cazelles (1982, 420-21 ). 

In sum, the new documents allow the possibility that Machaut owed his 
association with three important patrons, Charles, king of Navarre, Robert, 
duke of Bar, and Raoul de Louppy, to the prior connections of his brother Jean. 
Jean died probably in 1372 and was buried in the cathedral of Reims. In 1377 
Guillaume was laid beside his brother in the same tomb. 
1.11.1. JEAN DE MACHAUT'S BENEFICES. JEAN AT REIMS 
a. 1333: expectative benefice at Montebourg. A bull of Pope John XXII, dated Avignon, 4 

January 1333, granted Johanni de Machaudio an expectative benefice at the abbey and 
convent of the Benedictine monastery of Our Lady of Montcbourg (diocese of Coutances; 
dept. Manche), on the request of the king of Bohemia.1I2 The income from the prebend is 
set at sixty livres of Tours cum cura, and forty livres of Tours sine cura. Jean is named as 
the king's familiar, domestic, and almoner ["familiari et domcstico eleemosynario"]. Since 
Jean is addressed as a simple clerk of the diocese of Reims, he presumably had no prior 
benefices. 

The three executors of this benefice were (!) the abbot of the monastery of Our Lady of 
Montebourg; (2) the scholaster of the same monastery; and (3) the archdeacon of the 
cathedral of Coutanccs.1 13 

By the 1360s this area of France, the Cotentin, was dominated by partisans of the king of 
Navarre (Henneman 1976, 237); a 1361 document (chap. 1.12.2) from Charles of Navarre, 
providing Guillaume de Machaut with the gift of a horse, originated from this region. 

IlD See the discussion of the date and provenance of MS [3] in chap. 3. 
Ill Louppy-Ie-Chateau is in the county of Bar, just to the northwest of Bar-le-Due (dept. 

Meuse). Machaut's ballade cannot be dated precisely; judging from manuscript 
transmission, it may be placed in the 1360s. 

112 See A. Thomas 1881, 329-30, 333; 1884,42,46 (the 1881 publication is slightly more 
complete). Moilat (1932, 73 no. 59242) provides a shorter summary. 

113 Antoine Thomas lists the same executors for this letter as for the letter of the same date 
involving Guillaume (chap. 1.6.ld), doubtless in error. The executors listed here are those 
given by Mollat. 
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b. 1342: canon of Verdun and Leuze. A supplication of 23 September 1342 from the king of 
Bohemia for a canonicate and prebend at Verdun for Jean de Machaut was approved by Pope 
Clement VI (r. 1342-1352).114 Jean is named as the king's clerk, secretary and domestic 
["clerici et secretarii sui domestici"]. Previous benefices include a canonicate and prebend in 
the collegiate church of St-Pierre at Leuze (diocese of Cambrai, now in the province of 
Hainaut in Belgium). 

The three executors of this benefice were the abbots of the monasteries of St-Nicasius at 
Reims and St- Vi tonus at Verdun, and the archdeacon of Bauptois in the cathedral of 
Coutances.115 

c. 1343: canon of Reims, requested by John of Luxembourg. A bull of Pope Clement VI, 
dated 18 April 1343, granted Jean de Machaut an expectative canonicate and prebend at 
Reims on the request of the king of Bohemia (Klicman 1903, 100 no. 183). Jean is named 
as the king's clerk and domestic familiar ["clerico et familiari domestico"]. The published 
summary does not list the executors. 

d. 1344: Jean de Machaut at Reims. Guillaume and Jean de Machaut were both present at 
Reims on 30 May 1344 to witness a document (chap. 1.7.Ib). 

e. 1350: canon of Reims, requested by Yolande of Flanders. A supplication dated 16 
November 1350 from Yolande of Flanders, and approved by Pope Clement VI, requests an 
expectative canonicate and prebend at Reims for Johanni de Machaudio.116 Jean is named as 
the countess's familiar ["familiari suo"]. Previous benefices include canonicates both at the 
cathedral of Verdun and at the church of St-Pierre at Leuze. This is a redundant request, since 
in 1343 (item c above) John of Luxembourg had already petitioned Pope Clement VI to 
award Jean de Machaut a prebend at Reims. Nor would this be the last petition for this 
particular grace. 

f. 1354: canon of Bar-le-Due and Toul; canon of Reims, requested by King Charles of Navarre. 
Two documents of this year relate to Jean de Machaut. A supplication dated 14 October 
1354 from Charles of Navarre to Pope Innocent VI (r. 1352-1362), renewed a request that 
he had already made to the previous pope, Clement VI, for an expectative canonicate and 
prebend at Reims.117 Jean's previous benefices include canonicates at the cathedral of 
Verdun, at the collegiate church of St-Maxe at Bar-le-Due (diocese of Toul, dept. Meuse), 
and at the collegiate church of St-Pierre at Leuze. The canonicate at Bar-le-Due has not 
previously been mentioned in the literature, and was presumably obtained with the favor of 
Yolande of Flanders between 16 November 1350, when it was not listed (item (e) above), 
and the present document of 14 October 1354. Jean is declared ready to vacate one or the 
other of his canonicates and prebends already obtained at Bar-le-Due or at Leuze in favor of 
the canonicate at Reims. 

The supplication of Charles of Navarre indicates that Jean de Machaut wanted more than 
anything else a canonicate at Reims cathedral with his brother Guillaume. Even so, the 
pope signed the petition "Fiat in ecclesia Tullensi," and thus the surviving papal bull of the 
same day awarded Jean de Machaut a canonicate not at Reims, but instead at the cathedral of 
Toul (dept. Meurthe-et-Moselle).l 18 Jean de Machaut is listed as a favorite ["dilecto suo"] of 

114 Klicman 1903, 63 no. 109, summarized in Berliere 1906,45 no. 216. Klicman (1903, 64 
no. I 10) and Berliere (1924, 166 no. 513) summarize the papal letter of collation. Some 
interesting entries from the accounts of the collector referring to the same event are 
published in Kirsch 1894. 

Il5 Geraldus de Magnaco, capel/anus pape to Clement VI and papal nuntius. He served as the 
executor for several benefices Petitioned by the king of Bohemia (cf. Berliere 1924). 

116 See the summary in Berliere 1906, 548 no. 2107. 
117 Berliere 1911,224 no. 534. Charles was himself at Avignon in November 1354 to meet 

the duke of Lancaster and English ambassadors; see Delachenal 1909-31, I :88; Guille­
main 1962, 517 (also recording a 1350 visit to Avignon); Lehoux 1966--68, 1:43; R. 
Cazelles 1982, 168. Pope Innocent VI was readily influenced by Charles of Navarre 
(Delachenaii909-3I, 1:78). 

118 See Despy 1953, 288 no. 855. A. Thomas (1881, 330n.; 1884, 42n.) gives the main 
tenor. R. Cazelles (1982, 90 n. 16) erroneously attaches this benefice to Guillaume 
instead of to Jean de Machaut. 
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the king of Navarre. Perhaps as consolation for not receiving the actual request, Jean was 
allowed to retain all three of his previous benefices, at Verdun, Bar-le-Due, and Leuze. This 
request for a canonicate at Reims was the third since the original supplication of the king of 
Bohemia in 1343. Jean would have less than a year to wait for this final grace. 

The three executors for this benefice were (I) the abbot of the monastery of St-Denis of 
Reims; (2) the abbot of the monastery of St-Leo beyond the walls of Toul; and (3) Droco de 
Rouriis, canon of Soissons (dept. Aisne). 

g. 1355: Jean occupies his canonicate at Reims. Two documents mention that Jean de 
Machaut took over prebend no. 44 at Reims on 13 September 1355, (I) a cartulary called 
the Livre rouge du chapitre de Reims, AMR 2G 1650, fol. 13r; and (2) F:RS 1773 (MS 
Weyen), fol. 29lr. 11 9 It is not known if King Charles of Navarre had had to intervene 
further on behalf of Jean. In a document of 4 November 1355 (chap. 1.7.Ih), Jean was 
absent from Reims. 

h. deacon at the cathedral of Reims. Chichmaref (1909, !:xi) cites a list of canons and bene­
fices of the diocese of Reims published by Varin (1844, 1: I06n., the Livre rouge du 
chapitre de Reims, fol. 309r) in which Johannes de Machau appears among the deacons of 
Reims. Chichmaref dates the document ea. 1350 and leaves open the possibility that it 
refers to the younger brother of Guillaume de Machaut. Varin (1853, 494) indexes the 
reference with the canon Jean de Machaut, but Daniel Leech-Wilkinson (personal 
communication) reports that the reference, in a thirteenth-century hand, is not to our Jean de 
Machaut. 

i. 1358: officer of the anniversaries of the Chapter of Reims. A document of 12 February 
1358120 mentions Johannes de Machaudio in the context of a dispute between the provost of 
the chapter, Etienne de Courtenay, with whom several canons were aligned, and the dean of 
the chapter, with whom several other canons were aligned, on the matter of the annual 
election of certain dignitaries. The dispute was finally referred to parlement through the 
bailiff of Vermandois, who named two canons to mediate the dispute on 9 September 1357. 
The two arbitrators decided to return all annually elected offices to the status of I August 
1357. The offices and dignitaries involved are named, including two seneschals,121 an officer 
of the hours, an officer of the anniversaries (Jean de Machaut), two officers of the Fabric,122 

two officers of the hospice [ad Hospicium], 123 and two officers of the keys. Thus, Jean de 
Machaut served from I August 1356 to I August 1358. Perhaps he was in charge of the 
services associated with the numerous foundations for deceased canons, or perhaps he 
supervised the investment and the distribution of the revenues according to the will of the 
founders. 124 

1.11.2. 1372. DEATH OF JEAN DE MACHAUT. The death of Jean de Machaut before 3 May 
1372 is recorded in a letter of Pope Gregory XI (r. 1371-1378), which assigns a canonicate at 
Reims made available by the death of Johannes de Machaudio to Johannes le Houdain (Tihon 
1962, 84-85 no. 1585).125 This date conflicts with the one normally given for Jean de 
Machaut's death, between I January and 21 February 1374 (AMR 2G 1650, fol. 13 and F:RS 
1773, fol. 29Ir, cited in Leech-Wilkinson 1990c, 10 n. 36). Unfortunately, the MS Weyen, 
which otherwise would be expected to answer this question, has many ambiguities with regard 

119 Hoepffner 1908-21, I:xxxii n. 2; Machabey 1955b, 1:49; 1955c, 252. 
120 Varin 1843-48, 3:101-3, cited in Chichmaref 1909, I:xlix; Hoepffner 1908-21, I:xxxii; 

Machabey 1955b, 1:13 n. 5,49. 
121 On their duties, see Desportes 1979, 297 n. 18, 653-54. 
122 On their duties, see Pycke 1986, 192-93; Haggh 1988, I :25-26. 
123 A charitable duty, perhaps concerning services at the several hospices at Reims (cf. Pycke 

1986, 293-95 for the practices at thirteenth-century Tournai). 
124 On anniversary foundations, see Millet 1982, 287-88; Pycke 1986, 211-13, 258--{56, 

318-20, 354-55; Haggh 1988, 1:338, 354-79. 
125 Machabey ( 1955c, 253) mentions Lehoudain; for a complete biography, see Tomasello 

1983. The documents that include mention of Jean de Machaut are published in 
Mirot/Jassemin 1935 and Tihon 1962, cited above. 
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to dates and prebend numbers (Machabey 1955b, 1:69, 2:185; 1955c, 252-53). The weight of 
the papal documents argues for placing the death of Jean de Machaut in 1372.126 

12. Ca. 1352-ca. 1360. Navarrese years 
The date supplied in the opening segment of the Jugement Navarre, 9 Novem­
ber 1349, has been taken as the date of the poem itself, and as proof that 
Machaut had by then entered the service of Charles 11, king of Navarre (b. 
1332; r. 1349-1387). Following a suggestion of Poirion (1965, 194), 
however, it appears likely that the Jugement Navarre was begun for Bonne of 
Luxembourg and only later revised for the new patron. This would allow a later 
date for Machaut's entry into the service of Charles, let us say around 1352. 127 
The circumstances surrounding Machaut's entry into his service are not known, 
nor do we know in what capacity Machaut served the king.128 

The Jugement Navarre, probably completed in the early 1350s, actually has 
only the most tenuous connection to Charles. There is nothing of the personal 
familiarity and local descriptions that connect the Jugement Behaingne 
specifically to John of Luxembourg. It would appear that any king's name 
could have been substituted for the king of Navarre, with no further changes 
necessary to the narrative. One wonders if Machaut was seeking the favor of a 
new patron; surely Charles did not commission the work, and maybe there was 
some opportunism involved in the dedication of the new poem to the king of 
Navarre. Perhaps Machaut saw in the dashing young king the promise of a 
patron more in the mold of the generous John of Luxembourg. As we have 
seen, it is also possible that Guillaume passed into the service of the king of 
Navarre on the recommendation of his brother Jean, who had had a connection 
to the House of Navarre at least from 1353, when his patron Yolande of 
Flanders married Philip of Navarre, and who had a benefice in a region of 
Normandy controlled by the king of Navarre. 
A. 1352: the wedding of Charles of Navarre and Jeanne of France. Charles of 
Navarre married Jeanne de France on 12 February 1352 at Vivier-en-Brie (dept. 
Seine-et-Marne).129 Ursula Giinther (1982, 106) has attached the rondeau 

126 Anne W. Robertson (personal communication) has discovered a published document of 
1373 naming a Jean de Machaut serving on a municipal commission in Chalons, but I do 
not believe it refers to Guillaume 's brother: "Commission donnee par Ies seigneurs 
temporels de Chalons a Bertrand du Pont et Mathieu Duvivier, chanoines, Nicolas de 
Plancy, Gamier Petitsaine, Jean d'Aougny, Jean de Machaut, Henri Debar et Jean Sauville 
pour recevoir le compte des deniers des octrois qui doivent etre employcs aux 
fortifications" (Pelicier 1899, 124: G.47l [Seigneurie en partie de la Ville], no. 4 
[Chiilons, 12 June 1373]). 

127 Hoepffner (1908-21, l:xxxi) cites a suggestion of Suchier, who places the the beginning 
of Machaut's service in 1353, when Charles of Navarre became the son-in-law of John 11 
(this occurred actually in 1352), but Hoepffner finally opts for the earlier date of 1349 
suggested by the opening of the Jugement Navarre. Machabey (1955b, 1:43) and Poirion 
(1965, 24) also places the beginning of Machaut's service in November 1349, when 
Charles of Navarre would have been only seventeen years old. 

128 Machabey (1955b, I :43, 47) speculates that Charles' interests in his heritage in 
Champagne brought them together, that Machaut served Charles as a secretary, and even 
that Machaut served as a kind of informant for Charles on the affairs of Champagne. See 
also the commentary below, chap. 6.5, concerning the complainte Sire, a vousfais ceste 
clamour (Cp7). Palmer (1992, xvii-xxiv) provides another account of Machaut's 
Navarrese years. 

129 Delachenal I909-31, 1:61, 8I; R. Cazelles 1958, 238; Lehoux 1966-68, 1:25 n. 4; R. 
Cazelles 1982, 148 (the conflicting date of I35I [R. Cazelles 1982, 10] is apparently an 
error). It is possible that John, duke of Normandy, and Bonne of Luxembourg had a hotel 
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Cinc, un, trese, wit, neuf (R6) to the wedding, and on stylistic grounds this 
does provide a reasonable date for the work. Nevertheless, two other possible 
occasions for the composition of a rondeau to a "Jehan" or "Jehanne" suggest 
themselves, (!) the February 1350 marriage of the duke of Normandy and 
Jeanne de Boulogne at Melun (dept. Seine-et-Marne), an occasion that has the 
advantage of covering both possible names,l30 and (2) the 8 April 1350 
marriage of two twelve-year-olds, the dauphin Charles, the future Charles V, 
and Jeanne de Bourbon.l31 
B. "Charles the Bad." The question of Machaut's association with Charles of 
Navarre has broad ramifications, which have only begun to be explored (see 
Gauvard 1982, utilized in Markstrom 1989; Palmer 1992, introduction). Many 
of the early biographers have been at pains to excuse Machaut's association 
with Charles, dubbed "Charles the Bad" in the sixteenth century for his 
traitorous acts against the crown (R. Cazelles 1982, 9). In this scenario, 
Machaut, after having gone astray for a few years, returned to the fold of the 
house of France, barely in time to avoid disgrace. Hoepffner (1908-21, 
I :xxxiv), for instance, excuses Machaut by asserting that he was not interested 
in politics and unaware until a late moment of the dangers of his choice of 
patron. Yet relations between King Charles of Navarre and King John II were 
cordial in 1350, at the very beginning of the reign of King John (R. Cazelles 
1982, 9- 10). Lines were very close between the house of Valois and the house 
of Evreux-Navarre in the early 1350s, and Machaut's association with the king 
of Navarre was not questionable. It is anachronistic to view Machaut's relation 
to King Charles of Navarre as in any way dishonorable or unpatriotic. 
C. Supporters of Charles of Navarre. Raymond Cazelles has studied the very 
broad support that Charles of Navarre enjoyed.132 Among his partisans were 
former officers of John of Luxembourg (including, of course, Machaut), and 
the families of both wives of King John II, Bonne of Luxembourg and Jeanne 
de Boulogne. Besides strong support in Auvergne and Normandy, there were 
many Navarrese in the lands previously belonging to the house of Evreux­
Navarre, notably in Champagne and Brie.133 We have already met the 
nobleman Raoul de Louppy, who served Philip of Navarre, husband of 
Yolande of Flanders (chap. 1.11 c). Raoul de Louppy was one of the reformers 
in the period 1356-58 who would go on to lend stability to the government 
throughout the reign of Charles V (R. Cazelles 1982, 265-67, 418-19, 495). A 
new member of the governing council of King John II in 1351, Guillaume de 
Melun, archbishop of Sens, also had strong Navarrese connections for a time 
(R. Cazelles 1982, 142, 385, 409). He later became the most influential 

at Vivier-en-Brie (Lehoux 1966--68, 1:8). R. Cazelles (1982, 149) noted that the marriage 
was celebrated "almost clandestinely," without any chronicler reporting it. Lehoux (1966-
68, 1:25-26) also discusses this ceremony. 

130 Lehoux (I 966--68, I :39 n. I) mentions a payment of the duke of Normandy to Robert de 
Caveron, king of the minstrels for this occasion; see also C. Wright 1979, 18). On 
Robert de Caveron, see also Wilkins 1979, 139; Gushee 1980, 142, ISO n. 11. 

131 Delachenal 1909-31, 1:43. Delachenal notes, however, that the ceremony was evidently 
modest, due to the recent deaths of both Bonne of Luxembourg, first wife of the duke of 
Normandy, and Jeanne of Burgundy, first wife of King Philip VI. 

132 R. Cazelles 1982, 85-92; see the summary in Henneman 1976, 18-19, and his further 
characterization of Charles (Henneman 1976, 34-35). 

133 In 1318 King Philip V excluded Jeanne of Navarre, Charles's mother, from her inheri­
tance of the counties of Champagne and Brie in exchange for the county of Angouleme 
(R. Cazelles 1958, 38-39,48-52, 205-8). 
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member of the government during the crisis of 1357-58 after the Battle of 
Poitiers and throughout most of the reign of Charles V. Indeed, at one time or 
another, almost all of the most trusted officials of the government of King John 
II and King Charles V had been partisans of the king of Navarre. 

Influential members of the clergy were also in the Navarrese camp. 134 
Through Jean de Vienne, archbishop of Reims (r. 1334-1351 ), himself long a 
servant of the House of Evreux-Navarre, the cathedral chapter of Reims had 
become favorable to the king of Navarre (R. Cazelles 1982, 98). And a later 
archbishop of Reims, Jean de Craon (r. 1355-1373), spokesman for the clergy 
in the December !355 Estates, was also an important member of the October 
!356 Estates, which had called for reform (R. Cazelles 1982, 196-97, 231 ). 
By "reform" intellectuals expressed their desire for an end to currency 
fluctuations, for the election of royal officers (i.e., the king's council should 
designate officers according to their competence), for the inalienability of the 
domain (i.e., the king should live off the revenues of his land rather than 
dispensing his patrimony to his favorites), for a distinction between the king's 
household expenses and the expenses of government, etc. Reformers that 
remained in the government were important elements in the fabled efficacy of 
the reign of Charles V. Machaut demonstrated a clear sympathy for such ideals 
in his Confort (chap. 1.12.1 ). 

Finally among the intellectuals supporting the king of Navarre, we must count 
the members of the College of Navarre, founded in 1304 by Jeanne de Navarre, 
queen of Philip the Fair. One of the students of that college, Nicole Oresme, 
wrote a monetary treatise that strongly influenced the reformers of !355 and 
!356 and was later known for his translations of Aristotle for Charles V (R. 
Cazelles 1982, I 02).135 It has been assumed that Johannes de Muris and 
Philippe de Vi try were active at the College of Navarre.J36 Many bourgeois also 
supported the king of Navarre for a time, the most notorious of whom was the 
Parisian provost of the merchants, Etienne Marcel (R. Cazelles 1982, 103-4). 
D. Charles of Navarre imprisoned. Real difficulties between King John and 
King Charles did not begin until the second half of 1353 (R. Cazelles 1982, 
155-57) and came to a head with Charles of Navarre's complicity in the murder 
of Charles of Spain in January 1354.137 King John's quick pardon a month 
later by the treaty of Mantes was probably more to avoid the potentially 
disastrous consequences of an alliance between the English and the king of 
Navarre than out of any renewal of trust in Charles of Navarre (Delachenal 
1909-31, 1:84-85). Despite the continuing questionable activities of Charles, 
there were several reconciliations between him and John II throughout 1354 and 
1355 (Delachenall909-31, 1:109; R. Cazelles 1982, chap. 25). 

The unexpected events precipitated by King John II at Rouen on 5 April 
1356, the arrest and imprisonment of the king of Navarre, and the execution 
without trial of four of his followers, tended to make a martyr of Charles of 
Navarre and ended only in eliciting sympathy for him. Delachenal (1909-31, 
1:157) cites Machaut's Confort (11. 1803-14) in support of the assertion that 
most people did not know the reasons for John's apparently arbitrary action.138 

134 Delachena!l909-31, 1:250-57; R. Cazelles 1982,97-101,301-3. 
135 Oresme was rector of the College ofNavarre from October 1356 (R. Cazelles 1982, 303). 
136 Fuller (1985-86, 45-46) doubts Vitry's presence there. 
137 See Bessen 1985, 47. R. Cazelles (1982, 166) presents a brilliant analysis of the situa­

tion surrounding the assassination of Charles of Spain. 
138 Delachenal 1909-31, I: 140-57, !59, 262--{53. See also Hoepffner 1908-21, 3:xiii-xiv; 

Gauvard !982, 25-26. 
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In fact, Machaut's evident continuing Navarrese sympathies throughout these 
years actually speak highly for his intelligence and interest in politics. The most 
enlightened among the intelligentsia of the mid fourteenth-century in France­
both noble and clerical-adhered to the hope that Charles of Navarre would 
help them to enact their programs of reform_l39 After the disastrous battle of 
Poitiers (19 September 1356), where King John II was taken prisoner by the 
English, the Estates of October 1356 called for the release of Charles.l40 Jean 
de Craon, archbishop of Reims, was the representative of the clergy in 1356 
and 1357, as well as a member of the dauphin's council, nominated by the 
October 1356 Estates. And Philippe de Vitry, bishop of Meaux, was one of the 
three bishops among the nine reformers-general named by the Estates of 
February-March 1357 (R. Cazelles 1982, 259-61), charged with investigating 
and punishing royal officers who had abused their power_l41 
1.12.1. MACHAUT THE REFORMER. (For a more general "catalogue of counsels" offered by 
Machaut, see Palmer 1992, Ivii-lviii.) Several points of the reform platform find expression 
in Machaut's Confort: 
a. Confort (11. 3140-44, 3545-52, 3785-86). Machaut counseled Charles not to give his 

heritage away, something for which reformers had reproached kings of France since Philip 
the Fair. The thought was that if the king would just retain all his lands, he could govern 
with his own income, without the constant necessity of raising taxes. 

b. Confort (!!. 3105-12; 3294-95). Machaut warned Charles of the danger of bad coun­
selors.142 The elimination of the group of counselors that had advised John li and that were 
still sitting in the dauphin's council was a major demand of the reformers. Mac ha ut 
mentions in 11. 3759-60 that young counselors are not good; surely he was aware that the 
aged Philippe de Vi try was one of the reformers-general! 

c. Confort (!!. 3825-36). Here Machaut emphasizes the importance of coining good money. 
The constant mutation of the currency practiced in the reigns of Philip VI and John I! hit 
the clergy with benefices especially hard, since their income was fixed in the money of 
account, the livre of Tours, whose value in real money fluctuated constantly (R. Cazelles 
1982, chap. 5). This is a reform that was actually carried out after John I! returned from 
England in 1360, when the stable monetary program of Nicole Oresme-whose monetary 
treatise dates from December 1355-was adopted (R. Cazelles 1982, 510--12, 558-60; 
Henneman 1976, 117-18). For additional literary references to the mutation of the currency, 
see Cerquiglini 1985b, 161-62. 

E. The weakening popularity of Charles of Navarre. Sympathy for the king of 
Navarre began to wane only slowly. Although a few had begun to keep their 
distance as early as 1355 (R. Cazelles 1982, 193, 222), it was only by the end 
of 1357, after he had sealed an alliance with the English, that many patriots 
turned against Charles of Navarre. For instance, by July 1357 the archbishop of 
Reims, Jean de Craon, had deserted the ruling council that had issued from the 
February-March Estates to become the most influential personal counselor of 
the dauphin_l43 Certain regions, such as Burgundy and notably Champagne, 
also left the Navarrese camp in 1357 (R. Cazelles 1982, 290, 296, 314, 318). 

139 Henneman 1976, 17-25; R. Cazelles 1982, 62-63; Gauvard 1982; Bessen 1985,47--48, 
55-57. 

140 Delachenal 1909-31, 1:257; Henneman 1976, 25-26; R. Cazelles 1982,231. 
141 Delachenall909-31, 1:305-6; Machabey 1955b, 1:74 n. 212; Henneman 1976,46,54-

55, 66. 
142 Cf. chap. 1.13.1 on Machaut's motel Tu qui gregem I Plange (M22). Gauvard (1982, 34 

n. 50) further cites a passage in the Voir Dit (11. 5100-5101; ed. P. Paris 1875, 219); see 
also the comments of Hoepffner (1908-21, 3:xv), Cerquiglini (1985b, 160--61), and 
Kelly (1987, 89). 

143 Delachenal 1909-31, 1:316; Henneman 1976, 54; R. Cazelles 1982, 279, 430. We do 
not know when Philippe de Vi try broke with Charles of Navarre. 
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The marshall of Champagne, Jean de Conflans, had been sympathetic to the 
Navarrese, but his assassination on 22 February 1358 by the Parisian mob 
under Etienne Marcel, in the very presence of the dauphin Charles, had the 
effect of ending Navarrese sympathies in Champagne.144 

On the night of 8-9 November 1357, Charles of Navarre was aided in 
escaping from his prison at the chateau of Arleux (dept. Nord). He fled first to 
sympathetic supporters at Amiens, entering Paris on 29 November. His 
speeches played on the popular conviction that he had been arrested without 
cause and detained arbitrarily (Delachenal 1909-31, 1 :323-26; R. Cazelles 
1982, 288-90). 

Early in 1358 both the University of Paris and the clergy of the city, strongly 
in favor of reform, showed their continued support for Charles of Navarre, 
although by May they had rallied to the dauphin Charles (Delachenal 1909-31, 
1:349, 393), by then known as the regent.145 Many more former supporters 
were alienated from the Navarrese camp after Charles of Navarre's famous 
speech of 15 June 1358, in which he went as far as to assert his pretensions to 
the throne of France: as he himself put it, he was of the fleur-de-lis on all sides, 
and if his mother had been a man, she would have been king of France 
(Delachenall909-31, 1:77-78, 418; cf. Gauvard 1982, 25). Although amusing 
on the face of it, Charles' observation made the most of the fact that his 
grandfather was King Louis X (d. 1316). 

During the anti-royalist revolt known as the Jacquerie (28 May-10 June 
1358), many nobles supported the king of Navarre over the regent, while larger 
cities, notably Reims, supported Etienne Marcel (R. Cazelles 1982, 315-16, 
331-33; Bessen 1985).146 Thus, in Reims, there was for a time contention 
between the archbishop, Jean de Craon, a close advisor and counselor of the 
regent, and the bourgeoisie, supporters of Etienne Marcel and the king of 
Navarre (R. Cazelles 1982, 333). But the dauphin had become more politically 
savvy in the course of the crisis years of 1357-58,1 47 and most of the 
reformers quit their association with Charles of Navarre during the year 1358. 
Etienne Marcel was assassinated on 31 July 1358, and the regent returned to 
Paris on 3 August, marking a decisive resolution to the period of unrest since 
Poitiers (Delachenal 1909-31, 1:457-61 ). Finally, the treaty of Pontoise, 21 
August 1359, ended hostilities between Charles of Navarre and the dauphin, at 
least long enough so that Charles of Navarre was out of the picture when the 
English again invaded France later in 1359 (Henneman 1976, 100--101). 
F. Machaut' s Confort d' Ami. As for Machaut, the Confort was completed 
probably in October 1357, when Charles was still held at Arleux (Delachenal 
1909-31, 1:164-65; see also chap. 5.10). It seems questionable that the king 
would have had the time to pay much attention to Machaut's admonitions during 
the extremely busy time between his escape from prison and the treaty of 
Pontoise. Hoepffner noted that there is no mention of Charles of Navarre in 
Machaut's works after 1357 (1908-21, l:xxxiii, 3:xiv), but we now have 
documentation showing that Machaut still had some dealings with Charles 
perhaps as late as 1361, and the complainte Sire, a vous (Cp7) has recently 

144 Henneman 1976,67. The marshall of Normandy was also murdered on this occasion, see 
Delachenal 1909-31, 1:355--61; R. Cazelles 1982, 305. 

145 The dauphin Charles called himself regent from 14 March 1358 on (Delachenal 1909-31, 
1:370-71). 

146 The towns deserted the opposition during the course of 1358 (Henneman 1976, 23). 
147 See Guillaume de Machaut 1982,63 (comments by Gauvard). 
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been associated with this time as well. Perhaps it was only in 1361 that Charles 
acknowledged Machaut's composition of the Confort.14S 

1.12.2. CA. 1361: G!Fr OF A HORSE FROM Q\ARLES OF NA V ARRE. A document summarized 
by Castro (1953; see G6mez 1987, 116 n. 29) records that on 16 October 1361, Charles of 
Navarre, then at Gavray (dept. Manche), ordered the treasurer of Navarre in Pamplona to pay 
Charles's squire Jehan Tcstedor fifty ecus de Jehan (the ecu struck during the reign of King 
John) for a "hagucnee preuse" [trusty hackney] given to Machaut.149 

Giinther first reported the document (I 964, I 95 n. !60; I 966). Angles (I 970, I 96-97) 
published it independently, concluding incredibly that Machaut had been in the service of 
Charles of Navarre at Pamplona. Chailley disproved this, published a better reading of the 
document, and went on to associate the ballade Donnez, signeurs (B26) with the incident 
(Chailley 1973, 253-56). 15° Finally, Giinther (1982, I IS) again took up the question, rightly 
pointing out that the text of the ballade is too vague to be associated convincingly with this 
incident, and suggested that instead the complainte Sire, a vous (Cp7) may have prompted the 
gift from the king of Navarre. This interpretation was advanced independently by Cerquiglini 
(I985b, 128-29 n. 36), who dated Cp7 at the beginning of the year 1361. Fourrier (1979, 73, 
87-89) dissented from this view, placing Cp7 early in 1365, for King Charles V. Wathey 
(1994, 15-16) warns that the date 1361 should be regarded only as a terminus, because 
creditors sometimes waited as long as four or five years before such a warrant was issued for 
settlement of dues. Sec below, chap. 6.5, for earlier interpretations of this complainte. 

13. Machaut's works of the 1350s. The Siege of Reims 
The decade of the 1350s was a turbulent one for Machaut. With the death of 
Bonne of Luxembourg in 1349 of the plague, his long service to the House of 
Luxembourg ended. In the aftermath of the plague, Machaut temporarily 
abandoned his role as a poet of the idealized love posturing at court in order to 
leave a personal account of the plague at the opening of the Jugement Navarre. 
And in the aftermath of the disastrous Battle of Poitiers ( 1356) and the ensuing 
political crisis of 1357-58, Machaut's works appear for a time to be more 
topical and less concerned with fin' amors, just as the later poets Froissart, 
Deschamps, and Christine de Pizan reached a point when their response to the 
state of the world around them seemed to require a more matter-of-fact and 
socially committed kind of literary activity.151 

Of Machaut's narrative poems, only Jugement Navarre and Confort, neither 
poem an amorous dit, can be placed in the 1350s. Although a continuing stream 
of lyrical poems still exploited images of the Roman de la Rose and the idealized 
conceits of Courtly Love, the ballade Mes dames qu' onques ne vi (Lo250), 
which exhibits a personal tone rare in Machaut's lyrics, may stem from this 

148 G6mez has signalcd a document showing that Charles had a manuscript of the Confort 
copied in 1384; see the commentary to MS [24) in chap. 3. 

149 A hackney was a gentle sort of horse ridden by ladies and churchmen. Perhaps the gift 
hackney was the one that Machaut repeatedly bragged about in the Voir Dit (11. 101 1-12; 
ed. P. Paris 1875, 43), still in 1363 "grosse et grasse et bicn reposee" [big and fat and 
well-rested). Sec also ll. 1507-8 (P. Paris 1875, 70), 11. 3366-{)8 (143) and I. 3921 
(163). On the literary significance of Machaut's equestrian terminology, sec Ccrquiglini 
1985b, 126-30, 135; Deschaux 1979, 8-9; Roques 1982, 173. 

150 Machabey (I955b, 2:40) already suggested thatDonnez, signeurs was somehow associated 
with Charles of Navarrc (see also Reaney I 958b, 42; Poirion I 965, I 94; Angles I 970, 
!96). 

151 In this regard, it is interesting that Confort, along with Fonteinne, Machaut's next dit, 
provided rich sources mined for themes and even individual lines for many lyrics in the 
productive period of the early 1360s (cf. Hoepffner [1908-21, vol. 3], whose notes to 

Confort and Fonteinne outline borrowings in the lyrics). Cerquiglini (I985b, 165-{)6) 
compares Machaut's use of real events as the background to the love story of the Voir Dit 
with Dcschamps's more refracted vision, placed in a myriad of individual ballades. 
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period as well. The political ballade set to music, Donnez, seigneurs (B26), has 
recently been dated !360, in connection with the treaty of Bretigny (Arlt 1993, 
59, reporting research of Dominik Sackmann). 

More specific dates, ea. !358-59, can be proposed for four further works. 
The three motets Christe I Veni (M21), Tu qui gregem I Plange (M22), and 
Felix virgo I lnviolata (M23) all exhibit a similar style and were probably 
written at about the same time. 152 Two of the motets have topical references in 
their texts that suggest a reasonable dating for the whole group. By the late 
1350s Machaut did not write amorous motets; the function of the genre had 
become more clearly defined, and the topical and polemical function of the 
motet, brilliantly exploited by Philippe de Vitry, was now taken up by Machaut 
for the first time since his earliest years. 

Tu qui gregem I Plange (M22), which admonishes the dauphin Charles, is 
probably datable to the spring of !358 (chap. 1.13.1), while Christe I Veni 
(M21) can be associated with the Siege of Reims (winter of 1359-60).153 
When the conditions of the Second Treaty of London were rejected by the 
French in May 1359 (Delachenal 1909-31, 2:87), it was clear that King John 
would remain a captive and that the war would be resumed. The dauphin 
Charles wrote to the city officials of Reims on 10 July 1359, warning them that 
the English would attack. After much delay the English reached the newly 
completed city walls in mid-November or early December. The ramparts proved 
impenetrable, and the siege was lifted around !I January 1360.154 Felix virgo I 
lnviolata (M23), a prayer to the Virgin for peace, is less clearly topical, 
although it can be associated with M21-22 on stylistic grounds. 

It seems further that the complainte A toi, Hanri (Cp3) was composed in 
response to the Siege of Reims. The complainte henceforth was a genre often 
used by Machaut for topical and personal works (Hoepffner 1908-21, I :xxiii­
xxiv n. 1). Although Machaut's friend Henry remains unidentified, references 
in the poem to Machaut's serving guard duty on the walls of the city, to wearing 
a coat of mail, to the various extra taxes (one specifically for the king's 
ransom), and a reference that Wimsatt has associated with the captivity of King 
John (chap. 1.10.2a), all point to the period of the siege.t55 
I. 13.1. 1358: MOT ET 22. The motel Tu qui gregem I Plange (M22) refers in its texts to a 
leader who is ineffective. A pun on dux:duc (leadcr:dukc) seems likely, and the motel is 

152 Sec Leech-Wilkinson (1989, 105-7) for a study of the stylistic relationship of the three 
motels. He suggests the possibility of disassociating the chronological positioning of the 
motels but ends up grouping them on stylistic grounds. For references to editions and 
translations of the texts, sec chap. 7.3, commentaries to Christe I Veni (M21), Tu qui 
gregem I Plange (M22), and Felix virgo I Jnviolata (M23). 

!53 Ludwig associated the prayer to the Virgin Mary for peace in the motel Felix virgo I 
Jnviolata (M23) with the Siege of Reims, which he erroneously placed in 1356 (due to a 
typographical error? sec Ludwig 1930, I :268 [= 1924 cd., 231]), an error with long-lasting 
ramifications for subsequent chronologies of Machaut's works (Lccch-Wilkinson 1989, 
105-7). 

!54 On the Siege of Reims, sec Dclachenal 1909-31, 2:145--{51; Hcnneman 1976, 102-5. 
The English were again near Reims in August 1373, but did not attack the city 
(Delachenal 1909-31, 4:494-95). Emcrson (1912) provides a detailed account of the 
progress of the English army. 

!55 For a full translation and analysis of Cp3, including its influence on Chaucer, who was 
taken prisoner during the campaign and ransomcd by King Edward III, sec Wimsatt 
I991b, 78-82, and below, chap. 6.5. Wilkins (1972, 15, 175 n. 150; 1984, 157-58) 
tentatively relates the ballade On ne doit pas croire en augure (Lo264; Wilkins no. 150) to 
the Siege of Reims. 
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probably to be taken as an exhortation to the duke of Normandy (the dauphin Charles) to 
effective leadership. A likely date is the grim time before August 1358, when the dauphin was 
the dupe of Robert le Coq, bishop of Laon, Etienne Marcel, provost of the merchants of Paris, 
and King Charles of Navarre. The motetus text seems specifically to refer to those evil 
influences: "Sua virtus augmentatur I Nunc patenter. I Tc rexerunt imprudenter I Lice forte 
innocenter I Tui cari" [Their own power is being increased I Now quite openly. I You have 
been unwisely directed, I Perhaps even innocently I Dear one (trans. from the sound recording 
Tclefunken 6.41125AS; see chap. 8.8)]. 

It is also possible that the text refers to the old counselors of the dauphin: in an ordinance of 
February 1358, deputies of the Estates still held to the reform ideals of the previous two years, 
blaming the problems of the country on the counselors of the dauphin, and calling for 
effective leadership (Delachenal 1909-31, I :354 ). The tide was beginning to turn in the 
dauphin's favor after he left Paris in March 1358. Even so, he did not regain control of Paris 
until after the assassination of Etienne Marcel on 31 July 1358, and re-entered the city on 3 
August (Delachenal 1909-31, 1:461). It seems likely that the motel was composed for a 
special occasion, perhaps for the Estates of Compiegne in May 1358 (cf. Delachenal 1909-31, 
1:389-92). Markstrom (1989, 27-29) proposes the Estates General of Champagne at Provins 
(10 April 1358) as the occasion for the motel, and this, too, is reasonable. It is notable that 
Machaut felt free to address Charles in a familiar tone (tui cari). He was already an intimate of 
the future Charles V, whom he had no doubt had known since the latter's birth in 1338. 

14. Ca. 1360-77. Works written for John, duke of Berry 
It was not until the early 1360s that Machaut was again writing larger works for 
the House of France. It had become clear to the reformers that Charles of 
Navarre was not their representative of change, and in any case the dauphin had 
begun to rule more effectively, now with Guillaume de Melun, archbishop of 
Sens, firmly in control (R. Cazelles 1982, 402-10). With the restoration of 
peace and the return of the king, Machaut again began to cultivate the amorous 
dit as a genre. 

King John II returned to France in 1360, and the political events of the treaties 
of Bretigny and Calais provided a frame for a new amorous dit, the Fonteinne, 
dedicated to John, duke of Berry (1340-1416).156 Machaut had probably come 
to know John in the 1340s at the court of Bonne of Luxembourg.! 57 John 
married Jeanne d'Armagnac at Carcassone on 24 June 1360, at a time when he 
already knew he would have to serve as a hostage of the English under the 
terms negotiated at Bretigny (Lehoux 1966-68, 1:155-56). Doubtless Machaut 
found John's fate, a young newlywed faced with indefinite exile across the sea, 
suitable for treatment in a narrative poem designed to comfort the duke's 
distress. 

The poet may even have accompanied John to Calais. The itinerary of the 

156 The hypothesis that relates the Fonteinne with the departure of John of Berry as a hostage 
under the conditions of the treaty can be traced to Paulin Paris (1875, xxx). See also 
Hoepffner 1908-21, 3:xxii-xxx; Chichmaref 1909, l:li-liii (with a different solution to 
the anagram in 11. 40-41); Coville 1949, 331; and Lehoux 1966-68, 1:163. Ehrhart 
(1974, 155-56, 197-99, 210-13; 1980b, 120-23; 1987, 131-32) contests the dedication 
to John of Berry, but I think unconvincingly. She rightly emphasizes some problems 
with the anagram (cf. also Cerquiglini 1985b, 236 n. 28) but gives too little credence to 
the fact that the date of the work, which can be established within fairly close bounds, 
supports the old argument, and that the historical asides and references fit well with the 
France of 1360. On the other hand, Ehrhart's interpretation of passages in Fonteinne that 
emphasize the chaotic state of the kingdom and tend to indict its rulers ( 1980b, 124 ), is 
historically significant, and recalls the admonitions to the regent Charles in the motel Tu 
qui gregem I Plange (M22); see chap. 1.13.1. 

!5? John of Berry is mentioned with the other sons of King John and Bonne of Luxembourg 
in the Prise (11. 793-98). 
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duke of Berry established by Lehoux ( 1966-68, 3:423-513) does not document 
the presence of the duke at Reims at any time during his life, but the details of 
the route he took during the September 1363 journey from Languedoc to the 
north have not been determined, and perhaps the duke passed by Reims on this 
occasion. He left Languedoc to travel north on 5 September 1360 and arrived at 
Boulogne-sur-Mer before the end of the month. I 58 Final conferences were held 
at Calais on 9-24 October 1360, after which John signed the treaty, for the first 
time as duke of Berry and Auvergne (Lehoux 1966-68, 1: 160-61 ). Although 
the itinerary of Lehoux does not document John's presence at St-Omer (dept. 
Pas-de-Calais), Froissart reported that the hostages were subsequently gathered 
there.t59 Alternatively, perhaps Machaut met the duke at St-Omer, and 
accompanied him to the seaport Boulogne-sur-Mer or to Calais as he describes 
at the end of the Fonteinne.'f!J Perhaps the gift of jewels mentioned in 11. 2836-
38 may be considered the patron's advance payment on the composition of the 
new dit. Further, Arlt (1993, 59) reports research linking the composition of the 
occasional ballade with music, Donnez, signeurs (B26), to this occasion. 

The events of October 1360 may also have provided a moment when three 
great poets of the day-Machaut, Chaucer, and Froissart--could have met, as 
Wimsatt has recently speculated. Chaucer carried a message from Calais to 
London for Prince Lionel sometime in October, and Froissart may have set off 
for his first trip to England at this same time.I6I 

The young duke of Berry may soon have obtained a copy of the Fonteinne. 
He enjoyed safe-conduct to France on various occasions in the following years, 
first in May 1361. He is again found in London in December 1362. In May 
1363 the hostages were delivered to Calais, in the expectation that a treaty 
resolving their fate would be ratified. They were still waiting in September, 
when John's brother Louis, duke of Anjou, against his word refused to return 
to Calais after a pilgrimage to Notre-Dame de Boulogne, where he was reunited 
with his young wife Marie de Chatillon (Delachenal 1909-31, 2:346-47). The 
hostages were forced to return to England on 3 January 1364. This time the 
duke of Berry was accompanied by his father King John II, who went in place 
of his son Louis, still recusant.I62 

The king fell ill and died in London on 8 April 1364, and John of Berry 
returned to France probably at the end of the same year. 163 He returned to 

158 Lehoux 1966-68, I: !59--{50, 3:429. The dates of the itinerary given by Machabey 
(1955b, I :53 n. 146) do not make sense. 

!59 Hoepffner 1908-21, 3:xxvii-xxviii. Money from all over France for the down payment 
on King John's ransom was collected at the abbey of St-Bertin at St-Omer (Henneman 
1976, 113). 

160 On Machaut's unflattering description of the town Boulogne-sur-Mer, see Hoepffner 
1908-21, 3:xxvi-xxviii, and the comments in Eichelberg 1935, 74-75; and Cerquiglini 
1985b, 131. 

!6! For the full development of these possibilities, see Emerson 1912, 357--{51; Crow/Olson 
1966, 19-21; and especially Wimsatt 1991b, 78, 82-83,96, 180. 

162 R. Cazelles (1982, 447-52) provides a brilliant explanation of King John's rationale for 
returning to England. Wimsatt suggests that the Lay de Confort is a lament of Jeanne 
d' Annagnac, penned by Machaut in the early 1360s and sent to John of Berry in London; 
see chap. 7.3 on the date of S' onques (Ll7/12). 

163 The duke of Berry was back in France at least by 4 June 1365 (Delachenal 1909-31, 
3:218). 
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London in January 1366 for the final resolution of the hostage issue and by 
February had definitively returned to France. IM 

An entry in an account of 1371 provides another point of contact between 
Machaut and John of Berry, although we do not know any of the details of this 
business affair (chap. 1.14.1 b). John of Berry maintained an enthusiasm for the 
works of Machaut long after the poet's death, for in the 1390s he had a large 
Machaut manuscript copied, known today as MS E [7). The readings in this 
manuscript, often corrupt in its text and transmitting non-authentic extra voices 
for some musical works, show nevertheless that many works of Machaut, 
poetry as well as music, continued in active circulation long after the author's 
death. 

1.14.1. MACHAUT ANDJOHNOFBERRY 
a. References in the Fonteinne Amoureuse. The association of the duke of Berry with the 

young nobleman in the Fonteinne is based on the anagram at the beginning of the work, 11. 
40--41, and the following three passages: 

i. Fonteinne (11. 41--42). "Avec mon cuer y a chier gage, I Car mes corps en est en 
ostage" [Along with my heart, he has a good pledge I For my body is hostage to this task 
(trans. Palmer 1993a, 93)]. Machaut is referring here to his own heart and body held in 
hostage for his patron-!. 32, "Celui pour qui je fais ce livre" [The man for whom I'm 
making this book (trans. Palmer !993a, 91)]-but the terminology seems significant. 

ii. Fonteinne (11. 1157--{50). "Brief, tant estoit de bel arroy I Qu'il sambloit estre fils a roy 
I Ou sires souverains na"is I De la terre et tout le pa"is" [In brief, he was of such noble 
bearing I That he seemed a king's son, I Or born the sovereign lord I Of the land and all the 
country (trans. Palm er 1993a, 153) ]. 

iii. Fonteinne (11. 1885-86). "Car tant estoit de bel arroy I Qu'estre sambloit bien fils a 
roy" [For his demeanor was so impressive I That he seemed very much a king's son (trans. 
Palmer 1993a, 189) ]. 

iv. Fonteinne (II. 2767-847). The lover explains to the narrator in this passage that he 
must depart on the morrow, and the narrator accompanies him to a town on the sea, where 
he sings a rondeau of farewell to his lady, and then departs. 

b. 1371 Account. An account of 15 October 1371 indicates that John, duke of Berry paid 10 
livres of Tours to one Person de Suygnon, cousin of "Mestre Guille de Machaut," in 
recompense for the intervention of Person in a business affair between John of Berry and 
Guillaume (Mas Latrie 1877a, 188 [as "Person de Fuygnon"]; 1877b, xvii n. 2; Machabey 
1955b, 1:66-67 and nn. 182-83).165 Chichmaref (1909, l:li), followed by Poirion (1965, 
195) attaches the document to the acquisition of MS E, a hypothesis that now can be 
disputed in view of the late date of that manuscript. Hoepffner (1908-21, l:xxxix) is more 
cautious, and suggests that the document of 1371 may refer to late remuneration for 
Fonteinne; Hoepffner considers MS E itself too faulty to have been a manuscript offered by 
Machaut to a patron. He further suggests (3:xxviii) that this reference referred to a second 
Machaut manuscript that had been noted by Delisle (1868-81, 3:193) in the library of the 
duke of Berry. Ludwig (1926-54, 2: lla* n. I), however, shows that Del isle had later 
changed his mind (Del isle 1907, 2:268* nos. 282-83), and that actually MS E was the only 
Machaut manuscript referred to in early fifteenth-century inventories of the duke of Berry's 
library. 

15. Machaut and King Charles V. Other patrons of the 1360s 
Another son of Bonne of Luxembourg and King John was even more important 

164 Besides the references given above, see the account of this entire episode in Lehoux 1966--
68, 1:165-78. The information in Hoepffner (1908-21, 3:xxx) is incomplete. 

165 Machabey expresses some doubt as to the year (which may be 1372), and corrects the 
erroneous shelfmark given by Mas Latrie and reproduced by Chichmaref and Hoepffner, as 
well as by Wilkins (1983b, 279 n. 4), recte Archives nationales, KK 251, fol. 72r, art. 6. 
Lehoux (1966--{58, l:xiii) describes the source as "Chambre aux deniers du due de Berri 
(1er juin 1370-31 decembre 1373)." 



1.15. Machautand Charles V 43 

as a patron of Machaut, namely the dauphin Charles (b. 1338, r. 1364-
1380))66 Machaut must have been acquainted with Charles at the court of 
Bonne of Luxembourg virtually from birth. As mentioned above (chap. 1.12a), 
Machaut's rondeau Cinc, un, trese (R6) may have been written for the 8 April 
1350 marriage of Charles and Jeanne de Bourbon. 

We have already detailed Machaut's admonitions to the young and inex­
perienced regent of 1358 in the motet Tu qui gregem I Plange (M22; chap. 
1.13.1). In 1361 a document from Reims indicates that Charles was a house­
guest of Machaut during a visit to mediate a conflict between the archbishop, 
Jean de Craon, and the secular authorities of the city. In the course of the early 
1360s, several passages in the Voir Dit (written 1363-65) further show that 
Machaut was a favorite of Charles.J67 

The Voir Dit [True Story] is a love story that waxes and then wanes, carried 
on largely in the exchange of lyrics and letters between Guillaume and a young 
admirer whom he dubbed "Toute Belle" [All Beautiful]. The question of the 
degree of "truth" of the Voir Dit has been debated by philologists for over one 
hundred years. Currently, the most widespread view is that Toute Belle and the 
love story are entirely fabricated. Yet even if this extreme position is taken, it is 
evident that Machaut took great pains to give the work at least the appearance of 
truth, and that the many historical events-some with verifiable dates 
supplied-and personal references recorded in it have nearly the force of 
documentary evidence (see the discussion of autobiography in chap. 5.13). 

In several passages in the Voir Dit, Machaut touts his relationship with his 
patrons, even complaining of the (presumably welcome) difficulties of 
balancing their various demands. Besides his association with the dauphin 
Charles, who is almost a major character in the poem, he specifically mentions 
Robert, duke of Bar.J68 Both the 1361 document of a visit of the dauphin and 
the references in the Voir Dit suggest that Machaut's house--documented in the 
1370s in a location outside the cloister (chap. 1.18.1a)--was a favorite hostel 
for cultivated aristocratic visitors to Reims. 

Several other aristocrats who patronized Machaut in the 1360s are not 
specifically named in the Voir Dit. In the complainte Sire, a vous (Cp7; ea. 
1361), Machaut mentions Jean de Melun, the count of Tancarville, in a tone too 
familiar for one not well acquainted with the count. Amadeus VI, the Green 
Count of Savoy (b. 1334, r. 1343-1383), purchased a roman from Machaut­
most likely a Machaut manuscript-in the spring of 1368, during the 
magnificent festivities at Paris honoring Lionel, duke of Clarence, then on his 
way to Milan to marry Violante Visconti. We know that Froissart was in 
attendance, and this provides a likely occasion for a meeting of the two poets. 
Finally, Robert d'Alen~on, count of Perche (r. 1361-1377), also obtained a 
Machaut manuscript-though apparently not one authorized by Machaut­
around the same time, in the late 1360s or early 1370s (MS J [16]). 

Machaut mentions the coronation of Charles V on 19 May 1364 in the Prise 
(11. 805-7). Not surprisingly, the reference seems to be the recollection of an 
eyewitness (Chichmaref 1909, 1:lxiv).J69 The notion that Machaut composed 
his Mass specifically for the coronation ceremonies goes back at least as far as a 

166 Machaut praised Charles in the Prise. 11. 799-804. 
167 ·Hoepffner (I 908-21, I :xxxvii-xxxviii) provides a general discussion of Machaut and 

Charles V, based primarily on literary references in the Voir Dit. 
168 Cerquiglini (1985b, 140--41) provides interesting commentary on the passages mention­

ing Charles of Normandy and the duke of Bar. 
!69 On duties· of the canons at the coronation, sec Machabey 1955b, 1:63. 
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library catalogue of 1769, which does at least qualify the claim: "Messe mise en 
musique a 4 parties, et que I 'on pretend a voir ete chante au sacre de Charles V" 
[Mass set to music in four parts, which is claimed to have been sung at the 
coronation of Charles V).I7° Recently, Leech-Wilkinson (1990c) and A.W. 
Robertson (1992) have provided strong evidence that the Mass was actually 
composed for a foundation made by Guillaume and Jean de Machaut for the 
commemoration of their deaths. Several important leaders were present for the 
coronation of Charles V, many of them patrons of Machaut or at least 
mentioned by Machaut in his writings, including Philip the Bold, duke of 
Burgundy, Robert, duke of Bar, and Pierre de Lusignan, king of Cyprus 
(Delachenal1909-31, 3:68-69, 101). 

Finally, the Holy Roman Emperor Charles IV (b. 1316, r. 1346-1378), son 
of John of Luxembourg, should be mentioned. Although Machaut praises the 
emperor in the Prise (11. 763-78, 987-1059; see Hoepffner 1908-21, 1:xviii­
xix), there is no evidence of any particular service of Machaut to Charles IV; 
throughout most of the time of Machaut's earlier association with the House of 
Luxembourg, Charles had remained in Prague.l71 
1.15.1. MACHAUf AT REIMS IN THE 1360S 
a. 1361: the dauphin lodges at Machaut's house in Reims. Excepting the references in the 

Voir Dit,172 the only documentary proof of an association between the dauphin Charles and 
Machaut comes from commentary in the Memoires of Jchan Rogier (F:RS !629, fol. 155v, 
written 1617-19, published in Varin 1843-48, 3:206a n.) that refers to a visit of Charles to 
Machaut in Reims in December of 1361.173 "Et se recongnoist par aucunes lettres missives 
que, au mois de ctecembre suyvant [ 1361], mondict seigneur due de Normandye vint en 
ladicte ville de Reims, ou il estant, il manda aux eschcvins dudict Reims l'aller veoir en son 
Iogis chez maistre Guillyaume de Machault, ou estans ... " 174 [And let it be known by 
certain letters that in the month of December following, my aforementioned lord the duke of 
Normandy came to the aforementioned city of Reims where he was staying, and he 
commanded the aldermen175 of Reims to come to sec him at his lodging at master 
Guillaume de Machaut's, where he was staying]. 

The dauphin Charles was trying to mediate a dispute between the archbishop of Reims, 
Jean de Craon, and the town government. Encroachments had been made upon the 
archbishop's chateau in the late 1350s by the construction of fortifications against the 
English. The damage had been caused by orders of the captain of the city, Gaucher de 
Chatillon, whose vigilance in constructing the walls had saved the city during the 1359--60 
siege. Jean de Craon wished to regain the contrOl that archbishops of Reims had formerly 
had over the appointment of this important officer. In essence, the archbishop was fighting 
a fundamental change in the administrative structure of the town (R. Cazelles 1982, 103). 
The dispute was not resolved until 18 April 1364, with no one receiving absolute 
satisfaction. 176 

b. 1362: Machaut taxed for his benefice at St-Qucntin. An article in an account of clerical 
tenths levied in 1362, for the diocese of Noyon, chapter of St-Quentin, lists a tax on 40 

170 Ludwig 1926--54, 2:8* n. 2; see also Ludwig 1925,420-21 n. 2; 1926--54, 4:1; Leech­
Wilkinson 1990c, 8-9; A.W. Robertson 1992, 102-3. 

171 The incredible claims of Vachulka (1982) should be dismissed. See also Nejedly (1904; 
1905--6) on Machaut's influence at the court of the emperor. 

172 The complain le Sire, a vous (Cp7), formerly attached to Charles V, has more recently 
been associated with King Charles of Navarre (chap. 1.12.2). 

173 More recently, Leech-Wilkinson (1990c, 5 n. 18) cites F:RS 1628, fol. 236r. 
174 Cited in Hoepffner 1908-21, xxv, xxxvii; Machabey 1955b, 1:56. 
175 Desportes (1979, 505) indicates that twelve aldermen served the city of Reims. 
176 R. Cazelles 1982, 430, 441-42, 455-56; for more on the proceedings, see Desportes 

1979, 564--68, and the references therein to the documents published by Varin. 
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/ivres for G. de Machau (Machabey 1955b, 1:30, n. 60,2:173, citing Longnon 1908). See 
also chap. 1.6.1 e above. 

c. Charles V and the Voir Dit. Several passages in the Voir Dit refer to the dauphin Charles 
(see Machabey 1955b, 1:56-62; Imbs 1991, 54). 

i. II. 1529-31 (ed. P. Paris 1875, 71; see also 389-90 nn. xviii-xix), early May 1363. 
Machaut indicates that he has been commanded to go to a seigneur who has no equal in 
France, except for one, doubtless referring to the dauphin Charles and his father the king. 
The visit was presumably to Crecy-en-Brie (today Crecy-la-Chapelle, south of Meaux, dept. 
Seine-et-Marne). 

ii. letter 13 (ed. P. Paris 1875, 118), late May 1363. In this letter Guillaume writes his 
young correspondent Toute Belle that "Monseigneur" (i.e., the dauphin Charles) had 
informed him by letter that he should come to him after he had finished his novena (a nine­
day period of devotion). 

iii.ll. 3104-20 (ed. P. Paris 1875, 131-32), late May 1363. After visiting Toute Belle in 
Paris, Guillaume returned to the dauphin, where he was indulged with sporting activities 
normally reserved for the nobility. m 

iv.ll. 3151-56 (ed. P. Paris 1875, 136), early June 1363. Immediately after the insertion 
of letter 18 from Toute Belle, Machaut picks up the narrative: "Je re<;us ceste lettre cy I 
Droit en la ville de Crecy. I La fu le due de Normandie, I M on droit Signeur, quoy que nuls 
die. I Car fais suis de sa nourriture, I Et suis sa droite creature" [I received this letter in the 
town of Crecy. The duke of Normandy was there; he is my true lord, no matter what anyone 
says. For I have been made by his beneficence and I am his devoted servant].l78 

v. ll. 3253-59 (ed. P. Paris 1875, 139), early June 1363. Guillaume wished to leave 
Crecy in order to visit Toute Belle a seC<lnd time but was kept waiting against his will for 
three or four days by "Monseigneur," i.e., the dauphin, in order to provide him with comfort 
and amusement. 

vi. ll. 4934-5467 (ed. P. Paris 1875, 213-32), mid-August 1363. During Guillaume's 
first dream sequence in the second part of the Voir Dit, a courtly entourage is playing the 
popular game of "le Roi qui ne ment" [the king who does not lie]. In 11. 4990-5243, 
Guillaume questions the king, who responds in ll. 5254-461. The sort of advice Guillaume 
offers the king (ll. 4990-5117; ed. P. Paris 1875, 215-20; cf. 397 n. !vi) makes it likely 
that Machaut is referring here to the dauphin. By the time Machaut wrote this passage (early 
in 1364?), King John had doubtless departed once more for England and Charles was again 
serving as regent of France. 

vii. Letter 35 (ed. P. Paris 1875, 266), dated 17 October [1363]. Guillaume planned a trip 
for I November to St-Quentin, and from there a visit to the duke of Normandy. 

viii. Letter 36 (ed. P. Paris 1875, 268), dated 28 October [1363]. Toute Belle repeats the 
information of letter 35 given above, item vii. 

ix. Letter 37 (ed. P. Paris 1875, 276), dated 3 November [1363]. Guillaume writes Toute 
Belle that he did not travel to St-Quentin because of enemy companies in the Beauvaisis. 

x. ll. 7580-89 (ed. P. Paris 1875, 306--7), early February 1364?179 Machaut went to see 
"un mien signeur, I Mille fois de !'autre gringneur" [one of my lords, a thousand times 
greater than the other], presumably the duke of Normandy, who in this passage causes 
further estrangement between Guillaume and Toute Belle. 

xi. Letter 43 (ed. P. Paris 1875, 346), dated 10 October [1364]. Toute Belle seeks to 
defend herself from the charges that had been leveled by "uns bien grans sires et pluseurs 

17? Cerquiglini (I 985b, 140) provides interesting commentary on this passage. In later years 
there was a royal ordinance forbidding non-nobles to hunt (De Winter 1985, 21 ). 

178 P. Paris (1875, 136 n. 3) suggests that with the words "de sa nourriture," Machaut wished 
to indicate that he was a member of the household of Charles. Yet the phrase could mean 
simply that Charles had given Machaut money, or that he had been raised in the same 
way that Charles had been, i.e., at the court of Bonne of Luxembourg. Cf. also chap. 
2.I.lj. P. Paris (1875, 189-90 n. xix) indicates that King John 11 was also at Crecy-en­
Brie in June 1363, but see Leech-Wilkinson 1993b, 115-16 n. 50. 

179 Dated in Leech-Wilkinson l993b, 128. Machabey (l955b, 1:61), who notes that the 
chronology is not sure from this point on, suggests ea. 20 December 1363 as a date for 
this event. 
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autres" [a very great lord and many others], a reference to the accusations made presumably 
by the regent during the game of"le Roi qui ne ment" (item vi above). 

d. I 364: Machaut pays property taxes. This new document was discovered independently by 
Leech-Wilkinson and A.W. Robertson. Taxes are assessed for a property owned by 
"Guillemete de Machaut" in the parish of the collegiate church of St-Timothee in Reims.180 

An exact date has not been established. 
1.15.2. MACHAUT'S PATRONS OF THE I360S 
a. References in the Voir Ditto Robert, duke of Bar. Machaut refers three times in the Voir 

Dit to the duke of Bar. 
i. letter 33 (ed. P. Paris 1875, 259), dated 9 October [1363]. Cf. chap. I.I0.2d item iv. 
ii. letter 35 (ed. P. Paris I 875, 262), dated I 7 October [I 363]. "Car monseigneur le due de 

Bar et pluseurs autres seigneurs ont este en ma maison: si y avoit tant d'alans et de venans, 
et me couchoie si tart et me Ievoie si matin, que je ne !'ay peu amender" [for my lord the 
duke of Bar and many other lords were at my house, and there was so much coming and 
going, and I went to bed so late and got up so early, that I could not write]. 

iii. a further indirect reference appears near the end of letter 35 (ed. P. Paris I 875, 265). 
"Ii estranges qui estoient a Reins" [the strangers who were at Reims]. Items ii and iii are 
discussed by Cerquiglini (I 985b, 140-4 I). 

b. !361: Machaut and Jean de Melun, count of Tancarville. Jean I! de Melun, count of 
Tancarville, was a very important royal officer during the reigns of John I! and Charles V. 
Captured with King John at Poitiers in 1356, he accompanied the king to England, but 
returned to France several times as a messenger. Jean de Melun carried the second treaty of 
London to the dauphin, and after its rejection, was frequently in the dauphin's council during 
the invasion of Edward Ill, from December 1359 until February 1360. He assisted at the 
peace talks at Bretigny (1-8 May 1360), and served as a hostage under the terms of the 
treaty. In 1361, he was back in France (Chichmaref 1909, l:lxv). With two other seigneurs, 
he brought the body of King John back to France in 1364 and continued to serve King 
Charles V.l8l Machaut mentions the count of Tancarvi!Ie in the complainte Sire, a vous 
fais ceste clamour (Cp7). The most recent views of the date of this work place it early in 
1361 (chap. 1.12.2). 

c. 1368: Machaut and Amadeus VI of Savoy. A document of 5 May 1368 at Paris records 
payment of 300 gold francs, along with an additional favor of 10 francs, from Amadeus VI, 
the Green Count of Savoy (b. 1334, r. 1343-1383) to Machaut for a roman (document 
published in Edmunds 1971; Cordey 1911, 185 n. 3). Some previous discussions of this 
document give the date as 1371 (Hoepffner 1908-21, l:xxvii; Machabey 1955b, 1:66). 
Machabey (1955b, 1:66) goes on to attach MS K [15], dated 1371, to this document, a 
suggestion that Poirion (I965, 195) repeats, and Earp (1983, 34-35 n. 75; 1989,476 and n. 
31) disputes. The discussions in Cordey (1911, 184-85) and Cox (1967, 248) verify the 
!368 date. Festivities at Paris in honor of Lionel, duke of Clarence (1338-1368), en route 
to Milan for his short-lived marriage to the thirteen-year-old Viol ante Visconti, provided the 
occasion for the meeting of Machaut and the Green Count. Froissart was present on the 
same occasion. The Green Count had left Paris on 19 April, was soon joined by the duke of 
Ciarence, and the company reached Chambcry on !I or 12 May (Cox 1967, 249); thus 
presumably the document accounts for an earlier out-of-pocket payment. 

d. Robert d' Alen~on, count of Perche. Robert, fourth son of Charles I! of Valois, count of 
Alen~on and brother of King Philip VI, ruled as count of Perche 1361-1377.182 For the 
inscription attaching MS J to Robert d'Alen~on, see chap. 3 MS [16]. 

16. Machaut and Pierre de Lusignan, king of Cyprus 
Machaut recounts the career of Pierre I de Lusignan, king of Cyprus (b. 1329, 
r. 1359-1316 January 1369), in the verse chronicle La Prise d' Alexandre, his 

180 AMR 2G 191, piece I, fol. 14lr (cited in Leech-Wilkinson !990c, 5 n. 20; A.W. 
Robertson 1992, 135). 

181 Delachenali909-3!, 2:58,83-84, 195,205, 319-20; R. Cazelles 1982 passim. 
182 Fourrier 1979, 76--77; cf. also Machabey 1955b, 1:55 n. !58. 
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last major work, possibly written on the command of Charles V.183 When the 
abbe Lebeuf rediscovered Machaut's works in the 1740s, his first interest was 
the Prise. It was primarily Machaut the historian that engaged eighteenth­
century amateurs of medieval French literature. 

In 1362 Pierre announced that he would lead a crusade to the Holy Land, a 
project that King John 11 enthusiastically supported. Pope Urban V (r. 1362-
1370) proclaimed the crusade on 31 March 1363 at Avignon, and gave the cross 
to John and Pierre.l84 Pierre then accompanied King John, named the leader of 
the new crusade, to Paris (Delachenall909-31, 2:345). On the death of King 
John in London in April 1364, the pope named Pierre as the head of the 
crusade.185 After the king's body was returned to France, Pierre was a member 
of the funeral cortege in Paris on 5 May 1364 (Delachenal 1909-31, 3:18-19; 
R. Cazelles 1982, 452). On 9 May Pierre accompanied the dauphin Charles, 
Philip the Bold, and Louis d' Anjou on the journey from St-Denis to Reims, 
where the coronation of the new king took place on 19 May. Pierre also took 
part, with Robert, duke of Bar, in the tournament held in the court of the royal 
palace on the lie de la Cite, 27-28 May 1364 (Delachenall909-31, 3:101). 

Pierre's 1364 tour of Europe, undertaken to raise funds and to enlist help for 
his planned crusade, yielded much good will but little money_186 Two works of 
Machaut are apparently connected to Pierre de Lusignan's tour, as "courtly 
compliments to a grand lady who might help Pierre gain support for his 
projects" (Wimsatt 1970, 50): (I) the complainte M on cuer, m' amour madame 
souvereinne (Cp6), with the acrostic "MARGVERITE I PIERRE," which 
Wimsatt has dated after the coronation of Charles V on 19 May 1364 (1970, 47, 
49; see below, chap. 6.5); and (2) the Dit de la Marguerite, written in 1366 or 
later for Pierre and his ally Marguerite of Flanders.l87 

Pierre left 27 June 1365 from Venice for the short-lived conquest of 
Alexandria. The city fell on 10 October 1365. After sacking the city, news that 
Moslem reinforcements were approaching forced the troops to withdraw to 
Cyprus on 16 October. Pierre's relationship with his vassals in Cyprus became 
strained late in the 1360s, and he was stabbed to death in his bed in the royal 
palace at Nicosia by his own nobles, with the complicity of his younger 
brothers.188 

183 See Tyson 1986. Perhaps Charles V knew something of the chronicles of Froissart, who 
served as secretary to Queen Philippa of England from 1361 to 1369, and wished to have 
a historical work on the illustrious career of Pierre de Lusignan from his court poet 
Mac ha ut. Lanoue (I 985) argues that Machaut intended the Prise as an epic poem cele­
brating a great crusading knight who vainly sought Christian unity against the enemies of 
Christendom. On the date of the assassination of Pierre (16 not 17 January), sec Edbury 
1980, 223-24; for other historical studies, sec chap. 5.17. Calin (I 974, 203-26) provides 
an excellent overview of the Prise. This might be the moment to mention a theory that 
Machaut authored an early version of the Roman de Melusine. or Histoire des Lusignan of 
Jean d'Arras, ordered by John, duke of Berry in 1392 (R.J. Nolan 1974). 

184 For an historical overview with further references, see Housley 1986, 40--42. 
185 Delachenal1909-31, 3:245; R. Cazelles 1982, 436; Housley 1986,42-44. 
186 Delachenal 1909-31, 3:494-96. Machaut's description of the itinerary of Pierre de 

Lusignan in 1364 is in Prise, ll. 875-1623 (sec Mas Latrie 1852, 237-45; Wimsatt 
1970, 42-47). Machaut's detailed knowledge of central Europe displayed in the Prise 
doubtless derives from experiences at the side of John of Luxembourg in the 1320s and 
1330s (chap. 1.5.3d). 

18? Machaut's Marguerite began a long tradition of "marguerite" poems in French and 
English; see chap. 5.14 and 5.18. 

188 A full account of the murder, with recent bibliography, is provided in Edbury 1980. 
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Hoepffner (1908-21, 1 :xli-xliii) argues that Machaut did not seem to have 
had any personal relationship with Pierre, while Chichmaref (1909, 1 :xvi-xviii) 
finds the description of Pierre's 1364 tour of Europe in the Prise exact enough 
to imply that Machaut did indeed know him. Machaut's account of Pierre is 
more detailed beginning with the coronation of Charles V in May 1364, 
indicating perhaps that Machaut had some personal knowledge of Pierre from 
that point on (Chichmaref 1909, l:lxiv; Wimsatt 1970, 44; Calin 1974, 212-
13). He was a popular prince, celebrated by both Froissart and Chaucer, and 
the memory of his noble exploits surely fired Machaut's imagination as he 
wrote the Prise. 

17. Machaut and Philip the Bold, duke of Burgundy 
When Philippe de Rouvre, the last Capetian duke of Burgundy, died of the 
plague at the age of fifteen on 21 November 1361, King John II took over and 
ruled the duchy through his lieutenant Jean de Melun, the count of Tancarville 
(Delachenal 1909-31, 2:287-91, 345; Henneman 1976, 215-16). John's son 
Philip, duke of Touraine (1342-1404), was formally, though secretly, named 
duke of Burgundy on 6 September 1363 (Delachenal 1909--31, 2:355), causing 
another crisis with Charles of Navarre, who also had pretensions to Burgundy. 
On 31 May 1364, the new king, Charles V, publicly confirmed the donation of 
Burgundy to his younger brother Philip (Delachenal 1909-31, 3:101-2; R. 
Cazelles 1982, 411 ). 

Machaut must have known Philip-one of the children of Bonne of 
Luxembourg and King John-from birth. He was celebrated in France as the 
brave young son who did not desert his father's side at the Battle of Poitiers 
(hence the sobriquet le Hardi), and accompanied his father to England into exile 
in 1357. In the Prise Machaut characterizes him as "Phelippe, I Qui moult en 
armes se delite" (11. 797-98) [Philip, who delights much in arms]. 

In letter 33 of the Voir Dit (ed. P. Paris 1875, 259), dated 9 October [1363], 
Machaut indicates that members of the king's entourage ["des gens du roi"] 
were lodging at his house (chap. 1.10.2d item iv); the presence of Philip the 
Bold at Reims is documented for October 1363, and surely Machaut renewed 
his acquaintance with the young duke on this occasion. 

Wimsatt (1970, 54-58) has suggested that the Fleur de Lis et Marguerite can 
be connected to Phi lip the Bold, who married Marguerite of Flanders (1350--
1405) at Ghent on 19 June 1369 (Delachenal 1909-31, 3:499-509). This is the 
latest work of Machaut to which a specific occasion and date can be attached. 
Surely Philip had a manuscript of Machaut's works in his library; one appears 
in the 1405 inventory of the library of his wife Marguerite of Flanders, possibly 
the manuscript described more fully in later Burgundian inventories, but now 
lost (chap. 3 MS [8]). 

18. 1369-77. Last years 
In the Fonteinne and Voir Dit, we see a portrait of the aging poet in the 1360s. 
A master of his craft, a master of the demands and conceits of his several 
patrons, his services were prized by the elite. He occupied much of his time 
with the various levels of transmission of his works, the everyday circulation of 
individual lyrics, both with and without music, the copying of individual 
narrative poems for various patrons, and finally, the copying of comprehensive 
manuscripts from his personal exemplar of all his works. In his last years, there 
was apparently a constant demand for manuscripts of his complete works. 

With the death of his younger brother Jean probably in 1372, Machaut was 
reminded of his own mortality. His poetic production was mostly broken off, 
and now the arrangement of his oeuvre into a definitive collection seems to have 
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been his main concern. He settled on a revised organization of the works, set 
down and copied as the index of MS A [5], before the redaction of the codex 
was begun (Earp 1983, 51-87; 1989, 482-87). As the need arose, he com­
posed a few more works specifically to round off and articulate the new collec­
tion,189 and finally he wrote the Prologue to introduce the book, perhaps after 
1372. Machaut's active role in the production of codices, particularly MS A, 
has been studied by S.J. Williams (1969), Earp (1983, chap. 2; 1989), and 
Huot (1987). 

The problem of the ordering of the works within the manuscripts continued to 
occupy the author, and even MS A, which shows signs of a struggle between 
the prescriptions of the index and the practical problems of the scribes entrusted 
with executing the instructions, cannot be regarded as definitive. The order of 
works in the posthumous MS F-G [6] may come closer to Machaut's definitive 
order, but even there one can find a few practical difficulties in the arrangement 
of the varied genres, suggesting that the problems of organization were never 
finally resolved (Earp 1983, 99-101). Finally, the late MS E [7], copied ea. 
1390 for John, duke of Berry, provides an example of a complete-works 
manuscript collected and edited according to principles very different from the 
author's. 
A. Anniversary foundation ojGuillaume and Jean de Machaut. Machaut died in 
April 1377 and was buried in the cathedral of Reims, in the same tomb as his 
brother Jean. Although Machaut's will has not survived, a brass epitaph affixed 
to a pier at Reims cathedral at least as late as the seventeenth century provides us 
with some indication of its terms. We learn that a very generous anniversary 
foundation perpetuated the memory of the two brothers.190 

Machabey (1955b, 1:69-70, 2:114-15) suggests that Machaut's Messe de 
Nostre Dame was composed for the foundation,191 an idea that Leech­
Wilkinson (1990c, 8-13) develops further. More recently, Anne W. Robertson 
(1992) has proved that Machaut's Mass is liturgically suitable for Reims 
cathedral, in that Machaut's cantusfirmi are chants appropriate for Marian feasts 
there. Further, the work is musically proper to Reims, in that musical variants 
found in Reims sources are seen in Machaut's cantus firmi for the Kyrie and 
Sanctus. The Mass was sung as the Saturday Mass for the Virgin, perhaps 
thirty-five to forty times per year, at the altar of the Rouelle, an oratory 
dedicated to the Virgin on the right side of the rood screen near the center of the 
nave.l92 The Machaut brothers' endowment-300 florins, a significant sum­
augmented the Saturday Mass of the Virgin that had already been established in 
1341 at the altar of the Rouelle by Jean de Vienne, archbishop of Reims from 
1334 until 1351. King Charles V also made two foundations at this important 
altar, one probably in 1364, after his coronation, and one in 1380, the year of 
his death. Haggh notes that such endowed Marian Masses "were thought to 
ensure the salvation of the soul after death and, in particular, to reduce the 
amount of time spent in purgatory" ( 1988, 1:503-26, esp. 508). 

189 For instance, Earp (1989, 487 n. 44) argues that the function of Vezci /es biens is essen­
tially codicological, composed specifically for a point of internal articulation in MS A. 

190 On anniversary foundations, seen. 124 above. Jean de Machaut served as the chapter's 
officer of the anniversaria in 1357 and 1358 (chap. l.II.Ii). 

191 This possibility is also cautiously reported in Hoppin 1978b, 419-20; see also Haggh 
1988, 523. 

192 The Rouelle, a round stone in the floor of the cathedral, marked the site of the martyrdom 
of Bishop Nicasius of Reims in A.D. 406 or 407 (A.W. Robertson 1992, 126-3 1). On 
the frequency of performance of the Mass, see A.W. Robertson 1992, 133, 135. 
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It was probably in the early 1360s that Machaut composed his Messe de 
Nostre Dame for the foundation (Leech-Wilkinson 1990c, 8; A. W. Robertson 
1992, 133; Leech-Wilkinson 1993a, 45, 48). During the remainder of the lives 
of the brothers, the Machaut Mass would have been performed as a Mass to the 
Virgin, hence its title, known from the rubric in MS V g [3), a manuscript 
copied in the early 1370s. After the death of Jean de Machaut in 1372, the 
addition of a prayer recited for the dead effectively transformed Machaut's Mass 
into a Requiem Mass. A. W. Robertson (1992, 120, 125, 132 n. 96) suggests 
that this change of function may explain the lack of the specific association of 
the Mass with Our Lady in subsequent manuscripts that transmit the Mass, i.e., 
MSS A, F-G, and E. 

The original endowment of the Machaut brothers was augmented subse­
quently, possibly on several occasions, and others may have had the Machaut 
Mass performed for their memory as well, even as late as 1411 (A.W. 
Robertson 1992, 125, 135). The last document to mention Machaut's Mass, 
from the year 1431, refers to its appearance in a manuscript now lost (chap. 3, 
MS [60)). 
I.I8.1. MACHAlJf AT REIMS IN THE 1370S 
a. 1372: Machaut's house. A document that includes a listing of the ten houses of canons 

situated outside the confines of the cloister mentions the house of Guillaume de Machaut: 
"Item, domum in qua inhabitat Guillermus de Machaudio, sitam prope Pourcelettam, et 
retro domum dicti magistri Stephani"193 [Item, the house which Guillaume de Machaut 
inhabits, situated near the Pourcelette and behind the house of the aforementioned master 
Stephan]. Scholars have placed the current location of the house, with its courtyard and 
garden, at 4-10 rue d'Anjou and 25-37 rue des Fuseliers. 194 Documents of the eighteenth 
century establish the large size of the house, and we know that Mac ha ut was able to lodge 
very important visitors and their retenues in it (chap. I.I0.2d item iv; 1.15.1a). We do not 
know how long Machaut had lived in the house before 1372.195 

b. 1375: Machaut absent from Reims. Machaut was absent on 29 December 1375, when 
Richard Pique was sworn in as archbishop of Reims. 196 

18.2. 1377. MACHAUT'S DEATH. MS F:RS 1773, fol. 284r (MS Weyen), records the death of 
Guillaume de Machaut in April1377: "obiit can. rem[ensis] ... april 1377."197 The brothers 
Guillaume and Jean de Machaut were buried beside each other in the cathedral (Hoepffner 
1908-21, l:xliii; Machabey 1955b, 1:69-70; Goy 1982, 154). A further reference to 
Machaut's death around this time is the letter of Deschamps of 28 May (chap. 2.I.Ih). 
Machaut's prebend, no. 40, was taken over by one Johannes Gibourty on 9 November 1377 
(Machabey 1955b, 1:69). 

193 AMR 2G 318, no. 5, cited in Chichmaref 1909, lxvii; Hoepffner 1908-21, l:xxvi n. 2; 
Brejon de Lavergnee 1982, 149 n. 2; Leech-Wilkinson 1990c, 5 n. 23. The document is 
published in Varin '" ·1 -48, 3:369-70 art. 10. Brejon de Lavergnee (1982) describes the 
substance of the document. 

194 See Machabey 1955b, 1:38-41J, 67 (floor plan facing p. 17); Desportes 1979, 298 nn. 
26-27; Brejon de Lavergnee 1982, 149-52 and plates i-ii, facing p. 152. 

195 There is no proof for the hypothesis of Douce (1948, 16), that Machaut himself had the 
house built in 1335 (Brejon de Lavergnee 1982, 149). Many of the fantastic speculations 
of Douce apparently derive from Kalas (1921, II7-25; cf. Machabey 1955b, 1:40 n. 
107). 

196 F:RS 1780, pp. 75-77, cited in Leech-Wilkinson 1990c, 5 n. 17. According to Goy 
(I 982, 155), the speeches of both Louis Thesart in 1374 (archbishop of Reims from 
March 1374 until October 1375, see Desportes 1979, 318 n. 77) and Richard Pique in 
1375 (archbishop from February 1376 until December 1389) are lacking in the archives. 

197 Cited in Tarbc 1849, xxxiv; Chichmaref 1909, l:lxviii; Hoepffner 1908-21, l:xliii; 
Machabey 1930, 446; 1955b, 1:69, 1:71 n. 202, 2:185; 1955c, 249,251. 
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I.I8.3. FOUNDATION OF A MASS FOR THE VIRGIN ON SATIJRDAYS 
a. Epitaph. According to the brass inscription, Jean and Guillaume de Machaut left money for 

the performance of a sung Mass to the Virgin: "oratio de defunctis . diebus sabbathi 
cunctis. I pro animabus corum . amicorumque suorum. I dicctur a sacerdote. celebraturo 
devote. I ad roellam in altari . missam quae debet cantari" [a prayer for the dead will be said 
every Saturday for their souls and for those of their loved ones by a priest who will devoutly 
celebrate the Mass which should be sung, by virtue of their prayer, with pious devotion to 
their memory at the altar near the Roue/le (cd. and trans. A.W. Robertson 1992, 100, 
101)].198 

There arc two sources for the reading of the lost epitaph: (I) F:RS 1941, p. 94, an early 
eighteenth-century copy by Charles Drouin Regnault, cure of Bezannes, which includes an 
introductory paragraph: "Guillaumc et Jean de Machaux, tous deux freres et chanoincs de 
I'eglise de Notre-Damc de Reims. Cc sont eux qui ont fonde la messe de la Vierge qu'on 
chante les samedis dans la susdite cglisc. C'cst ainsi que s'en explique leur epitaphe que l'on 
voit sur du cuivre proche I'autcl de la Roelle, a la ncf' (ed. A.W. Robertson 1992, 103 n. 
11) [Guillaume and Jean de Machaut were both brothers and canons of the church ofNotre­
Dame of Reims. They are the ones who founded the Mass of the Virgin that is sung on 
Saturdays in the aforementioned church, as explained in their epitaph which can be seen on 
the brass plaque near the altar of the Roue/le in the nave (trans. adapted from A.W. 
Robertson 1992, 103)]; (2) F:RS 1773 (MS Weycn), fol. 488v (cited in Lecch-Wilkinson 
1990c, 11 n. 39). 

b. 1407 and 1411: money added to the foundation of Guillaumc and Jean de Mac ha ut. An 
ordinance of the cathedral chapter of 3 August 1411 records the sum of 300 French florins 
added to the foundation for the anniversary service ofGui!laume and Jean de Machaut.199 By 
then the endowment had reached at least forty livres per year, large enough for us to assume 
that a polyphonic Mass was being performed (A.W. RoberL,on 1992, 135-36). 

198 See also the edition and translation by Leech-Wilkinson (1990c, 10--II), improved in the 
1992 paperback edition based on discussions with Roger Bowers. A less accurate reading 
of the inscription is given by Goy (1982, 154, with French translation); another 
translation is in Machabey 1955b, 1:69-70; also published in Tarbe 1849, 184-85; 
Hoepffner (I 908-21, xliii) cites some other modem publications of the epitaph. 

199 AMR 2G 357 no. 20, cited in Chichmaref 1909, l:lxviii n. 2; Machabey 1955b, 1:70; 
Goy 1982, 153; Lecch-Wilkinson 1990c, 11 n. 40. For a full discussion, see A.W. 
Robertson 1992, 124-25, 135-36. 
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Machaut's Literary and Musical Legacy 

1. Literary legacy in the fourteenth century1 

Gilles Li Muisis (1272-1352), abbot at St-Martin of Tournai, mentioned 
Machaut along with Philippe de Vitry and Jean de le Mote in his Meditations of 
1350.2 From about this point on, Machaut's literary influence can be considered 
pervasive. The lyrical forms consolidated by Machaut-the 1ais, chants royaux, 
complaintes, ballades, rondeaux, and virelais-provided models for succeeding 
generations of poets. Similarities of story line or narrative structure or even 
close quotation and translation of Machaut's language are common among his 
literary heirs. Further, the cowardly and humorously inept narrator figure, 
characteristic of Machaut's amorous dits, is often met with in works of the 
following generation.3 Indeed, Machaut's influence was so pervasive, his style 
so commonplace, that the novelty of his achievements was soon forgotten. If 
one considers the major poets who immediately followed Machaut, including 
Jean Froissart, Geoffrey Chaucer, Eustache Deschamps, Oton de Granson, and 
Christine de Pizan, only Deschamps and Oton mention Machaut by name. 
A. Jean Froissart (1337?-after 1404). Froissart must have known Machaut's 
poetry intimately. His poetical forms, rhetorical techniques, and language derive 
from Machaut. He was particularly influenced by Machaut's dits with inter­
polated lyrics, the Remede, Fonteinne, and Voir Dit.4 

Examples of Machaut's influence on Froissart's four long dits are discussed 
by Wimsatt (1991 b, 189-90). The Paradis d' Amour (ea. 1365), written in 
England, was modeled on the Remede and the Fonteinne (Wimsatt 1968, 120--
21); the Espinette Amoureuse (ea. 1370) is also modeled on FonteinneS; the 

I An excellent summary of Machaut's renown is given in Cerquiglini 1986b, 19-21; see also 
Hoepffner 1908-21, l:i-x; Machabey 1931, 411-15; Eichelberg 1935, 125-29; Machabey 
1955b, 2:163-70; Sonnemann 1969, 11-14; Calin 1974, 245--46; Brownlee 1989a, 113; 
Miihlethaler 1989, 405-9; Calin 1994, 227-28. 

2 Ed. Kervyn de Lettenhove 1882; cf. Hoepffner 1908-21, I :iv; Gennrich 1926-27, 516; 
Machabey 1955b, I :46; G. Olson 1979, 284-85; Wilkins 1979, I (with trans.); Palmer 
1988, xv (with trans.); Earp 1989, 462; Miihlethaler 1989, 408; Wimsatt 199lb, 51 (with 
trans.), 275; Cerquiglini-Toulet 1993b, 9-10. For further bibliography on Gilles Li Muisis, 
see Bade! 1980, 74 n. 52. 

3 See, for instance, Calin 1978, 177; 1979, 127, 137. 
4 There are relatively few studies of Machaut and Froissan. The only monograph on the 

subject is Geiselhardt 1914. Material can be gleaned from the introductions to the recent eds. 
of Fourrier (1963; 1974; 1975; 1979) and books by Poirion (1965, 205-18 et passim; 
1971, 197-202), Wimsatt (1968; 199lb, chap. 6, esp. 181-90), Wilkins (1969a), Kelly 
(1978), Dembowski (1983), Cerquiglini (1985b), Huot (1987), and Figg (1994b). See also 
the articles by Whiting (1946), Cartier (1966; 1967), Wimsatt (1970-71; 1972a), Kibler 
(1978), Wolfzettel (1980), Wilkins (1983b), Nouvet (1986), R. Morris (1988), Bennett 
(1991), Calin (1993), and Figg (1994a). For brief overviews of Froissart's poetical works, 
see Dembowski 1978; Figg 1994b, 5-18. Dembowski (1987b, 99-100 and notes 1-7) 
considers Froissart' s reception, with a bibliographical overview. 

5 Wimsatt (1968, 127) also mentions the Remede and Voir Dit as sources; see further Poirion 
1965, 213-14. 
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Prison Amoureuse, written for the captivity of Wenceslas of Luxembourg in 
1371-72, relates to the situation of the Confort but is most strongly modeled on 
Machaut's Voir Dit (Fourrier 1974, 15-16); finally, Froissart's Joli Buisson de 
Jonece (ea. 1373) is influenced by all three of Machaut's narratives with lyrical 
interpolations, the Remede, Fonteinne, and Voir Dit. One ofFroissart's shorter 
narratives, the Dittie de la Flour de la Marguerite, makes it clear that he knew 
Machaut's Marguerite as well as his Lis et Marguerite. Wimsatt also sees a 
relation between Machaut's complainte A toi, Hanri (Cp3) and Froissart's Dit 
dou Florin and discusses in detail Froissart's imitation of Machaut's double 
ballade Quant Theseus I Ne quier (B34) in a similar ballade, Ne quier veoir 
Medee ne Jason. 6 

Two occasions for a possible meeting of Machaut and Froissart have come to 
light, one in October 1360 at Calais (chap. 1.14), and another in April 1368 at 
Paris (chap. 1.15.2c). Although Froissart never mentioned Machaut by name, 
perhaps the closest he came to a direct reference is a moment in the Joli Buisson 
de Jonece of ea. 1373, in which the narrator sets off "En chantant un motet 
nouviel I Qu'on m'avoit envoiiet de Rains" (11. 5075-76; ed. Fourrier 1975) 
[singing a new motet sent to me from Reims). Machaut's last motet dates from 
ea. 1360, and it seems reasonable to suggest that Froissart did not mean a piece 
that we call a motet, but rather a new polyphonic ballade or rondeau, the sort of 
work that to a non-musician would surely have sounded as complicated and 
learned as a motet.? 

Froissart also shows his debt to Machaut through his manuscripts. The 
complete poetical works of Froissart are preserved in two large manuscripts, 
dating from 1393 and 1394, that are carefully ordered by genre and chronology, 
in imitation of Machaut's complete-works manuscripts.8 
B. Geoffrey Chaucer (ea. 1343-1400). Fascination with the genius of the 
English poet Chaucer has brought forth a great deal of scholarship, and the 
aspect of his literary sources has not been slighted. Much of his poetic work is 
modeled on French fonns and the courtly themes of the Roman de la Rose. 
Among Chaucer's contemporaries, Machaut was the most important influence 
on his fonnation as a poet. Machaut's poetry is especially important for the 
Book of the Duchess and Legend of Good Women, but Chaucer also used 
Machaut for the House of Fame, Troilus and Criseyde, and for the Monk's 
Tale.9 Several Chaucer scholars have provided English translations of 

6 See chap. 7 .3, "textual legacy" of Quant These/is I Ne quier. Other lyrics of Froissart 
imitate Machaut's De toutes (B31) and Je puis (B28); see these titles in chap. 7.3. 

7 On the term "motet" in this context, see Frobenius 1985, 6--7. The word is possibly 
intended in the same sense in Christine de Pizan's Dit de la Rose of 1402 (!. 103; ed. M. 
Roy 1886--91, 2:32; see the quotations and discussion in Domling 1970, 18-19), and in the 
Dit de la Pastoure (1. 643; ed. M. Roy 1886--91, 2:243). 

8 See the description of the two Froissart manuscripts in Fourrier 1963, 7-12, and the 
comments in Geiselhardt 1914, 12-16; Poirion 1965, 206; Huot 1987, 238-41 and chap. 
10. Some arguments against the view that Froissart's manuscripts present his works in 
chronological order are given in Wimsatt 1972a, 393-96. 

9 For contexts, consult the notes to the editions of F.N. Robinson (1957) or Benson (1987), 
although the references there are far from complete. A wealth of material on Chaucer's 
borrowings from Machaut is found in the writings of Wimsatt (1967a; 1967b; 1968; 1970; 
1970-71; 1972a; 1974; 1975; 1976; 1977; 1978; 1979; 1981; 1985; 199la; 199lc; and 
especially 199lb; Wimsatt/Kibler 1988); see also Dillon 1974, 142-45. For a look at 
Machaut's importance for Chaucer's works from the point of view of a scholar of French 
poetry, see Calin 1987b; 1994, 273-370. L.K. Morris (1985, 285-89) provides a recent 
bibliography on Chaucer's sources, and Peck (1983; 1988) has prepared detailed 
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Machaut's narrative poetry, intended for students and scholars of Chaucer's 
works, but valuable for any English-speaking Machaut enthusiast as welL 10 

Judging from the wide range of Machaut's works-both narrative and 
lyrical-that Chaucer used, he may have read Machaut's poetry from a 
complete-works manuscript (Wimsatt 1968, 86-87). Perhaps Chaucer was able 
to consult the extant MS C during the captivity of King John II in London 
(Wimsatt/Kibler 1988, 53-54), or he may have been able to consult a Machaut 
manuscript that Froissart might have brought to London with him in the early 
1360s, or perhaps there was a Machaut manuscript in the possession of one of 
the French hostages brought to England late in 1360 in fulfillment of the terms 
of the Treaty of Bretigny. Chaucer also could have read Machaut on his many 
travels and diplomatic missions to the continent, for instance in 1359-60, when 
he was captured by the French during the Siege of Reims (Emerson 1912, 352-
55; Crow/Olson 1966), an occasion which may have provided him with an 
opportunity to meet Machaut himself. Machaut and Chaucer might also have 
met at Calais in 1360 (see chap. 1.14). A final occasion for a possible meeting 
between Machaut, Froissart, and Chaucer presented itself in April 1368 (chap. 
1.15.2c), however, it seems more probable that Chaucer did not travel to Milan 
in the spring of 1368 in the entourage of Lionel, duke of Clarence, although he 
may have arrived there in time for the wedding. See also Wimsatt (199lb, 96) 
for speculations concerning John, duke of Berry as an intermediary for a 
meeting between Machaut and Chaucer. 
C. Eustache Deschamps (ea. 1346-ca. 1406n). The poet Eustache Deschamps 
was probably a student of Machaut at Reims, and there is even a reference that 
Deschamps was Machaut's "nephew," whom he raised from childhood (chap. 
2.1.lc; 2.l.lj).l1 Although Deschamps's poetry is formally in the tradition of 
Machaut and he doubtless knew all of the works of the older master, he did not 
often write amorous poetry like Machaut's (see the analysis in Kendrick 1992). 
Poirion provides informative surveys (1965, 224-26; 1971, 282-83),12 and 
Wimsatt has recently provided the most complete treatment of Machaut's 

bibliographies of some selected works, but note that Chaucer bibliographies fast go out of 
date. Rather than listing dozens of books and articles, I refer the reader to these 
bibliographies for further information. For selected bibliography relating to individual 
Machaut works, see the discussions below, chaps. 5-7. Yearly updates of Chaucer 
bibliography are found in the Chaucer Review, Neophilologus, and Yearbook of Chaucer 
Studies. For references to music in Chaucer, see C. Olson 1941; Preston 1951; Wilkins 
1979, chap. 4. 

10 There are complete translations of Prologue (Palmer 1993a), Vergier (Palmer 1993a), 
Jugement Behaingne (Windeatt 1982; Palmer 1984; Wimsatt/Kibler 1988), Remede 
(Wimsatt/Kibler 1988), Jugement Navarre (Palmer 1988), Alerion (Gaudet/Hieatt 1994), 
Confort (Palmer 1992), and Fonteinne (Palmer 1993a; Cerquiglini-Toulet 1993d in modem 
French). Forthcoming are translations of Voir Dit (Palmer/Leech-Wilkinson) and Prise 
(Palmer). Partial translations of material relating specifically to Chaucer's Book of the 
Duchess (from Jugement Behaingne, Remede, Lyon, and Fonteinne) are found in Windeatt 
1982 and Phillips 1982; see also Windeatt 1982 for material relating to the Legend of 
Good Women (extracts from Jugement Navarre and Lis et Marguerite, as well as the 
complete Marguerite). Windeatt (1982) does not limit himself to Machaut's works, but 
provides translations of excerpts from various works of Nico1e de Margival, Jean de Conde, 
Froissart, Deschamps, Granson, and others. Translations of a few of Machaut's lyrics are 
found in Wimsatt 1991 b, and among recordings of the music (see chap. 8.3 and 8.8). 

11 In a review of Imbs I 991, Aloysia R. Berens suggests that Deschamps was the secretary 
Machaut referred to in the Voir Dit. 

12 See also Queux de Saint-Hilaire/Raynaud 1878-1903, 11:223-24. 
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influence on Deschamps.13 
The Deschamps manuscript tradition shows some influence of the Machaut 

manuscripts in that all of Deschamps's works are collected into a single 
enormous manuscript (F:Pn 840, 582 fols.). This manuscript was copied 
posthumously, however, and displays a haphazard organization.l4 

A professional court poet par excellence, Deschamps was no musician, and 
the distinction drawn between poetry to be read (natural music) and poetry set to 
music (artificial music) in his treatise L' Art de Dictier (1392) has been widely 
studied (see chap. 2.1.1m). It provides official acknowledgement of the dis­
association of lyrical poetry and music that by then had long been in force. 
Machaut stands as the last major poet of the time who was epoch-making in 
music as well. 

Deschamps, alone among the poets influenced by Machaut, made many direct 
references to him, doubtless further evidence of the close personal relationship 
he enjoyed during Machaut's lifetime. The most important of Deschamps's 
works connected with Machaut include the double ballade on Machaut's death 
(2.1.lf-g), and several references relating to the Voir Dit (2.1.1e; 2.1.1 i-k). 
2.1.1. REFERENCES UNKING MACHAUT AND DESCHAMPS 
a. A report of the Siege of Reims (1359--{50) is in the Miroir de Mariage (ed. Queux de 

Saint-Hilaire/Raynaud 1878-1903, 9:375, 380). Machaut was of course present on this 
occasion. Unfortunately, Deschamps's report merely translates from the Grandes 
Chroniques de France, and this lends it less value as a potential eyewitness account.15 

b. Ballade, Veulz tu la congnoissance avoir I Des Champenoys et leur nature? (ed. Queux de 
Saint-Hilaire/Raynaud 1878-1903, 8:177-78, no. 1474) [Would you like to know about 
the nature of the Champenois?]. In the third strophe, Deschamps cites the 
accomplishments of Philippe de Vi try and Guillaume de Mac ha ut: "Vittry, Machault de 
haulte em prise, I Poetes que musique ot chier" (Il. 28-29) [Vitry and Machaut of great 
enterprise, poets whom Music held dear (trans. Wimsatt 1991b, 244)). This reference was 
cited as long ago as Tarbe (1849, vi); cf. also Hoepffner 1908-21, l:iv; Poirion 1965, 
225; Cerquiglini 1985b, 83; and above, chap. 1.2.2. 

c. An anonymous treatise of the second rhetoric datable between ea. 1404 and 1432, the 
Regles de la Seconde Rettorique, provides our only evidence of a blood relation of 
Deschamps to Machaut: "Aprez vint Eustace More!, nepveux de maistre Guillaume de 
Machault Iequel fut bailli de Senliz et fut tres souffisant de diz et balades et d'aultres 
choses" (ed. Langlois 1902, 14) [afterwards came Eustache More! (i.e., Eustache 
Deschamps), nephew of master Guillaume de Mac ha ut, who was bailiff of Senlis and was 
very skilled at dits, ballades, and other poems]. 16 Deschamps's most direct statement of 
his relationship with Machaut is that Machaut "nourished" him (below, item j). 

d. Lay Amoureux, Con/re la saison nouvelle (ed. Queux de Saint-Hilaire/Raynaud 1878-
1903, 2:193-203 no. 306). The scene in ll. 296-99 (ed. 2:202), with Deschamps hidden 
behind a bush, recalls the scene near the opening of the Jugement Behaingne. A lover 
addresses the god of Love:" ... Vez la Eustace I Qui doit bien estre en vostre grace. I 
Guillaume et lui noz faiz escriprent; I Venus et Juno les nourrirent" [See Eustache there, 
who well deserves to enjoy your grace; Guillaume and he have written our (lovers') deeds; 

13 Wimsatt 1991b, 82, 244-48; see also Deschaux 1978b; J. Stevens 1984; Brownlee 1984, 
209-11; and Waiters 1992,64--66,72. 

14 Poirion 1965, 218-19; see the study of F:Pn 840 in Tesniere 1986. In his ballade Doulz 
Zephirus qui faiz naistre les flours (ed. Queux de Saint-Hilaire/Raynaud 1878-1903, 
5:229-30 no. 984), Deschamps laments the theft of a manuscript of his works (str. 2 is 
translated in Wimsatt 1991 b, 252-53); see Queux de Saint-Hilaire/Raynaud 1878-1903, 
1:203-4; and Geiselhardt 1914, 11. 

15 Queux de Saint-Hilaire/Raynaud 1878-1903, ll:l98; Machabey 1955b, 1:50--51; Wimsatt 
1991b, 245. 

16 Discussed in Queux de Saint-Hilaire/Raynaud 1878-1903, 11:11-12; Wimsatt 1991b, 
244-45. 



2.1. Legacy in the fourteenth century 57 

Venus and Juno nurtured them (trans. Wimsatt 199lb, 245)]. See also the discussion in 
Cerquiglini 1985b, 114. The Lay de Franchise, Pour ce que grant chose est 
d' acoustumance (ed. Queux de Saint-Hilaire/Raynaud 1878-1903, 2:203-14 no. 307) also 
has a scene in which the narrator hides in a bush: "En un busson me mis en tapinage I 
Pour regarder de celle gent la vie (11. 99-100, ed. 2:207) [I stealthily hid myself in a bush 
to watch the life of these people (trans. Palmer 1984, xvi; 1988, xi; 1992, xi)], cited by 
Poirion 1965, 413; Windeatt 1982, xv. 

e. 1369 or 1375. Ballade, Treschiers sires, vueillez remercier (ed. Tarbe 1849, xvi-xvii n. 
[excerpts); Queux de Saint-Hilaire/Raynaud 1878-1903, 1:248-49 no. 127). The ballade, 
addressed to Guillaume de Machaut, documents an occasion when Deschamps read aloud 
an extended passage on Fortune from the Voir Dit before Louis de Male, count of 
Flanders and many knights. Significantly, MS K [IS] (dated 1371) and the related MS J 
[16] contain only this passage excerpted from the Voir Dit (cf. Ludwig 1926-54, 2:14* 
and n. 3; Cerquiglini 1982, 257; !985b, 63, 88). Deschamps also delivered a letter and a 
manuscript (presumably a copy of the Voir Dit itself) to Count Louis on this occasionP 
Two dates have been proposed for the events described in the ballade; (I) the 19 June 1369 
marriage at Ghent of Philippe the Bold and Marguerite of Flanders, proposed by the 
marquis de Queux de Saint-Hilaire (Queux de Saint-Hilaire/Raynaud 1878-1903, 1:377; 
see chap. 1.17); and (2) the March-May 1375 peace conference held at Bruges, with 
Philip the Bold in attendance, a date proposed by Raynaud (Queux de Saint­
Hilaire/Raynaud 1878-1903, 11:22, 224).18 Wimsatt (1991b, 245 and n. 18) leans 
towards the 1369 date, because the Voir Dit would have been more current then. 
Hoepffner (1908-21, l:iv-v n. 4) also apparently thought 1375 too late a date. For 
further discussion of this episode, see Chichmaref 1909, l:lxvii-lxviii; Hoepffner 1908-
21, l:xxvii; Sonnemann 1969, 140-41; Ruhe 1975,284. 

f and g. 1377. A deploration on the death of Machaut in the form of a double-ballade, (f) 
Balade pour Machaut: Armes, Amours, Dames, Chevalerie; and (g) Autre Balade: 0 fleur 
des fleurs de toute me/odie (ed. Queux de Saint-Hilaire/Raynaud 1878-1903, I :243-46 
nos. 123-24; see also the notes on pp. 375-76), set to music by F. Andrieu. See chap. 
7.4 and 8.5 for additional bibliography and a brief account of the textual and musical 
legacy of this important work. 

h. 28 May [1377?]. Deschamps sent a letter to a nun of a convent at les Andelys (dept. 
Eure), which mentions Machaut (ed. Queux de Saint-Hilaire/Raynaud 1878-1903, 8:52-
53 no. 1416; cf. also 11:24; Ruhe 1975, 278-79,448 n. 13). "Vous envoi de maistre 
Guillaume I De Machaut ce que fait en ay I A vec un povre virelay" (11. 44-46) [I send to 
you what I have made concerning master Guillaume de Machaut, along with a poor 
virelay ]. Presumably Deschamps is referring here to the double ballade on Machaut' s 
death, items f and g above. The virelai is apparently on another subject, since no such 
deploration on Machaut is known, and in any case, the virelai form seems inappropriate 
for such a work. On the other hand, there is nothing in the letter to suggest an exact year, 
and Deschamps may be referring to other poems on Mac ha ut now lost. See the discussion 
in Cerquiglini 1985b, 46-47. 

i. Rondeau, Cilz qui onques encores ne vous vit (ed. Queux de Saint-Hilaire/Raynaud 1878-
1903, 4:94 no. 685, and cited in the Art de Dictier, 7:284; Patterson 1935, 121-22 
[wrongly attributed to Machaut]). This work parodies the first lyrical interpolation of the 
Voir Dit, the rondeau Cel/e qui unques ne vous vid (1. 169, ed. P. Paris 1875, 7), ascribed 
in the Voir Dit to Toute Belle. 

j. Ballade, Apres Machaut qui tant vous a ame (ed. Tarbe 1849, xxxiv [str. I]; P. Paris 
1875, xxvi [str. I]; Queux de Saint-Hilaire/Raynaud 1878-1903, 3:259-60 no. 44 7; 
Wilkins 1969a, 68..{59 no. 52). This ballade contains the oft-cited remark that Machaut 
"nurtured" Deschamps: "Qui m'a nourry et fait maintes dow;:ours" (1. 5) [who nurtured me 
and did me many kindnesses (trans. Wimsatt 1991 b, 248)]. 19 The entire work is 

17 Tarbe (1849, xvi-xvii n. I) discusses passages from strophes 2-3. 
18 On the conference, see Delachenal (1909-31, 4:568-70). After a further peace conference 

held a year later (31 March-! April 1376), Louis de Male provided a large tournament 
(Delachenal 1909-31, 4:587). 

19 Wimsatt (1991 b, 245) also suggests "educated" as a translation for "nourry." See further 
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supposedly aimed at Peronne, Machaut's young admirer in the Voir Dit, who is directly 
addressed in the third strophe (I. 16, "He! Peronne ... "). Deschamps proposes that he be 
her loyal lover now that Machaut is dead. Such an absurd conceit would have been savored 
by all at court with a knowledge of Machaut's dit (see Wimsatt 1993, 22-23). Brownlee 
(l978a, 219-20; 1984, 7-8) discusses Deschamps's application in this poem of the term 
poete to Machaut. It provides an earlier date for the use of this term for a vernacular poet 
than the date ea. 1400, proposed previously by Jung (1971, 55). See also discussion in 
Zumthor 1972, 274 (=Eng. ed., 220); Cerquiglini l985b, 88-89; Zeeman 1988, 837; 
Lowinsky 1989, 1:368 (with trans. of str. land 3); Miihlethaler 1989, 405; Imbs 1991, 
252-53; Wimsatt l99lb, 247--48; Waiters 1992,65-66 (with trans. of str. l). 

k. Ballade, A vous m' octroy de vray cuer et de bon (ed. Queux de Saint-Hilaire/Raynaud 
1878-1903, 3:318-19 no. 493). Peronne's evident refusal to the advance made in ballade 
44 7 (above, item j) is recorded here. Addressed to a lady named Gauteronne, the refrain 
urges: "Recevez moy: j'ay failli a Perronne" [Take me, I failed with Peronne (trans. 
Wimsatt l99lb, 248)]. This ballade is further discussed in Poirion 1965, 226 n. 118; 
Thiry-Stassin 1970, 51; Cerquiglini l985b, 228, 235 n. 27; Zeeman 1988, 837; Imbs 
1991, 252-53; Wimsatt l99lb, 248; 1993,23. 

I. Ballade, He! gentils rois, dus de Poligieras (ed. Queux de Saint-Hilaire/Raynaud 1878-
1903, 5:53-54 no. 872). As in ballade no. 1474 (above, item b), Deschamps mentions 
Machaut and Vitry together. "Puis que la mort fist Machaut departir I Et que Vi try paia de 
mort la debte" (ll. 5-6) [Since death made Machaut depart, and Vitry paid his debt to 
death]. The poem celebrates a great poet, and as Raynaud comments (Queux de Saint­
Hilaire/Raynaud 1878-1903, 5:53 n. a), the work appears to be addressed to Deschamps 
by another poet (see also Poirion 1965, 228). Wilkins (1968, 4 7) suggests that 
Deschamps is indeed the author, addressing perhaps Froissart. 

m. 1392. Art de Dictier (ed. Queux de Saint-Hilaire/Raynaud 1878-1903, 7:266--92; extract, 
with glossary in modem French in Poirion 1971, 246--47; ed. and trans. Sinnreich 1987). 
Deschamps cites two rondeaux of Machaut (ed. Queux de Saint-Hilaire/Raynaud 1878-
1903, 7:286-87; Sinnreich 1987, 114-15; trans. pp. 139--40), without attribution, to 
illustrate aspects of rondeau form: Vo dous regars (R8), and Certes, mon oueil 
(R l5=Lo234). On the important discussion of "natural" and "artificial" music, see 
Patterson 1935, 1:84-96 et passim; Lote 1949; Preston 1951, 618-19; S.J. Williams 
1952, 23-26; Dragonetti 1961; Laurie 1964; Poirion 1965, 146--47, 167, 232, 316; 
Varty 1965; Sonnemann 1969, 26--27; G. Olson 1973; Silver 1975, 157-58; Page 1977; 
Kelly 1978, lO-ll, 255; Liihmann 1978,7, 33-39; Lubienski-Bodenham 1979, 33-35; 
Winn 1981, 121; Zink 1982; Cerquiglini 1983, 283-85; Lukitsch 1983, 264-66; 
Giinther l984a, 229-30; J. Stevens 1984, 121-29; Cerquiglini l985b, 85; Brownlee 
I989a, l 12-13; Miihlethaler 1989, 402-3; Wilkins 1989, 348-52; LW. Johnson 1990, 
57; Brownlee l99la, 25 n. 23,232 n. 32; Wimsatt l99Ia; 199lb, chaps. land 9, esp. 
12-16, 281-91; Welker 1992, 188-89; Zink 1992, 277-78; Magnan 1993, 51-64; 
Wimsatt 1994, esp. 28--40. De Winter (1985, 27) suggests that Deschamps wrote the Art 
de Die tier for the instruction of Duke Philip the Bold of Burgundy; cf. also Poirion 1965, 
147--48. 

n. Lay de Plour, Lais je fui jadis con trains (ed. Queux de Saint-Hilaire/Raynaud 1878-1903, 
2:306-14 no. 31 0). This work is related to Machaut by virtue of its title, familiar from 
Machaut's two Lays de Plour: Malgre Fortune (Ll9/l4), and Qui bien aimme (L22/l6); 
in addition, it contains a eulogy of John of Luxembourg (11. 177-204) and may thus have 
been inspired by the Confort, where Deschamps would have found several passages 
celebrating John (cited by Poirion 1965, 225, 419; for specific passages from the Confort 
that praise John of Luxembourg, see chap. l.5.lc and 1.5.3). 

D. Oton de Granson (ea. 1345-1397). A Savoyard knight renowned as a poet, 
Oton de Granson was also influenced by Machaut, although interestingly, much 
of Machaut's influence on Granson was distilled through the works of Chaucer, 
whom Oton knew well. Wimsatt (1991 b, 219-27) provides the best recent 

discussion in Poirion 1965, 225-26; Cerquiglini l985b, 89 n. 77; Imbs 1991,268 n. 70 
(to p. 162), 252. 
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discussion of Machaut's influence on Oton, tracing some echoes of Machaut's 
Lyon and Alerion in Oton's Songe Saint Valentin. The Livre de Messire Ode, 
modelled on Machaut's Voir Dit, further demonstrates Oton's familiarity with 
the lugement Behaingne, Remede, Alerion, and Fonteinne (Wimsatt 199lb, 
227-34). 

Oton directly mentions Machaut once, in his Lay de Desir en Complainte: 
Belle, tournez vers moy voz yeux (ed. Piaget 1941, 229-36). In strophe !0, he 
cites the authority of Guillaume de Machaut concerning Desire: "Maistre 
Guillaume de Machault I Dit bien que revengier n 'y vault" (11. 157-58, ed. 
Piaget 1941, 234; cited already in Sandras 1859, 289) [master Guillaume de 
Machaut well advises that it is not worth taking revenge over], before going on 
to mention Guillaume de Saint-Amour (1. 161) and Jean de Meun (11. 179-80). 
Poirion (1965, 418-19) suggests that the Lay de Plour in Oton's Livre Messire 
Ode (ed. Piaget 1941, 409-14) was inspired both by Machaut's first Lay de 
Plour, Malgre Fortune (Ll9), and by the complainte Amours, tu m'as tant 
(Cpl). Finally, Cerquiglini-Toulet (1993d, 25) notes that the title of the 
Complainte de/' an nouvel que Granssonfist pour un chevalier qu'il escoutoit 
complaindre (ed. Piaget 1941, 199-201) [New Year's complainte that Granson 
wrote for a knight he heard complaining] recalls the opening situation of 
Machaut's Fonteinne. 

Alain Chartier specifically associated Oton and Machaut (chap. 2.3.2b), and 
the two poets are further linked by the fact that the transmission of Oton's 
poetry is somewhat confused with works of Machaut (chap. 3.5 below, intro­
duction). 
E. Anonymous authors. Machaut also exerted influence on less gifted 
anonymous authors, for example, the author of the Dit dou C erf Blanc (an opus 
dubium sometimes ascribed to Machaut; see chap. 5.19), the author of Ou mois 
qui est peres de joie, an imitation of Jugement Behaingne (see chap. 3, MS Kr 
[36]), and the author of the prose romance known as the Roman de Cardenois 
(see chap. 3, MS Mn [ 43]). 

An additional citation of Machaut is found in a Latin letter of ea. 1395 by Jean 
Lebegue (1368-1457), then a secretary at the royal chancery, to Pierre 
Lorfevre, chancellor of Louis d'Orleans, requesting the hand of his daughter 
Catherine (Ouy 1967). The single allusion in the letter to contemporary literature 
is to Machaut: "eximium condam rethoricum Guillelmum de Mascaudio" (Ouy 
1967, 401; see also 379,385, 389) [eminent erstwhile rhetorician Guillaume de 
Machaut].20 He will depart, and in the wasteland, unconsoled, lament his 
misery, perhaps recalling Machaut's complainte A toi, Hanri (Cp3). 

2. Literary legacy in Spain, 1380-1470 
Machaut's works were also known on the Iberian peninsula, especially in the 
Francophile court of Aragon, where his works exerted an influence well into the 
fifteenth century.21 John I, king of Aragon (b. 1349, r. 1387-1396), himself a 
poet and composer of French rondeaux, ballades, and virelais, is well known as 
a patron of French minstrels.22 Several letters of his wife, Yolande of Bar 

20 Ouy (1967, 385 n. 59) points out that this phrase may refer to Deschamps's "La mort 
Machaut le noble rethorique," the refrain of the two ballades of deploration discussed above, 
chap. 2. I.I f-g. 

2! The standard work on French literary influence in Catalonia from the thirteenth to the 
fifteenth century is Pages 1936. 

22 On John I as poet-musician, see Ludwig 1926--54, 2:32a* and the extensive bibliography 
cited there; Pages 1936, 26--30; Giinther 1964, 172-73; G6mez 1979; 1985a, 166--{)8; 
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(1365-1431; married 2 February 1380), record her intense interest in Machaut's 
works (chap. 2.2.1).23 There is also a Catalan imitation of the Voir Dit (ed. 
Meyer 1891). 

Some fifteenth-century Catalan poets, such as Andreu Febrer (ea. 1375---ca. 
1444) and Pere Torroella (fl. ea. 1438-ca. 1501), were greatly influenced by 
Machaut's poetry.24 Knowledge of Machaut's musical works is attested in a 
backhanded way by the anonymous author of a fifteenth-century hunting book 
of King John I of Portugal (b. 1357, r. 1385-1433), who compares the 
harmonious effect of hunting dogs running together in coordination to the har­
monies of Machaut's polyphony: "Guilherme de Machado nom fez tarn fermosa 
concordan~a de melodia, nem que tarn bem pare~a como a fazem os caaes 
quando bem correm" (cited by Ludwig 1926-54, 2:32*; quotation of larger 
context on p. 70*) [Guillaume de Machaut has not composed such a beautifully 
harmonious melody, or one that might even seem so beautiful, as that which the 
dogs make when they run well]. Finally, in a famous letter of 1449 to the 
constable of Portugal that provides a brief history of Romance poetry, Ignatius 
Lopez de Mendoza, Marques de Santillana (1398-1458), a nobleman poet at the 
court of Aragon, speaks enthusiastically of Machaut's works in a manner that 
implies knowledge of one of the complete-works manuscripts, perhaps the 
manuscript that previously belonged to Yolande of Bar: "Michaute escriuio asy 
mismo vn grand libro de baladas, can~iones, rondeles, lays, virolays, & asono 
muchos dellos" [Machaut also wrote a large book of balades, chansons, 
rondeaux, lais, virelais, and set many of them to music].25 
2.2.1. MACHAUf MANUSCRIPTS AT THE COURT OF ARAGON, I380-I4I7 26 

a. 20 October 1380. The infante John asked his mother-in-law, the duchess of Bar for "lo 
roman<; de MeJtaut" [the romance of Machaut], presumably the Voir Dit (published in 
Rubi6 y Lluch I908-2I, 2:225 no. 238). 

b. 29 August 1386. Yolande of Bar wrote to Guillem de Perapenusa, castellan ofRebollet, 
requesting him to lend her his Machaut manuscript, in order that she might determine 
which works of Machaut were lacking in her own manuscript (published in Vielliard 
I930, 33-34 no. I5). 

c. I8 June 1389. Yolande of Bar thanked Gaston Febus, count of FoiJt, for sending her his 
Machaut manuscript, and promised to return it after she had read it (published in Rubi6 y 
Lluch I908-2I, I :360 no. 403).27 

Scully I990. It has even been suggested that as duke ofGerona, John patronized Machaul's 
brother Jean de Machaut (Johan de Masc6 or Masch6), a jongleur and comemuse player 
(Angles I970, I93; Holzbacher I983-84, I86 n. 26). Of course Jean de Machaut was in a 
different social class altogether. 

23 Vielliard (I 935) provides a general account of the life of Yolande of Bar. See chap. I.II on 
the House of Bar and Machaul. 

24 See Pages I936; Reaney I958c, 97; Holzbacher 1983--84, I88-90. Machaul's lai Loyaute, 
que (Ll) was the model for Febrer's lai Amors, qui tost fer, and Torroella quotes Se 
quanque Diex (L Il) in his lai Tant mon voler (see chap. 7 .3). Holzbacher (I 983-84, I85-
87) argues that Machaut wrote the Roman de Cardenois in Catalonia (sec chap. 3, MS 
[43]). 

25 Prohemio e cart a [Prologue and Letter) to Don Pedro of Portugal, ed. Sorrento I922, 31 
(many other eds. available). Cited also in Chichmarcf I909, I:ln and Hoepffner I908-2I, 
I:viii. Seronde (I9I5) discusses the Marques de Santillana's borrowings from Machaut, 
Oton de Granson, and Alain Chartier. 

26 Pages (1936, 85-87) briefly discusses documents (a) through (f); see also Ludwig I926-
54, 2:32*. 

2? This is the document that Hoepffner (I908-2I, I:vii-viii) and Chichmaref (1909, !:In) 
cited from Morel-Fatio (1893, 276). Ludwig (1926--54, 2:32b* n. I) corrects the date. 
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d. 31 January 1390. Yolande asked madame Carro<;a de Vilargut to hand over the Machaut 
manuscript she had borrowed to Yolande's treasurer Antoni Nosar (published in Rubi6 y 
Lluch 1908-21, 1:361 no. 404).28 

e. An additional document of the same day, related to the same incident, is published by 
Pages (1936, 86 n. 6; cf. Ludwig 1926--54, 2:32b*). 

f. 25 May 1390. Yolande directed a servant to lend her Machaut manuscript to a noble 
priest, Mossen n 'Uch de Cervell6 (Vielliard 1930, 38 no. 21 ). 

g. 4 April 1391. The infante Martin, duke of Montblanc, asked for the return of the 
Machaut manuscript that had been lent out to Hugo de Cervillione (G6mez !985b, 6), 
i.e., the Uch de Cervell6 of the previous document. 

h. IS July 1417. Item no. 17 in an inventory at Valencia (published in Al6s-Moner !924, 
397) of the books of Alphonso V the Magnanimous, king of Aragon and Sicily (r. 1416--
1458), relates, I believe, to the same manuscript, the manuscript previously owned by 
Yolande of Bar. Earp (1989, 478 n. 35) translates the relevant portion of the inventory, 
describing a Machaut manuscript that is very probably the manuscript we know today as 
Vg (see chap. 3, MSS [3] and [3a]). 

3. Literary reputation in the fifteenth century29 
In France, Machaut's reputation as an author lasted well into the fifteenth 
century, although it is difficult sometimes to know how far beyond mere name 
recognition knowledge of his works extended. It appears that the lugement 
Behaingne exerted the most lasting influence of all his works, although it was 
usually transmitted without attribution. Of the some seven anthology 
manuscripts of the fifteenth century that transmitlugement Behaingne, only MS 
St [46] provides an attribution to Machaut. 

Following Deschamps's Art de Dictier of 1392, two treatises of the fifteenth­
century "second rhetoric" demonstrate a knowledge of Machaut.30 The 
anonymous Regles de la Seconde Rettorique (ea. 1404-32)31 cites Machaut by 
name and provides some authoritative judgments on his importance. Baudet 
Herenc's Doctrinal de la Secunde Retorique (1432) quotes without attribution 
some excerpts from three of Machaut's lais, a difficult genre by then no longer 
cultivated. But most of Machaut's narrative and lyrical forms continued to be 
cultivated in fifteenth-century France, and poets at least knew something of his 
reputation. Four of them mention him by name: Alain Chartier (ea. 1385-ca. 
1435), from 1418 to 1428 notary and secretary to the future King Charles VII; 
Michault Taillevent (ea. 1390/95-ca. 1458), from 1426 valet de chambre of 
Duke Philip the Good of Burgundy; the prince and poet Rem~ d' Anjou, king of 
Naples (1409-1480); and Martin Le Franc (b. ea. 1410, fl. ea. 1440), canon 
and later provost of Lausanne. In addition, Poirion (1965, 277) gives some 
very inconclusive links between Machaut and works of Charles d'Orleans 
(1394-1465). Finally, three works of Machaut-the lugement Behaingne, the 
motet texts Qui es I Ha! Fortune (M8), and the rondeau text Douce dame, rant 
(R20)-appear with attributions a little before 1480 in the MS St [46], a 
miscellany especially important for Villon's works. 

28 On Na Carro,.a de Vilargut (or Vilaragut), see Pages 1936, 33-34,86--87. 
29 See the references given above, n. I. L.W. Johnson 's treatment of fifteenth-century French 

literature emphasizes the influence of Machaut (L.W. Johnson 1990). On links between the 
old tradition and the sixteenth century, see L.W. Johnson 1990,289-301. 

30 The two rhetorics referred to in the title of the treatise are first prose and second poetry, or 
first Latin and second vernacular, depending on the treatise (Langlois !902, i-ii). See also 
Lubienski-Bodenham 1979; Brownlee 1984, 208-!0. 

31 The date given by Langlois (1902, xxvi-xxviii), ea. 1411-32, depends for its terminus 
post quem on the death of Froissart, which is now placed at ea. 1404. Miihlethaler (1989, 
408) dates the treatise "1420/30?". 
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By the sixteenth century, Machaut's name was all but forgotten. The best 
Antoine Du Verdier could do in his Bibliotheque franfoise of 1585 was the fol­
lowing: "GVILLAVME DE MACHANT. Cestui-cy fut un Trouverre qui vivoit 
environ !'an M.CCC. & composa un livre de ses amours en rime lequel i'ay 
escrit en main sur parchemin" (Du Verdier 1585; Rigoley de Juvigny 1773) [he 
was a trouvere who lived around 1300 and composed a book of his love life in 
rhyme, which I inscribed on parchment]. On the face of it, it would seem that 
Du Verdier copied all or part of a Machaut manuscript, but I think it more likely 
that the last phrase should be understood to say, "a description that I inscribed 
on a Machaut manuscript." Was it Du Verdier who penned the late sixteenth­
century inscription "Les amours de Guillaume Machaut en vielles rithmes" 
found on the first flyleaf verso of MS A? 
2.3.1. CA. 1404-32. CITATIONS IN SECOND RHETORIC TREATISES.32 

a. Anon. Regles de la Seconde Rettorique (ea. 1404-32). "Apres vint maistre Guillaume de 
Machault, le grant retthorique de nouvelle fourme, qui commencha toutes tailles 
nouvelles, et les parfais lays d 'amours" [Afterwards came master Guillaume de Mac ha ut, 
the great versifier of the new school, who originated all manner of new strophic forms, 
and perfect amorous Jais].33 

b. Anon. Regles de la Seconde Rettorique (ea. 1404-32). See chap. 2.I.lc. 
c. Anon. Regles de la Seconde Rettorique (ea. 1404-32). The form of the strophe of the 

Jugement Behaingne is cited as if everyone would be familiar with it: "Une autre taille 
avons qui est de 3 et I, sy comme le Temps Pasquour ... " (ed. Langlois 1902, 33) [we 
have another metrical form which is of three and one, as in Le Temps Pascour]. Le 
Temps Pascour is another title for the Jugement Behaingne, which begins "Au temps 
pascour que toute rien s'esgaie" [At Easter time when everything rejoices (ed. and trans. 
Wimsatt/Kibler 1988, 60--61; cf. Cerquiglini·Toulet 1993b, 94)]. This title is used as the 
explicit of Jugement Behaingne in MSC, and as the rubric introducing the poem in MSS 
Vg and B. In addition, a lost Burgundian manuscript is cited in fifteenth-century library 
inventories as "Le livre du Temps Pastour [sic] et plusieurs Balades et Laiz" (chap. 3, MS 
[ 12]). 

d. Baudet Herenc, in Le Doctrinal de la Secunde Retorique (1432), cites the first strophe 
from three lais of Mac ha ut as models of the form (ed. Langlois 1902, 166--68): Par trois 
raisons (L6/5), Amours doucement (L 7/6, with many substantive variants in the text), 
and Qui bien aimme (L22/16). By 1432, the lai form, quite complex metrically, was all 
but extinct. See Ludwig 1926-54, 2:17b* and Patterson 1935, 1:121-28 for further 
commentary. 

2.3.2. MACHAUT AND FIFTEENTH-CENTURY FRENCH POETS 
a. Christine de Pizan (ea. 1364-<:a. 1430). Growing up at the court of Charles V, Christine 

de Pizan must have been well acquainted with Machaut's poetry (Yenal 1989, 85-92). 
Christine's three debate poems, the Dit de Poissy (1400), the Livre des Trois Jugemens, 
and the Debat de Deux Amans (or Livre des Vrais Amans) are all related to Machaut's two 
debate poems, Jugement Behaingne and Jugement Navarre; the Debat de Deux Amans is 
also related to Machaut's Voir Dit. 34 Fonteinne influenced the Epistre Othea (P.G.C. 
Campbell 1924, 100, 131; Ehrhart 1987, ll8; 1990, 128, 132, 135-39, 148-49) as well 
as an early ballade, Se de Pal/as me peiisse accointier (Ehrhart 1990, 126-31, 146, 148). 
Machaut's debate poems and a passage from Confort also influenced Christine's Livre du 

32 On the date of items (a), (b), and (c), seen. 31. 
33 Ed. Langlois 1902, 12; already cited in Tarbe 1849, xxxii n. 3. Facsimile of the folio 

mentioning Philippe de Vitry and Machaut (F:Pn 4237, fol. Iv) in Wilkins 1989, 356. 
For further commentary, see Hoepffner 1911, 162-63; Patterson 1935, l:II9-21, 127; 
Brownlee 1984, 210; Wilkins 1989, 353-59; Earp 199lb, II9-24. 

34 On the literary connections between Machaut and Christine, see Pugh 1894; Hoepffner 
1908-21, l:iii, v, vi, xxix; 3:xli; Schilperoort 1936; Poirion 1965, 266; Calin 1974; 
Deschaux I978b; Cerquigiini 1982; Willard 1985; Altmann 1987; 1988; 1992. The 
annotated bibliographies by Yenal (1989, nos. 39-44) and Kennedy (1984) contain further 
references. 
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Chemin de Long Estude (Schilperoort 1936, 34 n. 2, 44 n. 2), as did his Fonteinne 
(Hoepffner 1908-21, 3:xli; de Boer 1914, 37-39; Schilperoort 1936, 62-63; Ehrhart 
1990, 144). 

As was the case with Froissart, the manuscript presentation of Machaut's works exerted 
an inOuence on Christine. A large manuscript of her works once owned by John, duke of 
Berry in 1413 is ordered in twenty-three sections.35 The fascinating story of Christine as a 
copyist of her own works is told in Laidlaw 1987, with ample references to previous 
studies. 

b. Alain Chartier (ea. 1385--ca. 1435). In the Debat de Reveille Matin (ea. 1420), Chartier 
mentions Guillaume de Machaut and Oton de Granson together: "Mais au fort, qui plus 
bee hault, I 11 a plus fort a besoingnier; I Par Messire Ode et par Machaut I Se puet il 
assez tesmoingner" (str. 29, ll. 229-32; ed. Laidlaw 1974, 314) [But in fact, he who 
aspires to more has to work harder; he can find much testimony on this in Messire Oton 
and in Machaut]. See the interesting comments in Cerquiglini I985b, 137-38. 

The popular Jugement Behaingne provided the model for the framing story in Chartier's 
Livre des Quatre Dames (1415-16); see Hocpffner 1908-21, l:vii. Poirion (1965, 262, 
266 n. 78) cites some further works of Machaut possibly used by Chartier, including 
Hareu! I He/as! (MIO), Quant je vous voy crier "a /' arme" (Lol22), 36 Souvenirs fait 
meint a/rUlnt resjofr (Lo23), and finally Aucun gent/ Qui plus (MS). 

As was the case for Oton de Granson, the manuscript traditions of the works of Chartier 
and Machaut are somewhat intertwined; see the introduction to chap. 3.5. 

c. Michault Taillevent (1390195--ca. 1458)_37 Since the fifteenth century, there has been 
some confusion over references to Michault and Machaut. This problem was cleared up by 
Piaget (1892). Michault himself once referred to Machaut at the end of his Dialogue fait 
par Michault de son voiage de Saint G/aude (ea. 1430), in order to take advantage of the 
rhyme provided by their names: "Et s'il n'cst aussi bien dicte I Que de Mehun ou de 
Machaut, I On preigne en gre: c'est de Michaut" (str. 12, ll. 82-84; ed. Deschaux 1975, 
57) [And if it's not as well written as de Meun or de Machaut, take it gladly: it's by 
Michaut]. 

d. Martin le Franc (ea. 1410--1461). In his Champion des Dames (1440--42), Martin Le 
Franc reserves his highest praise for Christine de Pizan but also cites Machaut, Froissart, 
Alain Chartier, and others. We await Deschaux's projected complete edition; only one 
passage is available in Piaget's edition of part 1: "Et Jehan de Meiln le villain, I Qui en 
parlant courtoisemcnt I N'a pas ressemble maistrc Alain, I Failly et pecha grandcment. I 
Mathiolet semblablement I Qui n'a pas ensuy Machault, I A mal dit du saint sacrement, I 
Mais de leur jengle ne me chault (pt. I, 11.6913-20, ed. Piaget 1968,219 [And the evil 
Jean de Meun, who, in speaking in a courteous manner did not resemble master Alain 
(Chartier), erred and sinned greatly. Similarly Mathiolet (i.e., Lamentations de Matheolus, 
translated ea. 1370 by Jean Le Fevre), who did not follow Machault, said bad things about 
the holy sacrament (of marriage), but I don't care about their chatter].38 A further mention 
of Machaut shows that Le Franc was also familiar with the deploration of Deschamps 
(chap. 2.I.lf-g), since he cites the refrain: "La mort Machaut, grant rethorique, I Les 
facteurs amoureux lamentent" [love poets lament the death of Machaut, the great 
versifier]. 39 Even so, Le Franc could not agree with the final decision of the Jugement 
Behaingne: "Je ne m'accorde au jugement I Machaut. .. " [I do not agree with the 
judgment of Machaut].40 

35 It is now split into four manuscripts, F:Pn 835,606,836, and 605. 
36 Elsewhere, Poirion emends this reading to Quant je vous voy crier a /arme (I 965, 435 n. 

27), which would seem to eliminate the example he cited earlier (I 965, 262). 
37 For the biography of Michault Taille vent, see Dcschaux 1975, chap. 3. 
38 See also H.F. Williams 1987, 191. 
39 Ed. G. Paris !887, 415; also cited in H.F. Williams 1987, 190; Milhlethaler 1989, 409 

(discussed p. 401). 
40 Ed. G. Paris 1887, 409; Chichmaref 1909, I:lxxi; Hoepffner 1908-21, l:v, vii. H.F. 

Williams (1987, 190--91) cites some further passages related to Jugement Behaingne, 
although he erroneously associates them with the Voir Dit. 
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e. Rene d'Anjou (1409-1480). King Rcne d'Anjou places Machaut second among the six 
great poets in the cemetery of the ospital d' Anwurs in his Livre du Cuer d' Anwurs Espris 
(1457): 41 Icy par le I' acteur et dit I Joignant de celle tom be haulte et auctentique a 
merveilles, riche, belle et plaisant et faicte de grant estoffe, estoit celle de Machault, 
poethe renomme, laquelle estoit sans tabernacle nul, mais touteffoiz n 'estoit pource 
moins qu'elle ne fust d'argent fin toute faicte, et a I' en tour escriptc d'esmail bleu, vert et 
violet, et ensise a chanczons bien notces, a virelaiz aussi, a servantoys, a laiz et a motez 
en diverses faczons faictes et composees; aussi en epitaphe en peu de vers escript avoit 
pareillemcnt: I Teiz estoient Ies vers escripz a la sepulture de Machault I Guillaume de 
Machault, ainsi avoye nom. I Ne en Champagne fuz, et si euz grant renom I D'estre fort 
em braze du penser amoureux I Pour !'amour d 'une, voir, dont pas ne fuz eureux I Ma vie 
seulement tant que la peusse voir, I Mais pource ne laissay, pour vous dire le voir, I Faire 
ditz et cham;:ons tant que dura la vie, I Tant avoye forment de lui complaire envye, I Et 
tant que cuer et corps asprement luy donnay I Et fis mainte balade, complainte et virelay, 
I Et incontinent, voir, je rendi aDieu l'ame I Dont le corps gist ycy en bas soubz ceste 
lame (ed. Wharton 1980, 142-43) [Here the author speaks and says: adjoining this tomb, 
marvelously grand and celebrated, rich, beautiful and enjoyable and made of rich material, 
was the tomb of the renowned poet Machaut, without a tabernacle, but even so no less 
sumptuous for it was all made of pure silver, and around it was writing in blue, green and 
violet enamel, and it was inscribed with well notated chansons, virelais too, serventois, 
lais, and motelS, made and composed in diverse ways; also there was an epitaph written in 
only a few lines as follows: Such were the verses written on the tomb of Machault: 
Guillaume de Machault, thus was I named. I was born in Champagne, and enjoyed great 
renown for being inflamed with amorous thoughts for the love of a lady, which, indeed, 
only made my life happy when I could see her, but even so I did not cease, to tell you the 
truth, from making dits and chansons as long as I lived, so much did I desire to please 
her, and keenly I gave her my heart and body. And I made many a ballade, complaintc and 
virelai, and forthwith, in truth, did I give up my soul to God, while my body lies here 
below this gravestone]. 

This reference has been cited since Rigoley de Juvigny (1773), e.g., Rive 1780, 2, 
Tarbe !849, xxxiii; P. Paris 1875, xi-xii; Hoepffner 1908-21, l:v-vi; Chichmaref 1909, 
l:Ixxi; Machabey 1955b, 1:15. In an important recent discussion, Cerquiglini (1985b, 
173, 239-43), who gives the passage after a different manuscript, discounts the old notion 
that Rene d'Anjou was referring to the title of Machaut's Voir Dit; see further the discus­
sion in Miihlethaler 1989, 402, 405---{). 

4. Musical reputation42 
A. Manuscript ascriptions of musical works. Without the large complete-works 
manuscripts of Machaut, we could guess little of his importance as a musician. 
Indeed, Miihlethaler (1989, 401-2) remarks that after Gilles Li Muisis and 
Eustache Deschamps, mentions of Machaut scarcely ever associate him with 
music. The transmission of the works of Philippe de Vitry (1291-1361), by all 
accounts an extremely influential figure, provides interesting material for 
comparison. A few external attributions in theory treatises or literary works, 
coupled with internal stylistic and textual evidence, have been used to delineate 
the Vitry canon of some thirteen works, a list that nevertheless remains 
tentative.43 Even so, the pattern of transmission of musical works seen in the 

41 Attribution to Achille Caulier (as Hoepffner 1908-21, l:v-vi) is no longer accepted (Cer­
quiglini !985b, 241 n. 38). The six poets are Ovid, Machaut, Boccaccio, Jean de Meun, 
Petrarch, and Alain Chartier (discussion in Poirion 1990). Rigoley de Juvigny (1773) was 
perhaps the first to signal the mention of Machaut in the Livre du Cuer d' Amours Espris. 

42 An excellent summary of this aspect is given in Ziino 1982b and 1982c, based partly on 
an essential article of Giinther (1972); see also Borren !946, !16; Calin 1974, 246 n. I; 
Fallows !977a, 289; Jankowski 1983; Leech-Wilkinson 1990a, 231, 237-38. 

43 See Sanders !980c; Earp 1983, 5 n. 9; RoesneriAvrii/Regalado 1990, 38-42. Leech­
Wilkinson (1982-83) is more liberal in ascribing motets to Vitry on stylistic grounds, as 
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motets of Vitry is actually rather good for the first half of the fourteenth 
century.44 

By contrast, if the manuscripts exclusively transmitting works of Mach aut did 
not exist, only four pieces of music could be attributed to him: (1) De petit po 
(B 18) and (2) Quant These us I Ne quier (B34) would be known through 
ascriptions in the Chantilly codex, Ch [59] (the popular De Fortune [B23] is 
unattributed inCh), while (3) Qui es I Ha! Fortune (M8) and (4) Douce dame, 
tant (R20) would be known through ascriptions in the Stockholm Villon 
manuscript, St [46] (no music would be known for R20, however). Erroneous 
attributions to Mach aut in two other manuscripts, the destroyed Strasbourg MS, 
Str [73] and the Fribourg MS, Frib [70]. would add four works we know to 
be spurious, since they do not appear in the complete-works manuscripts.45 
Unlike the situation for Vitry, there are no external attributions in theory 
treatises or literary works for Machaut's music, except the 1431 borrowing slip 
for Marguerite of Burgundy (chap. 3 item [60]), which informs us that Machaut 
wrote a Mass.46 But without the Machaut manuscripts, we could not identify it, 
and in any case, only the Ite, missa est appears in an anthology MS, PadA 
[62], of course unattributed there. We would be left only with the unspecific 
mention of Machaut's name in two "musician motets," Musicalis scientia I 
Sciencie laudabili 47 and Apollinis ec/ipsatur I Zodiacum signis.48 

B. Musical imitations. This is not the place to undertake a thoroughgoing 
examination of the influence of Machaut's musical compositions on his 
contemporaries and followers. 49 Only the most striking and directly palpable 

is Kiigle (I 993, 155-206, 293-96). On the question of composer individuality in the 
fourteenth century, see Finscher 1975. 

44 Leech-Wilkinson (1982-83, 20) suggests the possibility that Vitry's motets were trans­
mitted as a corpus. 

45 The works include the following: (I) Jour a jour is ascribed to Machaut only in Str [73] 
(ed. Ape! 1970-72, 3:102-5 no. 250; Greene 1981-89, 22:78-79 no. 47a). The same 
manuscript also ascribes both (2) Par maintesfoys (ed. Ape! 1970-72, 1:222-25 no. liS; 
Greene 1981-89, 19:170-74 no. 100, 21:158-M) and (3) Che qui vol pense [read De ce 
quefol pense] (ed. Ape! 1970-72, 1:159-61 no. 84; Greene 1981-89, 19:123-29 nos. 
87a-b) to Machaut, but there are conflicting ascriptions of these works inCh [59], to Jo. 
Vaillant and toP. des Mol ins, respectively. Finally, (4) the motel Li enseignement I De 
touz (see chaps. 7.4 and 8.5), is ascribed to Guillermus de Mascardio in Frib [70]. It 
should be noted that Strand Frib, two musical sources unreliable in their attributions to 
Machaut, are also the only musical sources with attributions to Vitry, which however are 
accepted. On attributions to Machaut in Str, see the interesting speculations of Ludwig 
(I 926-54, 2:39*), and the discussion of the phenomenon of false attributions by Finscher 
(1975, 34). 

46 The borrowing slip also names (cyclic?) Masses by Jean Vaiiiant and Philippe Royllart, 
works that may be partially extant, but which cannot be identified. See Earp's review of 
Leech-Wilkinson 1990c, p. 296. 

47 He is named in the triplum as "de Machau Guillelmo" in the unique source, F:Pn 67 (ed. 
Harrison 1968, 5:181-84 no. 33 and supplement, text no. 46); on the names cited, see 
Guesnon 1912, 97-99; Ludwig 1926-54, 2:21*; G6mez I985b, 18. 

48 He is variously named in the triplum as "Guilhermus de Mascaudio" (lv [57]); "G. de 
Mascaudio" (E:Bc 971); "Wilhelmi de Mascaudo" (Str); or "Gulielmus de Mascadio" (l:Pu 
658); see the ed. of Harrison (1968, 5:50-{)J, Nos. 9-9a and supplement, text no. 18; also 
the commentary in Ludwig 1926-54, 2:22a*). Additional sources have since been 
discovered; see G6mez (I 985b, 9), and Bent (I 990b, 231, under "Zodiacum"). 

49 More general studies of Mac haul's influence on later fourteenth-century musical style may 
be listed briefly: Ape! 1946-47; Giinther 1957, 205-22; Reaney I958c; Schrade 1960, 
868..{59; Giinther 1961-{52, 165-74; Hirshberg 1971. Based on the evidence of manuscript 
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instances can be included here. Concerning the motets, Earp (1983, 328; 1989, 
495) discusses the case of Degentis vita I Cum vix artidici, an anonymous motet 
related to Machaut's Qui es I Ha! Fortune (M8). Other motets that are struc­
turally interrelated-although often it is Machaut doing the imitating in these 
cases-are discussed by Leech-Wilkinson ( 1982-83) and Kiigle 1993.50 

Several fourteenth-century ballades have been found to borrow directly from 
works of Machaut.51 The anonymous M a dame m' a congie donne is based on 
Machaut's Se je me pleing (B 15) by reversing first line and refrain: the refrain 
of Machaut's ballade, text and music, forms the first line of the anonymous 
ballade, while Machaut's first line is made the refrain of the new work. The 
same relationship obtains for the anonymous Dame qui just si tres bien assenee, 
related to Machaut's popular De Fortune (B23). In Phiton, Phiton beste tres 
venimeuse by Magister Franciscus, the first three breve measures, along with 
other melodic details, are borrowed from Machaut's Phyton, le mervilleus 
serpent (B38). 

A different sort of imitation has been noted by Lucy Cross (reported in 
Giinther 1980a): Matteo da Perugia (fl. 1402-1418) quotes the beginning text 
of Machaut's Se je me pleing (B 15) in his ballade Se je me plaing de Fortune. 
On the words "de Fortune," Matteo quotes text and music---cantus and tenor­
of Machaut's De Fortune (B23). Christopher Page (personal communication) 
has recently discovered that the refrain of an anonymous ballade, S' espoir 
n' estoit52, quotes text and music of the cantus and tenor of the B-section of 
Machaut's popular rondeau Se vous n' estes (R7). Fallows (1990, 22-23) finds 
Machaut's late polyphonic virelais-Se je souspir (V36/30), Moult sui 
(V37/31), and De tout sui (V38/32)-influential on some anonymous late 
fourteenth-century virelais. Anthonello da Caserta's setting of Machaut's 
ballade Biaute parfaite et bonte souvereinne (Lo 140) apparently does not cite 
any of Machaut's musical works. 53 

There are also textual connections to Machaut works in several ballades of 
Filippotto da Caserta.54 His De ma dolour ne puis trouver confort (ed. Apel 
1950, no. 60; 1970--72, 1:145--47 no. 78; Greene 1981-89, 18:117-19 no. 42) 

concordances and Machaut's secondary position in the listings in the musician motets 
compared to de Vitry and de Muris, Besseler (1925, 198-99) noted Machaut's distance from 
influential French musical circles, suggesting that Machaut drew students only in his late 
years at Reims. 

50 See below, chap. 7.3, discussions of Tous corps I De (M2), Aucune gent I Qui plus (MS), 
Qui es I Ha! Fortune (M8), Fons I 0 livoris (M9), Hareu! I He/as! (M!O), Amours qui a I 
Faus Samblant (M IS), Quant vraie amour I 0 series (M17), Bone pastor I Bone pastor 
(MI8), Martyrum I Diligenter (Ml9), Christe I Veni (M21), Tu qui gregem I Plange 
(M22), and Felix virgo I /nviolata (M23). 

51 Most of these examples are discussed in Giinthcr 1972, 55-58. For sources and editions, 
see the discussion of the musical legacy of the relevant Machaut works in chap. 7.3 below. 
Besides the works specifically mentioned in this paragraph, namely Se je me pleing (B 15), 
De Fortune (B23), and Phyton (B38), see the discussions of Se quanque amours (B21), le 
puis trop (B28), De toutesflours (B3!), Mafin (Rl4), and Puis qu'en oubli (Rl8). See 
also Guillaume de Machaut !982, 338 (Reaney's comments). Snizkova (1982, 73-74) 
discusses some supposed influence of Machaut on Czech music, but his argument is 
unconvincing. In addition, Handschin (1923, 7 n. I) discusses the dependence of the text of 
an anonymous virelai Fist on, dame, on Machaut's Lyon, 11. 1523-36; the relationship 
remains speculative. 

52 Ed. Apell970-72, 2:97-99 no. 175; Greene !98!-89, 21:204....{) no. 62. 
53 For editions, see chap. 6.4, commentary to Lo!40. 
54 For the following relationships, see Giinther 1972, 62-68; Strohm 1989, 68-70; !993, 

57' 59--{)0. 
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quotes Machaut's De ma dolour ne puis avoir confort (Lo 210). His En 
attendant souffrir m' estuet (ed. Ape! 1950, no. 56; 1970--72, 1:5 6-57 no. 28; 
Greene 1981-89, 18:125-27 no. 45; attributed in Ch [59] to Jo. Galiot) is 
related-through intermediate stages-to Machaut's En amer (RF4). His En 
remirant vo douce pourtraiture (ed. Ape! 1950, no. 59; 1970--72, 1:148-50 no. 
79; Greene 1981-89, 19:21-24 no. 57) cites Machaut's En remirant vo gracieus 
viaire (LollO), and has references to the opening text of De triste (B29) and the 
refrain of Plourez, dames (Lo229=B32) (Reaney 1980b ). Other members of the 
complex include the rondeau En attendant d' amer la douce vie attributed to J. 
Galiot, the anonymous rondeau Esperance qui en mon cuer s' en bat ID' amour 
me fait sentir la douce vie, Jacob de Senleches's ballade En attendant esperance, 
and Johannes Ciconia's virelai Sus un fontayne (ed. Ape! 1970--72, 1:25-27 
no. 14; Bent/Hallmark 1985, 170--74 no. 45), which cites the three ballades of 
Filippotto, De ma dolour, En attendant, and En remirant. Another work of 
music related to a Machaut text is the anonymous ballade Pour che que je ne 
puis (see chap. 6.4, commentary to Lo60). 
C. Music theory treatises. Mach aut is not well represented by citations of 
specific works in extant music theory treatises, perhaps due to the limited 
circulation of his motets, the only genre that music theorists cited by title until 
later in the fourteenth century. Only two theoretical works cite specific works 
by Machaut, both of course without attribution: (1) the St-Victor redaction of 
the Vitriacan Ars nova cites the motet Qui es I Ha! Fortune (M8)55; (2) an 
anonymous early fifteenth-century south or southwest German treatise cites 
three widely circulated chansons, the ballades De petit po (B 18), and De routes 
(B31), as well as the rondeau Se vous n' estes (R7).56 

Another branch of the theoretical tradition does not cite specific titles of 
Machaut works but rather shows the theorists' acquaintance with certain of his 
notational practices. A treatise attributed to Johannes de Muris, the Libel/us 
cantus mensurabilis (ea. 1340--50)57 mentions "Guillelmus de Maschandio" in 
connection (1) with the imperfection of a perfect breve in minor prolation by a 
single minim; and (2) the imperfection of an imperfect breve in major prolation 
by two successive minims, both before or both after the breve. In modern 
terms, this amounts to changing between the meters 618 and 3/4 in the course of 
a single composition, with eighth-note equivalency (chap. 2.4.la).58 Examples 
of case (1) appear several times in Machaut's most widely known chanson, the 
ballade De petit po (B 18), while examples of case (2) are most often met with in 
the rondeau Rose, lis (RIO). Similar discussions appear in later treatises based 
on the Libel/us. Machaut's usage of this aspect of the mensura! system in 

55 F:Pn 14741; ed. ReaneyiGilles/Maillard 1964, 32 § 10. See Roesner 1990, 31 n. 70. Fuller 
(I 985---S6) provides a fundamental reappraisal of the Ars nova complex of theory. 

56 Ed. Staehelin 1974; see Frobenius 1986, 12; RISM 1992. In addition, the treatise cites "Se 
fortune" as an example of a rondeau, perhaps intending Machaut's ballade De Fortune 
(B23). 

57 On the attribution to Johannes and the date, see Michels 1970, 27-40; Katz 1989, 23-34; 
Balensuela 1994, 70-72. Padre Martini (1706-1784) also noted this passage (Vecchi 
1977). On the enormous importance and influence of the Libel/us, see Gallo 1984; 
Balensuela 1994,88-89. 

58 A clear discussion of the theoretical distinctions involved (imperfection quo ad partes) is 
given in Ellsworth 1969, 146-48; see also Michels 1970, 93; Berger 1992, 29-37; 
Balensuela 1994, 27-31. The imperfection of an imperfect breve in major prolation by two 
minims before or after the breve would of course soon be handled conveniently by means 
of coloration. The hemiola effect is often heard in early fifteenth-century chansons in 
tempus imperfect urn prolatio maior. 
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practical examples is of some interest, because theoretical speculation about this 
feature of the new notational system seems to have significantly antedated any 
practical examples. 59 

The anonymous Italian author of the Opusculum artis musice also pairs 
Machaut and Johannes de Muris: "Measured music is that which was composed 
and devised by numerous masters, especially by Master Johannes de Muris and 
Master Guillaume de Machaut. .. (Page 1993, 113). 
2.4.1. MACHAUT'S NafATIONAL UCENSE 
a. Johannes de Muris(?), Libel/us cantus mensurabilis. "Et nota quod quidam cantores 

scilicet Guillelmus de maschandio, et nonnulli alii imperficiunt brevem perfectam 
minoris prolationis ab una sola minima, et brevem imperfectam majoris prolationis a 
duabus minimis simul sequentibus vel precedentibus ut hie: [musical example]. Et dicunt 
ibi mutari qualitatem" (ed. Katz 1989, 270 §I 19-24; cf. Coussemaker 1864-76, 3:50a; 
delete the first punctus on the second line of the musical example) [And note that some 
singers, namely Guillaume de Machaut and some others, imperfect the perfect breve of 
minor prolation by a single minim and the imperfect breve of major prolation by two 
minims, both preceding or following, as here [example]. And they say that the quality is 
changed there (trans. after Balensucla I 994, 235 n. 140)]. Machaut's use of this notational 
practice is discussed by Wolf (1904, 1:170-72; 1913, 1:342); sec also Ape! 1953, 345; 
Hoppin 1960, 13-14, 20,-22; Berger 1992, 32-34. Wolf adduces examples from 
S' amours ne fait (B I), De petit po (B 18), and Rose, lis (RI 0). Earp (I 983, 20-21 n. 36) 
mentions several others. 

Later treatises based on the Libel/us also mention Machaut, up to the very end of the 
fifteenth century: 
b. 12 Jan. 1376.60 A revision of the Libel/us attributed to the Parisian Goscalcus, now at 

Berkeley (US :BE 744). "Et nota quod quidem canto res, puta Guillermus de Mascandio et 
plures alii, imperficiunt brevem pcrfectam minoris prolacionis ab una sola minima, et 
brevcm imperfectam maioris prolacionis a duabus minimis simul, ambabus precedentibus 
vel sequentibus. Etdebent ibi mutari qualitatem, capientes brevem perfectam minoris 
prolacionis, ac si esset imperfectam maioris prolacionis, et e converso" (ed. Ellsworth 
1984, 160) [Note that some singers, such as Guillaume de Machaut and many others, 
imperfect the perfect brevis in minor prolation by a single minima and the imperfect 
brevis in major prolation by two minimae together, both either preceding or following. 
They ought to change the quality there, treating the perfect brevis in minor prolation as if 
it were imperfect in majorprolation and conversely (trans. Ellsworth 1984, 161)].61 

c. Ars cant us mensurabilis mensurata per modos iuris. An anonymous Italian treatise based 
on the Libel/us. 62 "Hec quoque magister Iohannes de Muris videtur consentire cum dicit 
quod nonnulli cantorcs imperficiunt brevem imperfectam majoris prolationis ut esset 
brevis perfecta minoris prolationis, ut puta, Gulielmus de Mastodio dicit ibi mutare 
qualitatem, ut hie: [musical example] Et e contra, ut his: [musical example]" (ed. 
Balensuela 1994, 234; Anon. 5 of Coussemaker 1864-76, 3:395)63 [Master Johannes de 
Muris seems to allow this when he says that some singers imperfect the imperfect brevis 

59 See Johannes de Muris, Notitia artis musicae (1321; cd. Michels 1972; discussed in 
Michels 1970, 36, 88); students of Philippc de Vitry, Ars nova (ea. 1320; ed. 
Reaney/Gilles/Maillard 1964, 30 §5-{5 and 31 §5); and the St-Victor redaction of the same 
treatise (ed. Reaney/Gilles/Maillard 1964, 32 §8-9). Long (1981, 54-56) adduces some 
early practical examples in Italy. 

60 On the date, see Katz 1989, 13 n. 20. 
61 Commentary in Ellsworth 1969, 2:153-55; on the date and provenance of the treatise, see 

Michels 1970,29-30 and Sachs 1974, 184-85. Fetis (1860-65, 4:158) notes the mention 
of Machaut in this treatise. Katz (I 989, chap. 2) argues that the source Fetis knew, owned 
by Roquefort-Fiammericourt, was not identical to the Bcrkelcy manuscript. 

62 On the relationship between the Libel/us and the Ars cant us mensurabilis, see Balcnsuela 
1994, 69-82. 

63 On the musical examples in Anon. 5, see Ludwig 1926-54, 2:39b* n. Balcnsuela (1994) 
of course provides new editions of the examples. 
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of major prolation so that it becomes a perfect brevis of minor prolation. For instance, 
Guilielmus de Mastodio states that the quality is changed there, as here: (ex.) And the 
opposite, as here: (ex.) (trans. Balensuela 1994, 235)]. 

d. ea. 1404. Prosdocimus de Beldemandis (d. 1428), Expositiones tractatus practice cantus 
mensurabilis magistri Johannis de Muris. Prosdocimus quotes the above passage from 
Johannes de Muris (item a), and provides a very extensive gloss: "De prima ergo parte 
dicit: et nota quod, id est notare dcbes ex supradictis quod, quidam cantores, et illorum 
unum nominando ait: ut puta Guilielmus de Mascandio, et multi alii .... Supra quam 
partem notandum, quod iste Guilielmus de Mascandio quem nominal auctor in littera, fuit 
in arte musicali magister singularis, in qua arte multa composuit" (revised version of 
1411, ed. Gallo 1966, 83-84) [Therefore, of the first part he says: and note that, that is, 
you ought to note from the aforesaid, that certain singers, and of them naming one he 
says: as for instance Guilielmus de Mascandio, and many others .... Beyond this, note 
that this Guilielmus de Mascandio, whom the author named by name, was a distinguished 
master in the art of music, in which art he composed many things]. See the discussion in 
Ziino 1982c, 508-9. 

e. Anon. Seville, E:Sco 5.2.25, fol. 111r (cited by Ludwig 1926--54, 2:32b*). See the 
discussion, with further bibliography, in Gallo 1968, 59-73. This part of the treatise 
(Gallo's item xl, p. 71), is described as a "rcclaboration" of the Libel/us (Gallo 1968, 61). 

f. 1410. The Spanish theorist Fernando Estcvan mentions Guillelmus de Mascadio in his 
Reg/as de canto piano e de contrapunto, a treatise written in 1410 (cited in Ludwig 1926--
54, 2:32b*, with further references; Esteve Barba 1942; Faulhaber 1984, no. 3159). 

g. ea. 1430-35. Ugolino of Orvieto (ea. 1380-1457), Declaratio musicae disciplinae (ed. 
Seay 1960, vol. 2). Ugolino's book 3 is a commentary on the Libel/us. Machaut is 
mentioned in chap. 3, Quomodo mensurarum notae peificiantur vel imperficiantur [How 
notes of the different mensurations can be perfected or imperfected], part 18, De opinione 
Gulielmi de Mascandio et aliorum [On the opinion of Gulielmus de Mascandio and 
others], and part 19, Ratio dicti Gulielmi et suorum sequacium [the reasoning of the 
aforementioned Gulielmus and his followers]. Ugolino cites the above passage from 
Johannes de Muris (item a), and provides a very extensive gloss, partly depending on 
Prosdocimus: "Hie ponit auctor quorundam cantorum antiquorum opinionem, de quorum 
numero quidam Gulie1mus de Mascandio nominatus per auctorem in littera fuit. Istc 
Gulielmus in musicis disciplinis fuit singularis et multa in ea arte optime composuit, 
cuius cantibus temporibus nostris usi sumus bene politeque compositis ac du!cissimis 
harmoniarum melodiis ornatis. Sed quamvis dulcissima fuerit iste cantus harmonia 
refertus, tarn en duabus in mensuris errorem commis it, prout egregius auctor hie in suo 
textu ostendit. ... " [Here the author gives the opinion of certain ancient singers, of whose 
number a certain Gulielmus de Mascandio was specifically named by the author. This 
Guliclmus was distinguished in musical science and composed very well many things in 
that art; his songs, elegantly composed with the sweetest harmonies and melodies, are 
still in use today. But although this song is filled with the sweetest harmony, 
nevertheless he committed. an error in two mcnsurations, as the excellent author shows 
here in his text]. See the discussion in Ziino 1982c, 508-9 (there are earlier discussions 
in La Fage 1864; Ambros 1891, 26; Kornmiillcr 1895; Ludwig 1926--54, 2:39b* n.). 

h. 1496. Franchino Gafori (1451-1522), Practica musice, book 2. "Gulielmus de Mascandio 
brevem temporis perfecti et impcrfectae prolationis a sola minima imperfectam posuit, 
quod absurdum est" (Gafori 1496, bb iiii) [Gu!ielmus de Mascandio has made a breve of 
tempus peifectum and prolatio imperfecta imperfect by a single minim. This is absurd ... 
(trans. Miller 1968, 96; trans. and commentary in I. Young 1969, 98-99 n. 29, p. 78 n. 
14)]. Cf. Lenneberg (1988, 20) for mention of this citation in Walther in 1732. 

5. Modern musical works inspired by Machaut 
The following provides at least the beginnings of a listing of modern musical 
compositions related to or inspired by Machaut. Some of these works are 
known to me only as references to recordings, while others are published 
scores. Newspaper references for some items are taken from Higgins I993a, 
122 notes 49-52 (top. 117). 
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Adolphe, Bruce (b. 1955). Machaut is My Beginning. 
Based on Mafin (RI4). Review: John Hcnkcn, "A Solid Program by Da Capo Players," 
The Los Angeles Times, 2 Dec. 1992, p. F3. 

Bedford, David (b. 1937). Hoquetus David (2 pianos). 1987. 
An arrangement for two pianos. Notice by Keith Potter, Musical Times 128 (I 987): 639. 

Beglarian, Eve (b. 1958). Machaut in the Machine Age. 
Pop reworkings of motels and chansons. Review: John Henkcn, "Basso Bongo Duo Offers 
an Engaging Concert at Museum," The Los Angeles Times, 24 March 1993, p. F4. 

Berio, Luciano (b. 1925). A -Ronne. Radio version for five actors, 1974. 
Version for eight singers, 1974-75. Recording. Decca Head 15. Swingle II. 
Recorded Feb. 1976. 
Berio's work elaborates a poem of Edoardo Sanguincti; Machaut's M a fin (Rl4) seems to 
provide one of the many textual borrowings in the poem. 

Birtwistle, Harrison (b. 1934). Hoquetus David. Instrumental Motet. 
Guillaume de Machaut I Harrison Birtwistle. UE 15368. London: Universal, 
1981. 
Colorful modem arrangement of Mac ha ut's lioquetus David. 

---. Machaut a ma maniere [for orchestra]. UE 19152. London: Universal, 
1989. Duration 10'00". 
Composition (finished August 1988) for symphony orchestra, with movements based on 
Machaut's Fons I 0 livoris (M9),/ioquetus David, and the Amen of the Credo. Notice of 
premiere in Orchester 38 (I 990): 292. Reviews: Anthony Pople, Music & Letters 73 
(1992): 169-70; Jerome Rosen, Notes 49 (1992-93): 810-12; John Warnaby, Tempo 173 
(June 1990): 68, 70 (mentions two arrangements of /ioquetus David by Birtwistle, from 
1969 and 1987). Notice of 1987 arrangement by Kcith Potter, Musical Times 128 (1987): 
639. 

Bossert, Christoph. M esse de Nostre Dame. 
Arrangement for three choral groups and instrumental ensemble (brass, strings, percussion). 
Review: Richard Lorber, Musik und Kirche 56 (I 986): 206-7. 

Bourcier, Thomas Murray. "Rose, Lily, Spring for Chamber Orchestra." 
Master's Thesis, Western Michigan University, 1991. Ann Arbor: University 
Microfilms. Order no. MA 1345232. 
Composition for chamber orchestra based on Machaut's Rose, lis (RIO). Abstract: Master's 
Abstracts International A 30/1 (I 992): 8. 

Cardy, Patrick (b. 1953). Virelai. 
Variations on a Machaut tune. Review: William Littler, The Toronto Star, 23 Feb. 1991, 
p. H4. 

Dinescu, Violeta (b. 1953). Amont (Guillaume de Machaut), pour mezzo­
soprano et piano (1985). A V 0143. Berlin: Astoria, 1989. 
A contemporary composition on the text of the rondeau Tant comje seray vivant (VD59, 
ed. P. Paris 1875, 278), attributed to Toute Belle in the Voir Dit. 

Fiser, Lubos (b. 1935). Pfsne pro slepeho krcile ]ana Lucemburskiho na slova 
Guillaume de Machauta (Songs for the Blind King John of Luxembourg on 
text by Guillaume de Machaut). 1975. Recording. Dialogues. Symposium 
Musicum, dir. Svatopluk Janys. Panton 81 0771 (LP). Recorded 11 Sept. 
1988. Released 1989. Duration 7'13". 
This work, for chamber choir and orchestra, is framed by the tenor of the motel Trop plus I 
Biaute I Je ne sui mie certains d'avoir amie (M20). The music in between is newly 
composed to text incipits from various other Machaut motets. 

Fortner, Wolfgang (1907-1987). Machaut-Balladenfor Gesang und Orchester. 
Musik des 20. Jahrhunderts. Edition Schott 6620. Mainz, London, New 
York: Schott, 1975. Duration: ea. 25'00" (version for two tenors); ea. 21 '00" 
(version for one tenor). 
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Composed in I973. Settings of S' Amours ne fait (B I), De Fortune (B23), Tres douce dame 
que (B24), Tu qui gregem I Plange (M22) (instrumental), Tant doucement me sens (R9), 
Puis qu' en oubli (RI8) (instrumental), Armes, Amours I 0 fleur (Deschamps's deploration). 
The voice(s) sing Machaut's music, while the orchestra elaborates more or less on the 
accompanying voices. Includes German translations of the texts by Arnold Rothe. 

Gieseler, Waiter (b. 1919). 1984. Guillaume de Machault (ca.J300-1377): La 
messe de nostre dame (1349/1363). (Kyrie-Sanctus-Agnus Dei). EG 
1540. Bad Schwalbach: Gravis. 
Orchestral arrangement (I 982) of three movements of the Mass. 

Gilbert, Anthony (b. 1934). String Quartet no. 3, "Super Hoqueto 'David' 
(Machaut)." 1987. 
Notice by Keith Potter, Musical Times I28 (1987): 639. 

Gilbert, Yvette, and Edmond Rickett. Chanteries du Moyen Age. Quarante 
chansons recueillies et adaptees par Yvette Gilbert et harmonisee par Edmond 
Rickett. Vol. 1, Vingt chansons. Vol. 2, Vingt chansons. Paris: Heugel, 
1926. 
Arrangements, with piano accompaniment. Four works relate to Machaut: an arrangement 
of Pour quoy me bat mes maris? (MI6, tenor), here attributed to Adam de la Halle (I:I2-13 
no. 6); a second arrangement of the same tenor (1:32-33 no. l I); an arrangement of Loyaute 
vueil (V2) (1:66-67 no. 27); and an arrangement of He! dame de vaillance (VI) (I:68--{)9 
no. 28). Discussed in Ludwig I926--54, 2:6a*, 3:6ln. 

Grunenwald, Jean-Jacques (1911-1982). Variations sur un theme de Machaut 
pour c/avecin. Paris: Bornemann, 1957. 
Modem composition. Not examined. 

Hand, Frederic (b. 1947). Rose liz. Guillaume de Machaut and Frederic Hand. 
Recording. RCA Victor RCDl 7126 (CD; also Musical Heritage Society 
MHS 4887 [LP]; 11049K and 416887 [CD]; MusicMasters MM 60208T 
[CD]). Frederic Hand' s Jazzantiqua. Frederic Hand. Recorded June 1983. 
Released 1984. CD released 1989. Duration 5'20". 
Jazz arrangement of RIO. Not heard. 

Holt, Simon (b. 1958). David Hoquetus. 1987. 
Arrangement for tuned percussion. Notice by Keith Potter, Musical Times I28 (1987): 639. 

Keane, David (b. 1940). Variations on a Theme ofGuillaume de Machaut. 
Uses material from the Mass; sec Lisa R. Dominick, Perspectives of New Music 2I (1982-
83): 378-79. 

Martin, Frank (1890--1974). Ode a la musique. Kassel: Barenreiter, 1979. 
Duration 9'00". 
Modem musical setting of part of the Prologue (Hoepffner 1908-21, 1:9-10 11. 85-146), 
composed in I961, for baritone, four-part mixed choir, trumpet, two horns, three 
trombones, piano, and string bass. Includes a German translation by Ellen Bosenius and 
Giinther Massenkeil. 

Matousek, Lukas (b. 1943). Hoquet Guillauma de Machaut (Guillaume de 
Machaut's Hocket) for flute, clarinet and viola (1972). Recording. Ars 
Camerialis, Prague, dir. Lukas Matousek. Panton 8111 0056 (LP). Released 
1978. Duration 2'47". 
Modem arrangement of the Hoquetus David. Record review: J.F. Weber I982. 

Muldowney, Dominic (b. 1952). Paraphrase on Machaut' s Hoquetus David. 
Modem recomposition of the 1/oquetus David (I987). Review: Paul Griffiths, "Composers 
Ensemble Asbury," The Times (London), I4 January I992. 

Nelson, Ron (b. 1929). Medieval Suite. Homage to Leonin; Homage to 
Perotin; Homage to Machaut. n.p.: Boosey & Hawkes, 1981. Duration ea. 
5'00"; 4'25"; 6'15"; total ea. 15'40". Recording. The Compositions of Ron 
Nelson and John Corigliano. Kent State University Wind Ensemble, dir. 
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John Boyd. Golden Crest A TH 5083 (LP). Released I 984. Duration 19'00". 
Modern work for wind ensemble. 

Rheinberger, Josef (1839-1901). Sonate Nr. 19 in G-moll (Priiludium, 
Provenr;alisch, Introduction und Finale), Op. 193. Leipzig: Forberg, 1899. 
A harmonization of the beginning of J' aim /a flour (L2) opens the second movement of this 
organ sonata. 

Rub bra, (Charles) Edmund (1901-1986). Fantasia on a Theme of Machaultfor 
Recorder, String Quartet and Harpsichord, Op. 86. London: Lengnick, 1956. 
Modern composition; not examined. 

Sciarrino, Salvatore (b. 1947). Guillaume de Machaut: Rose liz (voices, flute, 
clarinet, bassoon, viola, cello). 
Modern arrangement, composed in 1984. See Higgins I993a, 122 n. 52 (top. II7). 

Spears, Gay Holmes. "Tapestries." D.M.A. diss., Memphis State University, 
1993. Ann Arbor: University Microfilms. Order No. 9322853. Duration ea. 
20'00". 
Composition for chamber orchestra in four movements, based on the Unicorn tapestries in 
the Cloisters Museum, New York. The fourth movement incorporates Machaut's Comment 
qu' a moy (VS). Abstract: DA! A54/4 (Oct. 1993): 1146. 

Stedroi'i, Milos (b. 1942). Mistr Machaut v Cechdch (Maitre Machaut in 
Bohemia) for mezzo-soprano, flute, clarinet, viola, piano (1975). Recording. 
Ars Camerialis, Prague, dir. Lukas Matousek. Panton 8111 0056 (LP). 
Released 1978. Zuzana Matouskova, mezzo-soprano. Duration 11 '42". 
Modern composition. Record review: J.F. Weber 1982. 

Steel, Christopher C. (b. 1939). Variations on a Theme of Machaut for organ 
(1981). 
Notice of premiere in Composer 73 (Summer 1981): 33. 

Thiele, Siegfried (b. 1934). Hommage d Machaut fur Aft-Solo, Bariton-So/o 
und Orchester. Edition Peters 9215. Leipzig: Peters, 1979. Duration ea. 
25'00". 
I. Ballade (based on Deschamps's deploration, Armes, amours I 0 jleur); H. Genese et Motel 
(based on QuantI 0 series [MI7]); Ill. Ballade (based on Deschamps's deploration); IV. 
Motel (based on Christe I Veni [M21]); V. Ballade (based on Deschamps's dep/oration). 

Weckerlin, Jean-Baptiste Theodore (1821-19 10), arr. Echos du temps passe. 
Paris: Du rand, 1857. 
Includes an arrangement for voice and piano of Douce dame jolie (V4) (p. 10 no. 5). See 
Ludwig 1926-54, 2:5b*. 

Wagner-Regeny, Rudolf (1903-1969). Acht Kommentare zu einer Weise des 
Guillaume de Machaut [for orchestra]. Leipzig: Peters, [ 1967]. 
Modem composition (I 967). 

Wuorinen, Charles (b. 1938). Machau/t mon chou [for orchestra]. Edition 
Peters 67254. New York: Peters. Duration ea. 11'00". 
Orchestral work based on the Mass (1988). Reviews: Richard Dyer, "Comet's BSO Debut: 
Grace Under Pressure," The Boston Globe (16 Nov. 1990), 77; Jerome Rosen, Notes 49 
(1992-93): 810-12. 



Ill 

The Manuscripts 

1. Introduction 
From around 1350 to around 1420, several large manuscripts were copied that 
transmit works exclusively by Machaut, arranged according to the distinct 
genres of narrative poem, lyrical poem, motet, Mass, and secular song. This 
manner of presentation of a large and diverse oeuvre has some precedents in the 
chanson collections of the second half of the thirteenth century, culminating in 
the complete-works manuscript of Adam de la Halle, F:Pn 25566.1 And yet the 
prior examples do not prepare us for the Machaut manuscripts. Here one can 
trace the evolution and refinement of a single author's conception of the presen­
tation of his works as new manuscripts were copied. Indeed, in Machaut's last 
years, it was the organization and presentation of his life's works-rather than 
the composition of new works-that was his main preoccupation as an artist. 

The complete-works manuscript can be considered the highest of the levels of 
transmission of Machaut's works. Yet Machaut was also subject to the more 
modest and traditional lower levels. Narrative poems circulated in anthologies. 
Lyrical poems were grouped anonymously and haphazardly into collections. On 
the lowest and most immediate level, individual narratives circulated separately, 
and a single lyric could be transmitted on a small swatch of parchment and 
enclosed in a letter, or sent with other swatches in a small box.2 For instance, in 
letters 6 and 10 of Machaut's Voir Dit (ed. P. Paris 1875, 53, 69), there is 
discussion of a separate manuscript of the Fonteinne, at the time Machaut's 
most recently completed narrative poem; in letters 31 and 32 (ed. P. Paris 1875, 
242, 250), there is mention of the small box, or laiette. S .J. Williams (1969, 
437-38) discusses additional passages in the Voir Dit that mention individual 
copies of Machaut lyrics and musical chansons. 

This chapter is divided into sections that organize the Machaut manuscript 
tradition, including the evidence we have of lost sources, according to these 
several levels of transmission. First come the complete-works manuscripts, 
followed by a group of manuscripts that were influenced by the idea of a 
complete-works manuscript but that also contain a few works not by Machaut. 
We then consider small anthologies that contain only works of Machaut and 
those manuscripts that transmit individual works. Finally, the largest group of 
manuscripts-and here we also include the two early prints that contain a few 
works of Machaut-is made up of anthologies, both text anthologies and music 
anthologies. 

On the literary side, Machaut's concern for the manuscript presentation of his 
works in large deluxe manuscripts profoundly influenced his followers. 
Froissart had at least two complete-works manuscripts of his own narrative and 
lyric amorous poetry prepared.3 The immense collection of Deschamps's poetry 

I The study of the manuscript presentation of an author's works is a relatively recent direction 
in French literary studies. For our purposes, we need only mention Huot 1987 and now 
Switten 1995, introduction, which brings the bibliography on the subject up to date. For 
precedePiS to the Machaut manuscripts, see Huot 1987, 232-36. On F:Pn 25566, see Huot 
1987,64.74. 

2 On the image of enclosing poems in boxes in Froissart, see Cerquiglini-Toulet 1991a. 
3 On the Froissan manuscripts, see chap. 2 n. 8. 

73 



74 TJ/E MANUSCRIPTS 

(F:Pn 840) was copied posthumously, apparently from a large collection of 
notes and scraps, but there is evidence that Deschamps owned a manuscript of 
his works.4 Christine de Pizan contributed her part as a scribe for the several 
large manuscripts of her works copied for various patrons, and was clearly 
interested in the process of bookmaking and illustration.5 For England, Burrow 
(1971, 61) has studied the example of John Gower. 

The influence of Machaut's complete-works manuscripts on the accustomed 
patterns of transmission for musical works, however, would seem to be slight. 
Manuscripts transmitting musical works in fourteenth-century France never 
reached the high level of a Machaut manuscript, the unified and ordered 
retrospective collection of a single composer's works. Instead, the anthology 
remained the normal means of circulation. 6 Musical works also circulated 
separately, probably on individual bifolios or rotufi.7 Most clerical composers 
of complex polyphony-motet, Mass, and chanson-remained anonymous, as 
had been true for most of the clerical composers of polyphony in the thirteenth 
century. Only in the late fourteenth century did this veil of anonymity begin to 
be lifted, in manuscripts such as the Chantilly codex [59].8 

The task of identifying manuscripts that transmit works of Machaut was 
largely accomplished by the early twentieth-century editors of Machaut's texts 
and music. Hoepffner (1908-21, l:xliv-li, 3:xix) listed seventeen manuscripts 
and provided a first attempt at a manuscript filiation, based on the items in the 
first volume of his edition of the narrative poems. Hoepffner's sigla are the 
basis for most subsequent citations of the core group of manuscripts.9 
Chichmaref (1909, I :lxxii-cxvi), working independently at around the same 
time as Hoepffner, listed twenty-one manuscripts, along with fragments and 
citations in prints of Alain Chartier, and in the second rhetoric treatises of 
Eustache Deschamps and Baudet Herenc, bringing the total number of sources 
to twenty-four. Chichmaref also listed one lost manuscript.JO In addition, he 
attempted a manuscript filiation based on the lyrical works. Subsequent scholars 
have made little use of Chichmaref's comments on the manuscripts, perhaps 
because he employed a series of manuscript sigla quite different from and less 
logical than those of Hoepffner. Finally, Ludwig (1926-54, 2:7a*) proclaimed 
that he had succeeded in raising the total number of sources to forty-one, along 
with citations to five untraced or lost manuscripts. 

Several sources have come to light since Ludwig's listing of 1928. Most 

4 See chap. 2 n. I4. 
5 See Laidlaw I987, and the many references in Bergeron 1992, I74-75. There are no 

comparable manuscripts for Alain Chartier's works, perhaps because the rich courts were so 
severely tried by !he wars (Poirion I965, 255). 

6 See Nadas I985, chap. I, "Introduction to the Trecento Sources and an Appraisal of 
Scholarly Studies." Despite the Italianate title, this chapter provides an excellent overview 
of the entire fourteenth-century tradition of musical manuscripts. For further general 
bibliography on musical sources, see the introductory remarks on the manuscript 
anthologies below, chap. 3.5. On the tantalizing possibility that the motels of Philippe de 
Vitry were transmitted as a corpus, see Leech-Wilkinson I982-83, 20. 

7 Compare also references such as the following entry from an early fifteenlh-century library 
inventory: "Item quatre feuillets ou [sont] plusieurs Chansons notees" (Champion I9IO, 
xxviii no. 44) [Item, four leaves containing several notated chansons]. 

8 On the question of composer attributions, see Finscher 1975. 
9 Ludwig (1926-54, 2:8a* n. I) introduced one refinement in changing Hoepffner's siglum V 

to V g for the Vogiie MS [3]. 
IO Ludwig (1926-54, 2:IIa*, 40b* no. 2) found this item actually to be an unrecognized ref­

erence to MS E [7]. 
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important is a fragment of a complete-works manuscript, MS W [2], probably 
the second in chronological order after MS C [I], described by Earp (1989, 
472-74), Wathey in RISM 1993, and in the catalogue below. Four further 
manuscripts of the Jugement Behaingne listed by Ul.ngfors ( 1917), had been 
overlooked until their incorporation into the discussion in Earp 1983.1 1 These 
new sources were evaluated by Wimsatt and Kibler (1988) for their new critical 
edition of the Jugement Behaingne. 

Six new sources for Machaut lyrics are now known, of which the most 
important is the Pennsylvania MS Pa [50], first described by Bertoni (1932) 
and utilized in the edition of the Loange des dames published by Wilkins 
( 1972). Other lyrical anthologies include four important sources of the lyrics of 
Oton de Granson (F:Pn 2201 [51], Ta [52], La [54], and Be [55]), and a 
prose work with interlarded lyrics by Machaut (Mn [ 43]). 

We have evidence for sixteen lost manuscripts. One of these, a manuscript 
owned by Alfonso the Magnanimous in the fifteenth century [3a], was probably 
the manuscript previously owned by Yolande of Bar, queen of Aragon, and 
almost certainly survives today as Vg [3]. I have speculated that manuscript 
[9], in the library of Turquam, a bourgeois of Paris, may be identified as MS B 
[4], and that the manuscript once owned by the Bastard of Orleans [14] may 
survive as the recently discovered fragment W [2].12 

Ludwig knew of eleven musical anthologies containing Machaut's music. 
Two further sources (Fa [67] and Frib [70]) were discussed in Besseler's 
Nachtrag to the Ludwig edition (1928-54, vol. 4). Gilbert Reaney added Utr 
[69] and Nur [71] as a result of his researches for RISM (1969). More recently 
discovered sources for the music of Machaut include an early source for a lai 
described in Fallows !977b (F:La 134 [26]), a fragment of an Ars Nova 
chansonnier from the Low Countries described in Strohm 1984a (Gr 3360 
[68]), and a large new Italian anthology-unfortunately a palimpsest­
described in d' A cc one 1984 and Nadas 1987 (SL [65]). 

This chapter provides information on the manuscripts that transmit Machaut 
works. Because the large complete-works manuscripts make up the most 
characteristic and important part of the Machaut manuscript tradition, I consider 
them in greater detail than the other manuscripts. On the other hand, since 
musicologists have carefully studied most musical anthologies in recent years, I 
have done little more than cite the relevant bibliographical resources for these 
manuscripts, along with a list of the Machaut works contained in them. For 
most Machaut sources, I employ the short one or two-letter manuscript sigla in 
common use; otherwise, I employ sigla in RISM format, familiar to musical 
scholars, but easily understood by others as well (country code, city and library 
code, shelfmark). 
DESCRIPTION. Descriptions are based either on my own examination of the 
manuscript or from microfilms or information in the most recent catalogues or 
other descriptions. (I have examined MSS [!], [2], [4], [5], [Sa], [6], [71. [10], 
[11], [15], [16], [17], [18], [20], [21], [28], [31], [33], [34], [35], [37], [38], 
[40], [41], [44], [45], [48], [50], [51], [53], [56], [57], [58], [59], [63], [64], 

11 MSS Ys [37], Pc [38], and Ra [44] (Earp I983, 40--4I). Earp (1983, 4I n. 98) traced the 
Kr [36] to the New York firm H.P. Kraus. Perhaps these are the four additional manu­
scripts that Gennrich (I 930, 35 I) reported Ludwig had come across since the publication of 
his commentary volume. 

12 The sixteen lost manuscripts include six described by Ludwig, MSS [8], [I2], [I9], [23], 
[25], and [27]; I have identified nine additional references, MSS [3a], [9], [13], [I4], [22], 
[29], [30], [39], and [60]. G6mez (1987, I I5) identified MS [24]. 
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and [69].) Descriptions in Ludwig's Machaut edition (1926-54, vol. 2), an 
essential starting point often ignored, may contain important older bibliography. 

When possible, I provide information on the material of the manuscript, the 
number of folios, systems of foliation, the overall dimensions, the dimensions 
of the writing block, scribes, and collation.J3 Information on the binding is 
usually limited to a simple description of material; when possible, reference is 
made to a volume of the new catalogue of Latin manuscripts at the Bibliotheque 
Nation ale (Bibliotheque Nationa/e 1981 ), which includes descriptions and 
illustrations of arms and monograms found on the bindings of many of the 
manuscripts at the Bibliotheque Nationale. For the musical anthologies, thor­
ough descriptions are found in the studies cited. 
DECORATION. Here I provide information on initials and miniatures. For de­
scriptions of styles of initials, my terminology is based on Muzerelle 1985, 
which includes plates: "floriated initial"= /ettre fleurie (1985, §561.12); "initial 
with filigree"= lettre filigranee (1985, §561.10); "solid initial"= initiale nue 
(1985, §561.03); "highlighted capital"= lettre rehausee (1985, §561.07); 
"divided initial" = lettre emanchee (1985, §561.09 with fig. 270a). In addition, 
I have retained Muzerelle's term lettre rechampie (1985, §561.15; the letter may 
also be echancree, §543.06), because it describes exactly certain styles of deco­
ration seen in manuscripts of Machaut's works. For more complete information 
on the location and description of miniatures, refer to chapter 4.4 below. Border 
decorations, obviously important for dating and localization, are not yet well 
studied for the fourteenth century. 
FACSIMILES. Here I list references to published reproductions of miniatures, 
pages of text, or musical works. Miniatures are identified by numbers keyed to 
the concordance of miniatures in chapter 4.4. For musical works, information is 
organized into categories by genre (lais, motets, Mass, Hoquetus David, 
ballades, rondeaux, virelais). In the case of the musical anthologies, I provide 
references to facsimiles only of works of Machaut or works directly related to 
Machaut; for other facsimiles of these manuscripts, I refer to standard published 
bibliographies. No integral facsimile of a complete Machaut manuscript has yet 
been published. The most extensive excerpt from a Machaut manuscript is the 
facsimile of the Mass from MS B [4] in Gennrich 1957. A sample of a late 
lyrical anthology is provided by the facsimile of the early sixteenth-century print 
Jp [ 49], containing a few Machaut lyrics. For a sample of a musical anthology 
manuscript, there is an excellent facsimile of FP [61] (Gallo 1981 ). 
INSCRIPTIONS. Stray jottings on flyleaves or elsewhere that may be of interest 
for the provenance of the manuscript are mentioned here. 
DATE AND PROVENANCE. Information on the provenance and the subsequent 
history of a manuscript may be found here, though original owners are known 
for only a few of the Machaut manuscripts. I also note the appearance of a 
manuscript in early library inventories, which provides clues to the manu­
script's whereabouts since the fourteenth or fifteenth century. Often descrip­
tions in early inventories are too incomplete to allow for the unequivocal 
identification of a manuscript, and thus it is possible that some of the lost manu­
scripts listed below survive but cannot be identified as an extant manuscript 
from the available information. When a library inventory is thorough, however, 
the information gained about early owners of manuscripts is interesting and 

13 In the account of collation, a colon between gatherings indicaies that the end of a poem or 
group of works coincides with the end of a gathering. Earp (1983, 343-79) gives detailed 
diagrams of the gathering structure of (in this order) MSS A [5], F-G [6], Vg [3], B [4], 
E [7], C [1], J [16], and K [15]. 
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significant. The most complete information on the early libraries that held 
Machaut manuscripts is available for the fifteenth-century Burgundian library. 
De Winter (1985, 115-20) provides an excellent summary of the many inven­
tories of the Burgundian library, from the 1404 inventory prepared after the 
death of Philip the Bold, up to the 1842 catalogue of the Belgian Bibliotheque 
Royale (a shorter summary is in Meiss 1967, 352-53). Early shelfmarks are 
also listed here, when possible with reference to the catalogue to which they 
refer. The physical appearance of the shelfmarks used in old catalogues of the 
Parisian Bibliotheque du Roy are now described and illustrated in Bibliotheque 
Nationale 1981, 481 nos. 6-8 (plates xiii-xv); summary bibliographical in­
formation on the old catalogues themselves (published in Omont 1908-21) is 
provided in Bibliotheque Nationale 1975, 815. 
CONTENTS. Here I provide a summary listing of the works of Machaut in the 
manuscript in question. Limitations of space have made complete inventories 
impractical, particularly for the large anthologies. 
LITERATURE. Finally, additional bibliography-catalogues and inventories of a 
given manuscript-are listed here, as well as other studies. For the well-studied 
musical anthologies, I list only main sources of bibliographical information and 
recent studies. 

2. Complete-works manuscripts 
This is the most essential part of the Mach aut manuscript tradition, the group of 
manuscripts containing only works of Machaut, in an ordered and complete 
collection: dits, lyrical poetry, and music. Some of these complete-works 
manuscripts were probably in some sense supervised by the author during their 
production (see Earp 1989 for a study of the current state of research on this 
issue). The manuscripts are listed here in two groups: (a) manuscripts 
containing both texts and music; and (b) manuscripts containing texts only. 
Each of these groups is arranged in an approximate chronological order. Lost or 
untraced manuscripts are included at the end of the relevant series. Earp (1989, 
474 table I) proposes an overall chronology. 
A. Manuscripts containing both texts and music 

[ 1] PARIS, Bibliotheque Nationale, fonds fram;ais 1586 (C; F: P n 
1586; Hoepffner: C; Chichmaref: £) 

DESCRIPTION. Parchment, 225 + i fols., with two paper flyleaves in front and two in back; 
eighteenth-century Arabic foliation, 1-225, top right recto.14 Dimensions: 29.9 x 22 cm, 
writing block ea. 21.2 x 14.2 cm, two cols. at 37-38 11./col. Contains music. Formal 
bookhand; two scribes divided the copying; sec Keitel 1976, 33, 42; 1982c, 79. Scribe A 
wrote fols. lr-22v (Behaingne), 93r-120v (Vergier, Lyon), !37r-146v (middle part of 
Loange), and !65r-225v (lais, music section to end of the manuscript). Scribe B wrote fols. 
23r-92v (Remede, Alerion), 12lr-136v (first part of Loange), and 147r-!65r (end of 
Loange, virelais and ballades of first music section). Collation 1-28 36:4-78 g4: 9-118 
1210: 1310: 148 1510 : 16-178 JSIO 19-258 2612-4 27-288; more on signatures and 
collation in Earp !983, !33, 371-73. Red staves 1.3 cm. tall, drawn with a rastrum. Bound 
in brown leather with gilt tooling, crowns over letter "N" (Napoleon I). 

DECORATION. Blue titles frequently used in the Remede only. Initials one to six lines tall, 
alternating blue with red filigree and gold with black filigree; the style of the filigree is 
different in theRemede. On the 107 miniatures in grisaille, divided between three artists, see 
the descriptions below, chap. 4.4. MS C is one of the most significant manuscripts for the 
history of illumination in fourteenth-century France; on the artists, see chap. 4.2 table 4.1. 
Huot (1987, chap. 8) discusses aspects of the iconography. 

14 Inscription on the last parchment flyleaf: "Les feuillets de ce manuscrit ont ete cotes par 
1.2.3 &c en l'annee 1740--ie !Se may." 
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FACSIMILES. 
Miniatures (refer to chaps. 4.3 and 4.4 ): C8, C I 0-44, C68, C73, C92-96, C 106. 
Ballades: see miniature C33 (fol. 47v, Dame, de qui [RFS]); Bofill Soligucr 1991, 22-23 

(fols. 199v-20Ir, with end of De petit peu [B 18], and Je sui aussi [B20], De Fortune 
[B23], Se quanque [B21] complete). 

Virelai: miniature C36 (fol. Sir, Dame, a vous [RF6]). 
DATE AND PROVENANCE. 1350-56 (closer to 1356); see Avrill973, 112-14; 1978,26-28, 

plates 19, 21-26; 1982a, II9-24. 15 The original owner is not known, although some 
evidence suggests that the manuscript was originally destined for Bonne of Luxembourg; 
after her death in 1349, the manuscript may have been finished for King John 11 (Earp 1989, 
467-68, drawing together suggestions in Wimsatt/Kibler 1988, Giinther 1982, and Avril 
1982a; see also above, chap. 1.9 and 1.10.1, and the description of Trop plus I Biaute 
[M20] in chap. 7.3). Art historical studies indicate that the manuscript was decorated in 
Paris, at an atelier with connections to the royal court (Avril 1973, 1978, 1982a). R. 
Cazelles (1982, 43) notes that the illuminator Jean de Viarmes (Wirmes) illustrated a "book 
of motets" for King John 11; this description may tentatively be associated with MS C, 
since it would seem odd in this period to illustrate a book of motels (see chap. 1.10.1). 

Earlier shelfmarks of the Bibliotheque du Roy (all visible on fol. Ir): MDCCC (Nicolas 
Rigault catalogue of 1622, Omont 1908-21, 2:352); 151 (brothers Dupuy catalogue of 
1645, Omont 1908-21, 3: II ); Rcgius 7612 (Nicolas Clement catalogue of 1682, Omont 
1908-21, 4:47). The early shelfmarks indicate that MSC was at the Bibliotheque du Roy at 
least since the seventeenth century, although until the late eighteenth century it was known 
as a manuscript of "les chansons de Thibault, comte de Champagne, roy de Navarre, mises 
en musique. Diverse chansons antiennes" (1645 catalogue, others arc similar), and was even 
grouped with the MS Regius 7613 (Omont 1908-21, 4:205), now F:Pn 1591, trouvere MS 
R; thus, MS C may stand unrecognizable as a Machaut source in earlier inventories. See 
also below on MS A [5], which was similarly described. 

Avril (1973, 99 n. I, 100 n. 2) notes that a manuscript of Jacobus de Cessolis's Jeu des 
Echecs Moralises in the translation of Jean de Vignay (US:NYpm Glazier G.52; see 
Plummcr 1959; International Style 1962) is from the same atelier and date as MS C, and 
may have been intended for the same patron. Glazier G.52 dates from near the time King 
John 11 commanded the translation. The many contemporary marks of ownership in Glazier 
G .52 have not yet received much study beyond the identifications in the dossier at the 
Pierpont Morgan Library. 

CONTENTS. On the division between Cl and CJJ, see Ludwig 1926-54, 2:10b*; Giinther 
I963a, 96-100; Huot 1987, 265. Earp (1983, 138-42, 176-77) emphasizes that the motets 
form a division independent of the chansons; Cl! was inserted between the la is and a closed 
motel section. 
Section Cl 

Text: 
Jugement Behaingne ("Le Temps Pascour") 
Remede (with music) 
Alerion 
Vergier 
Lyon 
Loange (I 98 texts) 

Music: 
23 virelais (3 without music) 
16 ballades 
9 lais (2 without music) 

Section CII 
8 ballades, 6 la is (4 without music), 5 virelais, 9 rondeaux 

19 motelS 
blank 

fols. lr-22v 
fols. 23r-58v 
fols. 59r-92v 
fols. 93r-102v 
fols. 103r-120v 
fols. 12Ir-148v 

fols. I48v-157v 
fols. 157v-165r 
fols. I65r-186v 

fols. 186v-206r 
fols. 206v-225r 
fols. 225v-[226r] 

15 Until the work of Avril became widely known, MS C was misdated as a fifteenth-century 
source after the description in Bibliotheque lmperiale 1868,259. Guelliot (1914, 312) was 
the first to question the old date. 
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LITERATURE. Bibliotheque lmperiale 1868, 259; Ludwig 1926--54, 2:10b*; Schrade 1956c, 
27-28; RISM 1969, 179-82; Reaney 1980c, 661-{)2; Earp 1983, 131--42; Harden 1983, 
122-37. On Machaut's personal supervision: Huot 1987, 246--49; Earp 1989,463-72. 

[2] ABERYSTWYTH, National Library of Wales, 5010 C (W; 
GB:AB 5010 C) 

DESCRIPTION. Parchment, fragmentary, i + 74 + i fols.; modem Arabic pencil foliation, 1-
74, top right recto. Dimensions: 27 x 19 cm, writing block ea. 19 x 14 cm, 2 cols. at 40 
11./col. Contains music. Formal bookhand; four text scribes may be distinguished. Scribe 
A, who utilized double hairline strokes in capital letters at the beginning of each verse of 
poetry, wrote fols. lr-5v (Loange), 23r-23v (Vergier), 31r-41 v (Remede), 64r-64v 
(Alerion), 7lr (L9), 72r-73v (lais), 74v (Ml). Scribe B did not employ the hairlines in 
capitals but made large apostrophe-shaped strokes in round letters (0, Q, C); he wrote fols. 
6r-21 v (Loange, Jugement Behaingne), 42r--46v and 48r-55v (Alerion). Scribe C, who 
omamented round letters with double hairline strokes like scribe A, wrote fols. 24r-29v 
(Vergier) and 47r--47v (Alerion). Scribe D did not employ the hairlines in capitals, and 
similar to scribe B made large apostrophe-shaped strokes in round letters (0, Q, C, D). 
Characteristic is his use of the Tironian sign for "Et" at beginnings of lines. Scribe D wrote 
fols. 30r-30v (Remede), 56r--<i3v and 65r-70v (Aierion). The manner of copying the 
Remede indicates that different scribes were copying different parts of the text simultane­
ously. What is left of the Remede begins on fol. 30r with l. 69, and thus it began on the 
previous verso. Scribe D copied three columns and a catchword but left column d blank. 
Scribe A, who copied the rest of the surviving portions of the poem, continued the text 
without a break on fol. 3lr. An infelicity such as this, probably due to haste, may indicate 
that the many irregularities in the collation of the manuscript, not all of which are due to 
vandalism, do not signal gross losses in the text section. 

1 

A few catchwords and signatures are visible, in ink. A chart of the gathering structure 
follows this description. Music remains only on fol. 74v, with ten lines of red staves in 
double columns, each 1.25 cm tall and drawn with a rastrum. The remainder of the music 
section is lost. Fol. 74v, with most of the triplum of Quant en rrwy (Ml), was originally 
ruled for text (writing block 21.1 x 14.6 cm). This suggests that if lais immediately pre­
ceded the motels, the final lai was not set to music. The first five staves were originally 
drawn straight across in long lines, later erased at mid-column to allow for a double column 
format. This may suggest that music previously copied in the manuscript, presumably the 
lais, was written in long lines. It is worth remarking that of all the principal Machaut 
manuscripts transmitting motels, only the early MS C employs double columns like W. 

MS W is tightly bound in white leather over boards, probably from the early twentieth 
century. Interior columns are water damaged to the point that some of the writing is 
practically illegible. Wathey (RISM 1993) notes physical characteristics indicating that W 
was originally in two volumes, a text volume and a music volume (cf. descriptions below 
of MS Vg [3] and a lost Burgundian manuscript [12]). In the following diagram, dotted 
lines indicate probable lost leaves; most of the stubs in the present manuscript also mark 
lost leaves. Gathering signatures are partially visible in gatherings eight and twelve. 

-
.. -·----. . . . . . 

stub [Loange] ing (hypothetical structure): 

stub 

2 

3 

4 
' 

.. .. -.--. . . . 
5 

stub 

Fol. 5 originally part of a now-lost gather- -·-----·-----------
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Present structure: 

2 

-

3 [ 

5 

6 

7 

8 

stub 

stub 

stub 

stub 

9 (9d blank) 

stub [Jug. Behaingne] 

10 .1. 

ll 

12 

13 

4 l 
stub 

14 

stub, glued to 14 

Some guide marks indicate that bifolio 9/13 
and bifolio 14/stub were once misbound. 
Fol. 14 and its stub were the outer bifolio of 
gathering 3: text between fols. 13v and 14r 
is continuous. Vergier probably began on a 
verso near the end of a now-lost gathering, 
which may have included the missing Lyon. 
The two or more gatherings in question may 
have fallen later in the original manuscript. 

5 

6 

7 

THE MANUSCRIPTS 

IS 

16 

17 

[ 

18 

19 

20 

[ 

l 

21 (explicit, col. c) 

22 (blank, r-v) 

23 Vergier, I. 66-­
(glued to fol. 22) 

24 

25 

26 

27 

28 

29 

stub 

stub 

.1. 

stub verso: [Remede] 

.1. 

30 (col. d blank) 

A copying error caused the blank col. on fol. 
30d; text continues without a gap on fol. 31, 
entered by a different scribe. Fol. 31 orig­
inally began a now-lost gathering: 

.................... . . . 
I I" •",. •""""'" . . 

. 

. . .. ... -...... . . 

......................... 

31 

stub 
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Present structure: 

, .................. .. 

8 

. ---------·· 

.............. . 
9 

-

-·-----------------. 
·--------------. . 

31 

32 0 

330 

34 ~ 

stub 

35 

stub 

stub 

36 

37 

38 

stub 

stub 

stub 

. 39 

. [ 40 
10 : . . 

41 

stub [Alerion] 

j. . --------------· 
·------------------

ll 

12 

13 

··--------·-------· . . 
: 42 

43 

144 

L stub 

45 

46 

81 

47 (sewn to fol. 46) 

[ 

48 < 
49 « 
50«< 

51 <«< 

52 

53 

54 

55 

56 

57 

58 

[

59 

60 

61 

62 

63 
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64 

L 
72 Ll fragment 

65 
IS 

66 

[ 
67 stub 

14 

[ 
73 L 13 fragment 

68 16 

69 

70 expl. Alerion; L9 frag. 74 recto: blank; verso: 

71 verso blank 
MI triplum (fragment) 

DECORATION. Rubrics. Gold initials on a cusped blue and purple background with white 
tracery (/ettres rechampies echancrees), two lines taU.16 Background colors alternate, so that 
if the interior background of one letter is blue, and the exterior is purple, the next letter has 
the opposite pattern. A few short stems extend from some initials but no flowers or fancier 
stems. All initials are of the same design throughout the volume; larger initials are now 
lost. The manuscript was doubtless originally fully illuminated, but all folios containing 
illuminations were removed in their entirety. The faint mirror image of one miniature 
(originally on fol. 6 bottom left verso) is visible on fol. 7, bottom right recto (a lady 
standing in a green field). The miniature was only seven lines tall and filled the space left 
for the missing third strophe of the ballade Ne cuides pas (Lol29), a practice also seen in 
Vg (see miniatures Vg2-4, described in chap. 4.4p)P Capitals at the beginnings of lines 
are highlighted in yellow wash, except in parts of the manuscript that required music, 
namely throughout the Remede (fols. 30r-41 v), and the Iais and motel (fols. 72r-74v). 

FACSIMILE. Motet: RISM 1993, 101 plate I (fol. 74v, fragment of Quant en moy [MI]). 
INSCRIPTIONS. On fol. 7Ir (the end of the original first volume of the manuscript) there is a 

motto in a fifteenth- or sixteenth-century hand: "J oyeulz espoir a. &c. "18 Below this, in a 
messy fifteenth-century cursive bastard script, is a poem, perhaps a bergerette: 

Et ne sese res vous jamais 19 

Faulx, jaloux, envieulx 
De voloir mectire en tous lieulx 
sur celle ou tout biens sont parfais 

5 Je croy que vous prencs [MS: prcdes] plaisanche 
a la voir vivre en desplaisir20 
Et n 'aves vous point de soufissance 
Ci se elle a des maulx a souffrir 

16 The description in Barron 1830, 198 no. 1354, a lost manuscript described below as MS 
[12], mentions "les grans lettresd'or et d'azur," which recalls MS W. MS [12], however, 
ended with the Fonteinne, and I have resisted the identification because the small number of 
poems in the Loange in W implies a much earlier manuscript. 

17 The third strophe of Lol29 is also missing in MSC but not in later manuscripts. 
18 "Joyeux Espoir" appears in a rondel of Charles d'Orleans (ed. Miihlethaler 1992, 400; cf. 

Poirion 1965, 301 n. Ill). 
19 A rondel of Charles d'Orleans has the same first line: "Et ne cesserez vous jamais? I Tous­

jours est a recommancer; I C'est folie d'y plus penser, I Ne s'en soussier desorrnais ... " 
(ed. Miihlethaler 1992, 426). Perhaps the poem in MS W was written by a member of the 
circle around Charles d'Orleans, a circle noted for writing chansons on a given incipit. 

20 Two lines that resemble ll. 5--{5 appear in the rondeau Me feres vous tousjours /anguir 
(printed in Piaget 1905, 602), added on a flyleaf of the Diesbach MS of works of Alain 
Chartier, a manuscript still untraced (Laidlaw 1974, 128, siglum Qj): "Je croy que vous 
prenes plaisir I A moy voir vivre en desplaisir." 
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Hellas che sont bien petits fais 
10 Envieulx 

Deportcs vous en pour le mieulx 
Et senties a icelle vivre en pais. 

83 

DATE AND PROVENANCE. Judging from the extent of the contents of the manuscript, in 
particular the identity in the size of the Loange section with that of MS C, the lack of any 
trace of poems after Alerion (a factor not alone convincing due to the fragmentary nature of 
the source), the manner in which the motet Quant en moy (Ml) is copied, and the 
corruptions in the text of the Jugement Behaingne (see Earp 1989, 473n. item 2), it seems 
safe to place the time of the copying of MS W immediately after C, i.e., ea. 1356. The 
unidentified fifteenth-century bergerette discussed above perhaps connects W to the circle 
around Charles d 'Orleans, and perhaps W is the manuscript that later belonged to the count 
of Dusnois [14]. According to the dossier on file at the Institut de Recherches et d'Histoire 
des Textes in Paris, assembled from information acquired on an excursion of a staff member 
of the l.R.H.T. to Wales in 1957, a letter inserted into the manuscript indicated that Sir 
Francis William Bourdillon (1852-1921) purchased MS W from Bemard Quaritch Ltd. in 
London on 30 June 1919 for £25. In the intervening years, the letter has unfortunately gone 
astray, and none of the account books that Bourdillon kept on his library, all of which are in 
the possession of the National Library of Wales, reaches as late as 1919.21 The only 
mention of the manuscript is in MS 5078 C, "Catalogue of MSS at Buddington," which 
includes on the last written page, p. [50], a brief note listing the contents of the Machaut 
manuscript. Inquiries at the offices of Quaritch in London in the summer of 1989 proved 
fruitless; a manuscript in the mutilated condition of W would have received little attention. 
Thus, the history of the manuscript before Bourdillon acquired it has not been traced. 

CONTENTS. Given the very damaged state of the manuscript, only the relative positions of the 
Loange and Jugement Behaingne are fixed: Jugement Behaingne must follow the Loange. 
The positions of Vergier, Remede. and Alerion are flexible, except that Alerion is locked in 
with the following section of Iais. 

Text: 
Loange (probably originally 198 texts) 

Lo7-14 (str. I) 
Lo34-50 
Lo70 (I. 4 )-Lo78 (I. 3) 
Lol21 (1. 3)-Lol47 (1. 2) 
Lol96 (1. 2)-Lo200 

blank 
Jugement Behaingne, 11. 145-2079 (expl.) 
blank 
Vergier, 11. 66-1186 
Remede 

11. 69-348 
11. 1161-1480 
11. I63I-I790 
11. 2062-2218 
11. 2367-2832 
11. 3629-4096 

Alerion 
11. 158..{)37 
11. 798-4814 (expl.) 

Lais 
Amours se plus (L9) 
Fifteenth-century inscriptions 
blank 

fols. lr-v 
fols. 2r-4v 
fols. Sr-Sv 
fols. 6r-8r 
fols. 9a-9c 
fol. 9d 
fols. I Or-21 v 
fols. 22r-22v 
fols. 23r-29v 

fols. 30r-31 v 
fols. 32r-33v 
fols. 34r-34v 
fols. 35r-35v 
fols. 36r-38v 
fols. 39r-41 v 

fols. 42r-44v 
fols. 45r-70 

fols. 70r-71 r 
fol. 7Ir 
fol. 71 v 

21 I examined the following Bourdillon manuscripts for information on MS W: 5071 C, 
5072 B, 5073 B, 5074 B, 5075 B, 5077 B, 5078 C, 5079 D, 5101 A. MS 5148 C, 
"Letters to F. W. Bourdillon, &c," does contain two letters from Quaritch (dated 3 October 
1917 and 8 October 1917), but they do not pertain to the Machaut manuscript. 
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[Loyaute, que] (LI, 11. 127-286) 
[Maintes Joys] (Ll3, 11. 57-217) 

blank 
Music: 

THE MANUSCRIPTS 

fol. 72r 
fol. 73r-v 
fol. 74r 

[Quant] en moy (Ml), 11. 1-33 of triplum fol. 74v 
LITERATURE. Description in Handlist 1951,63. Machabey (1960, 1394) mentioned W, but 

only as a single page of music, ignoring the text. The contents of the manuscript are 
thoroughly described in a typewritten dossier on file at the Institut de Recherche et 
d'Histoire des Textes, Paris. See also Earp 1989, 472-73 n. 24, 474, 479-80; and the 
excellent description by Wathey in RISM 1993. My research on MS W was carried out in 
the summer of 1989 with the help of a grant from the American Philosophical Society. 

[3] NEW YORK, Wildenstein Collection, MS without shelfmark 
(Vg; US:NYw; Hoepffner: V; Chichmaref: N; Ludwig: V g) 

DESCRIPTION. Parchment, 390 + ii fols. (fols. 321 and 383 are missing); old foliation i­
cccxcii, top right recto. Dimensions: ea. 32 x 22 cm, writing block ea. 21.5 x 15.6 cm, 2 
cols. at 40 11./col. Contains music. Formal bookhand. Collation 1-108 JJ!O (irregular) 12-
178: 18-278:28-418 424:43-458 463 47-498 506; more on signatures and collation in 
Earp 1983, 355--{57. The first folio of the music section appears dirty and worn, and prob­
ably Vg was once split into two volumes (cf. above, MS W [2], and below, MS [12]). 

DECORATION. Rubrics. Initials eight lines tall with a basket-weave background; floriated ini­
tials with stems and ivy leaves, four to eight lines tall; letters on a cusped background 
(/ettres rechampies echancrees) probably similar to those in MS W, two lines tall. Major 
divisions have bar borders with stems and ivy leaves, sometimes with a dragon. On the 118 
miniatures, divided between four artists, see the descriptions in chap. 4.2 table 4.2 and chap. 
4.4. Such a large number of collaborators may suggest that the book had to be produced 
quickly (see De Winter 1978, 180; 1985, 88). The miniature at the beginning of the Loange 
(chap. 4.4.p, miniature Vg I) and the miniature at the beginning of Alerion (chap. 4.4.g, 
miniature Vg44) each have a multi-lobed frame with tricolor border, a design often found in 
Parisian manuscripts during the reign of Charles V (compare Avril 1978, plates 32-33). 

FACSIMILES. 
Miniatures (refer to chaps. 4.3 and 4.4): Vgl, Vg45, Vg93. 
Mass: Barksdale 1953a, fig. viii no. 57 (fol. 285v, beginning of Et in terra); 1953b, 564 

(fols. 283v-284r, first opening of the Mass). 
INSCRIPTIONS. According to Ludwig (1911, 407-8n.; 1926-54, 2:10a*), the recto of the 

second flyleaf has the following motto in a fifteenth-century hand, which breaks off with the 
first letter of the second line: 
''J'ay belle dame assouvie 
t . .. " 
Ludwig notes the similarity to the motto of Jean de Grailli, count of Foix (r. 1412-1436): 
'Tay belle dame." On this motto, see Lewis 1985. 

DATE AND PROVENANCE. Decorated ea. 1370 (Avril I982a, 124--25). It is possible that MS 
Vg made its way to Yolande of Bar, Queen of Aragon in the 1380s (chap. l.llb and 2.2.1), 
a gift of Gaston Febus, count of Foix (Earp 1989, 4 78-79). Perhaps it was the strong 
connection between Charles of Navarre and the south (cf. R. Cazelles 1982, 85-86) that 
brought a Machaut manuscript to Gaston Fcbus, the brother-in-law of Charles of Navarre. 
Note that Vg has thirty-nine miniatures (Vg44-5!; see chap. 4.4h), more than any other 
extant manuscript, for the Confort, a poem written for Charles of Navarre, and eight 
miniatures (Vg52-90; see chap. 4.4g), most of which feature hunting birds-a favorite 
subject of the count of Foix-for Alerion. Based on the detailed contemporary inventory de­
scription, a manuscript in the 1417 inventory of the books of Alfonso V the Magnanimous 
at Valencia can be identified as Vg (see MS [3a]). In the late nineteenth and early twentieth 
century, Vg was in the possession of the Marquis Melchior de Vogiie (d. 1916), Paris. It 
was purchased from the Vogiie family by Georges Wildenstein between 1928 and 1933 and 
exhibited at the Toledo Museum of Art in 1952 (Barksdale 1953a; 1953b; Levarie 1954, 
107-8). MS Vg has been notoriously unavailable to scholars for examination, except for a 
brief viewing in 1977 attended by Bemard Bailly de Surcy, Margaret Bent, Harry Bober, and 
Elizabeth Keitel. 
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CONTENTS. 
Text: 

Loange 
Complaintes; continuation of Loange (total of 256 texts) 
Vergier 
Jugement Behaingne ("Le Temps Pascour") 
Jugement Navarre 
Lay de Plour, Qui bien (L22/16) 
Remede (with music) 
blank 
Lyon 
blank 
Alerion 
blank 
Confort 
Fonteinne 
Harpe 

Music: 
18 lais 
23 motets 

Mass 
36 ballades 
13 rondeaux 

lost folio 
I rondeau 

29 virelais (3 without music) 
Amis sans toy (ballade text) 

3 virelais without music 
Hoquetus David 

I virelai 
Text: 

Prise 
?blank 

fols. lr-30v 
fols. 3ir-38v 
fols. 39r-47r 
fols. 4 7 v--60r 
fols. 60v-87r 
fols. 87v-89v 
fols. 90r-12lr 
fol. 12lv 
fols. 122r-137v 
fols. !38r-138v 
fols. 139r-169 
fol. 169v 
fols. 170r-196v 
fols. 197r-216r 
fols. 216r-218v 

fols. 219r-259r 
fols. 260v-283r 
fols. 283v-296r 
fols. 296v-316r 
fols. 316v-320v 
fol. 321 
fol. 322r 
fols. 322v-333r 
fol. 333r 
fols. 333v-334r 
fols. 334v-335r 
fol. 335v 

fols. 336r-392v 
fol. 393 
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LITERATURE. Mas Latrie !877b, xxviii-xxix; Ludwig 1926-54, 2:9b*-10a*; Barksdale 
1953a, no. 57; Schrade !956c, 25-26; R!SM 1969, 342-68; Reaney 1980c, 662; Bent 
1983. 

[3a] VALENCIA, manuscript in the library of Alfonso V 
PROVENANCE. A manuscript described in the 1417 inventory of the books of Alfonso V the 

Magnanimous at Valencia (Al6s-Moner 1924, 397 no. 17) seems identical with MS V g 
(Earp 1989, 478-79). See above on the provenance of V g. 

CONTENTS. This manuscript began with the Loange and ended with the Prise. 

[ 4] PARIS, Bibliotheque Nationale, fonds franc;ais 1585 (B; F: P n 
1585; Hoepffner: B; Chichmaref: D) 

DESCRIPTION. Paper, 395 fols. (old fols. 138 and 218, and the bifolio surrounding present 
fols. 330--331 are missing), with two paper flyleaves in front and three in back; nineteenth­
century Arabic foliation, 1-395, top right recto; two late fifteenth- or sixteenth-century 
foliations include only the text section, fols. 1-217: xi-iiCxvii (bottom middle recto, ear­
lier); i-x (top right recto) and xi-iFxvii (top middle recto, slightly later). On the differences 
between foliations, and the current misbinding, see Earp 1983, I 13-18. Watermarks are 
described in Keiteli982b, 83-87. Bifolios 1/8,9/16, 17/24 (old fols. 210 and 217), and fol. 
33 (old fol. 177) are fifteenth-century replacement folios. Dimensions: ea. 29 x 21 cm, 
writing block ea. 23 x 17 cm (varies greatly), 2 cols. at 40 ll./col. Fols. lr-33v and 389r-
395v have been covered with gauze. Contains music. On the nine text scribes and two 
music scribes of the main corpus (omitting the Prise), see Earp 1983, 196-214 and the 
additional notes in Bent 1983,59,77. A scribal hand of correction, labeled sl by Hoepffner 
(1908-21, l:xlvi; Ludwig 1926-54, 2:10*), remains unstudied. Collation (following the 
current misbound state) 1-28 278 228+ I (first fol. was originally last fol. of gathering 21) 
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3-108 JJ8+2 12-168 178-1+1 (old foL 138 lost between new fols. 154v-155r; first foL of 
gathering 18 added) 188-1 19-208 218-1 (last foL added to gathering 22) 23-268 288-1 29-
388 398+1 40-418 424-2+1 (outer bifolio lost; first folio of gathering 43 added) 43 12- 1 

4410 4512 4614 4710 4812-5 (structure now altered to 8-1); more on signatures and 
collation in Earp 1983, 109-113, 355-67. Red staves 1.25 cm tall (Qui bien aimme 
[L22116], Remede, and fols. 297r-304v), or 1.35 cm tall (all other music), in red ink except 
for foL 132r (residuum of Dame, a vous [RF6], which is black). Bound since the 1960s in 
light brown pigskin. For additional information on scribal practice, see Harden 1983, 110-
21. 

DECORATION. Rubrics. Initial six lines tall on foL lr (fifteenth-century replacement folio), 
with crude filigree in blue ink, possibly added much later. Red and blue divided letter on foL 
332r at the opening of the Prise, nine lines taiL Otherwise, there are only solid red initials, 
four to ten lines talL As in the exemplar, MS Vg, room was left for illuminations. These 
were never executed, but of course they were never meant to be executed, since the 
manuscript is on paper. 

FACSIMILES. Mass: Gennrich 1957 (fols. 28lv-294r, complete Mass); Seay 1965, 146 (fols. 
283v-284r, first opening of the Gloria). 

INSCRIPTIONS. On foL lr, in the space reserved for a miniature, a seventeenth-century hand 
has written: "Compositions de Guillaume de Machaut de Loris Poete & Musicien qui 
florissoit sur la fin du X!Ve siecle," an inscription which provides an interesting link to MS 
D [!I] and the researches of Chatre de Cange (d. 1746). The last folio of the Prise is signed 
"Guyon" (unidentified) in a fifteenth-century hand. Also unidentified is the motto on the 
same folio: "Cum bono bonus eris I Cum perverso perverteris" (a paraphrase of 2 Reg. 
xxii.27 and Ps. xvii.27: "Cum electo electus eris, et cum perverso perverteris"); cL Alerion, 
IL 4433-34: "Aide toy; je t'aideray. I Honnis toy; je te honniray [help yourself, and I will 
help you: shame yourself, and I will shame you (trans. Gaudet/Hieatt 1994, 156)]. 

DATE AND PROVENANCE. On the basis of the watermarks, copied ea. 1370-72 (Keitel 1982c, 
83-87); seven replacement folios were added in the early fifteenth century. MS B is a direct 
copy of Vg (Ludwig 1911, 409; 1926--54, 2:9b* n. 2, lOa* n. 3), except for the Prise, 
which in turn served as the exemplar for the Prise in Vg; objections to this relationship 
raised by Keitel (1976, 114-15; 1982c, 87-89) were refuted by Bent(l983, 53--60) and Earp 
(1983, I 02-3). 

B was copied from Vg in an unbound and unilluminated state (Bent 1983, 57, 79) and 
copied quickly, probably for use as an unauthorized exemplar (Earp 1989,4 77), and it indeed 
served as an exemplar for portions of MS E (Bent 1983, 62-82). Perhaps the unidentified 
Turquam manuscript of 1519 [9] is identical with MS B. Machabey (1960, 1398) indicates 
that in 1635 Mersenne and Nicolas-Ciaudc Fabri de Peiresc cited a manuscript of the Prise 
in the possession of Jean-Baptiste Hautin (ea. 1580-!640). Hautin, one of the scholars who 
helped Nicolas Rigault with the 1622 catalogue of the Bibliotheque du Roy, had a library of 
10,000 volumes that was purchased by Jean-Baptiste Colbert (1619-1683) in 1674 (Balaye 
1988, 59 n. 7). The interest of contemporary scholars in oriental matters, in this case, the 
history of Cyprus, explains why the volume would be identified by the Prise: it was the one 
item of interest in the manuscript The enormous collection of over 8000 manuscripts of 
Colbert and his heirs was purchased by King Louis XV in 1732 for the Bibliotheque du 
Roy. 

Earlier shelfmarks (all visible on fol 1): Codex Colbert 835 (listed in Montfaucon 1739, 
2:937); Regius 76091_ 

CONTENTS (modern Arabic foliation, following the present misbound order). 
Text: 

Loange 
Complaintes, continuation of Loange (256 texts) 
Vergier 
Jugement Behaingne 
Jugement Navarre 
Lay de Plour, Qui bien aimme (L22116) 
Remede 
blank 

fols. lr-16v, 34r-47v 
fols. 48r-55v 
fols. 56r-64r 
fols. 64v-77r 
fols. 77v-l 04r 
fols. 104v-106v 
fols. I 07r-138r 
fols. 138v 
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Lyon 
lost folio 
Alerion 
blank 
Con/ort 
Fonteinne 
Harpe 

Music: 
lost folio with beginning of Loyaute, que (LI) 

18 lais (5 without music) 
23 motets 

Mass 
27 ballades 
3 rondeaux (I without music) 
9 ballades 
14 rondeaux 
27 virelais (3 without music); Mors sui (V29/26) incomplete 

lost folio (with 2 virelais) 
I virelai and ballade text Amis sans toy 
3 virelais without music 

Hoquetus David (incomplete) 
lost folio 

Text: 

fols. I39r-154v 
(old fol. 138) 
fols. 155r-185r 
fol. 185v 

87 

fols. 25r-33v, I86r-203v 
fols. 204r-217v, 17r-22r 
fols. 22r-24v 

(old fol. 218) 
fols. 2I8r-258r 
fols. 258v-28I r 
fols. 281 v-294r 
fols. 294v-308v 
fols. 309r-309v 
fols. 310r-315r 
fols. 315v-320r 
fols. 320v-329v 

fol. 330r 
fols. 330v-33Ir 
fol. 331 v 

Prise fols. 332r-395v 
LITERATURE. Bibliotheque lmperiale 1868, 259; Ludwig 1926--54, 2:9b* n. 2, 10*; Schrade 

1956c, 26--27; RISM 1969, 178-79; Reaney I980c, 663. 

PARIS, Bibliotheque Nationale, fonds fran~ais 1584 (A; F: P n 
584; Hoepffner: A; Chichmaref: C) 
CRI PT! ON. Parchment, ii + vii + 493 + 8 paper+ I + iv fols., with one additional paper 

!lyleaf in front and one in back; foliation A-G (modem, top right recto), i-iiiiciiiiXXxiiii 
(red ink, top middle recto), 494-505 (eighteenth century, top right recto). A paper 
quaternion (ink Arabic foliation 494-501) was added between fols. 493v and 494r, 
containing a paper index (fols. 494r-498r) with concordances to MS Regius 7612, i.e., MS 
C. On fols. 498v-499r the same hand continues with studies of anagrams, then fols. 500r-
501 v are blank. In the new Arabic foliation, old fol. 494r is renumbered 502 (top right 
recto). Dimensions: 31 x 22 cm, writing block ea. 22/22.8 x 16/17.5 cm, 2 cols. at 40-41 
H./col. Contains music. Formal bookhand; two main scribes, one for the Prologue ballades, 
the other for the corpus; several correctors' hands. Collation A4: B6-2 (irregular): 18 26 3-
168 : 17-278 286: 29-398 : 40-458 468+2: 47-518 528-1 : 53-578 : 58-628 [paper 
quaternion inserted] 634+1; signatures partly visible on bottom right recto, in red ink and 
Roman numerals; more on signatures and collation in Earp 1983, 85, 88-89, 344-49. Red 
staves 1.35 cm tall (Remede) and 1.2 cm tall (other music). Bound in red morocco with gilt 
tooling, French royal arms, seventeenth or eighteenth century (resembles Bibliotheque 
Nationale 1981, 482 plate xxiv, item 2). For additional information on scribal practice, see 
Earp 1983, 102-19; Harden 1983, 107-10. 

An original index appears on two unfoliated leaves at the front of the manuscript with the 
heading "Vesci l'ordenance que G. de Machau wet qu'il ait en son livre" [Here is the order 
that G. de Machaut wants his book to have].22 The order of the index was established before 
the copying of the manuscript itself, strengthening the possibility that this order was indeed 
prescribed by Machaut himself (Earp 1983, 52-83; 1989,482-87. S.J. Williams (1978, 
195-96) provides a more general description of the index. 

DECORATION. Rubrics. Blue and gold divided initials three lines tall for the first ballade of 
each pair at the opening of the Prologue, with red and black filigree. On fols. Dv and Ev, 

22 For a literary interpretation of the heading, see Huot 1987, 274-75; de Looze I988b, 538 
and n. 3. On ordenance, see Cerquiglini 1985b, index s.v. "Ordener, Ordenance"; Huot 
1987, 237-39, and the works cited there. 
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initials one to two lines tall alternating gold and blue with black and red filigree, and blue 
with red filigree. Beginning with the narrative portion of the Prologue, all initials are 
penned with grisaille shading, and most are unpainted. Most capital letters at beginnings of 
lines are highlighted with yellow wash. Many animals and drolleries in the margins. On the 
!54 miniatures in grisail/e, see the descriptions below, chap. 4.4; only the first two, for the 
introductory ballades of the Prologue, arc by a known artist, the Master of the Bible of Jean 
de Sy (see chap. 4.2 table 4.5). 

FACSIMILES. 
Original index: Earp 1989,483-85, figs. 1-3 (fols. Av-Bv). 
Miniatures (refer to chaps. 4.3 and 4.4): AI-2, A80-87, All7, Al25, Al47, AI49, 

A 152, A 154. The reproductions of miniatures in Loomis 1965 (plates 45-47, 103) 
include entire folios (fols. 157v-158v, 309r). 

Lai: Hoepffner 1908-21, vol. 2, appendix, 25 (fol. 52r, Qui n' aroit [RFl], beginning). 
Mass: Douce 1948, facing p. 54 (fols. 444v-445r, Qui propter nos ... judicare vivos et 

mortuos). 
Motets: Wolf 1923, plates 41-42 (fols. 429v-430r, Lasse! comment I Se j'aim [MI6]); 

Gennrich 1948, plates 4a-4b (fols. 429v-430r, Lasse! comment I Se j'aim [MI6]); 
Machabey 1966,216 (fol. 415v, Tous corps I De [M2]); Wilson 1990b, 294 (fol. 414v, 
Quant en moy I Amour [M I]). 

Hoquetus David: MGG 10 (1962), plate 50 (fols. 45lv-452r). 
Ballades: Ape! 1953, facs. 69 (fol. 456v, Dous amis, oy [86]), facs. 68 (fol. 459v, Ne 

pensez pas [B 10]); Bofill Soliguer 1991, 24 (fols. 465v-466r, De Fortune [B23] and Tres 
douce dame que [B24]); Paulsmeier 1986, 81 (fol. 466r, Tres douce dame que [B24]); 
Besseler-Giilke 1973, 63 plate 21 (fol. 468r, Donnez, signeurs [B26]); Earp 1991c, 196 
(fol. 468r, Donnez, signeurs [B26]); Wilkins 1979, 17 (fol. 472v, Gais et jolis [B35], 
beginning of Se pour ce muir [B36]). 

Virelais: Hoepffner 1908-21, vol. 2, plate 27 (fol. 14r,Dame, a vous [RF6]); Aubry 1905, 
plate 21 (fol. 482r, He! dame de vaillance [V I] and Loyaute vueil [V2]); Reaney 1952a, 
1045-46 (fol. 482r, He! dame de vaillance [VI]). 

INSCRIPTIONS. "Lcs amours de Guillaumc Machaut en vielles rithmes" (verso of first parch­
ment flyleaf, corresponding to a late sixteenth century inventory entry for the Bibliotheque 
du Roy, Omont 1908-21, 1:385 no. 2519)23; "ne me metes en oblyance I car ye de vos 
sovena[n]ce" "of my me ensvryd may ye be I to love bestc tyl that I dye" (fol. 505v, 
fifteenth-century cursive bastard script); "Item y have payd to Jhon; fayrest dolour doth ye 
saye; ... desyre doth me avance ... & byddyth in a ... love ... " (fol. 506v, same script). 

DATE AND PROVENANCE. On art historical grounds, early 1370s (Avril 1982a, 126-27). 
Owing to the artist of the miniatures in the body of the codex, Avril (1978, 36, 
commentary to plates 29-30; 1982a, 126, 131-32) suggests that the codex may have 
originated at Reims, under the supervision of Machaut himself; see also Earp 1983, 92-93. 
The two miniatures at the opening of the codex, however, were painted probably between 
1370 and 1377 in Paris (Avril 1982a, 127), by the Master of the Bible of Jean de Sy (see 
chap. 4.2 table 4.5). The original owner of MS A is unknown; the manuscript does not 
appear in any of the inventories (1373-1424) of the libraries of Charles V and Charles VI 
published by Delisle (1907). MS A was still in France ea. 1430, when it served as the ex­
emplar for MS Pm (Avril 1982a, 130). In the late fifteenth century, MS A belonged to 
Louis of Bruges, sire of Gruthuysc (1422-1492; see Delisle 1868-81, 1:144). The writing 
in English on the last guard leaves of the manuscript may indicate that MS A had the same 
history as many of the manuscripts formerly owned by Charles V and Charles VI, making 
its way to England after the death of the duke of Bedford in 1435, where it was purchased by 
Louis of Brugcs and taken back to the continent (Del isle 1907, I: 138-41; Avril 1978, 36, 
commentary to plates 29 and 30). Owing to the presence of the English in norChem France 
at this time, however, the English inscriptions cannot be taken as conclusive evidence that 
the manuscript was in England. On the death of Louis of Bruges, most of his manuscripts 
went to the library of Louis XII (r. 1498-1515) at Blois. The arms of Louis of Bruges, 
painted on fol. Dr, were then covered by those of France (Avril 1982a, 127 n. 31). MS A 

23 The inscription is also close enough to a statement of Du Verdier (1585, 498; see chap. 
2.3) to make one wonder if perhaps Du Vcrdier himself wrote it. 
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appears in the 1518 inventory of the royal library at the chateau de Blois (Omont 1908-21, 
1: IS no. 108), and MS A is probably the manuscript appearing in the 1544 inventory of 
manuscripts at Blois as "ung autre livre, en parchemyn, couvert de veloux bleu, figure, 
intitule: 'Guillaume Marchaut"' (Omont 1908-21, 1:227 no. 1404). It is curious that 
seventeenth-century inventories of the French royal library, unfamiliar with Machaut but 
still familiar with the trouvere Thibaut of Champagne, king of Navarre, and perhaps 
noticing Machaut's Jugement Navarre, describe MS A as "Les amours de Guillaume de 
Machaud, en rimes. Poesies de Thibaud, roy de Navarre. La Prised' Alexandre et autres 
romans anciens."24 As noted above, MS C [1] was long identified as a manuscript of 
Thibaut of Navarre before it was recognized as a manuscript of Machaut. 

Earlier shelfmarks: 333 (brothers Dupuy catalogue of 1645, Omont 1908-21, 3:20); 
Regius 7609 (Nicolas Clement catalogue of 1682, Omont 1908-21, 4:47). 

CONTENTS. 
Original index 
blank 

Text: 
Prologue ballades 
blank 
Narrative Prologue 
Vergier 
Jugement Behaingne 
Jugemenl Navarre 
Remede (with music) 
Lyon 
Alerion 
blank 
Confort 
Fonteinne 
Harpe 
Loange (268 texts) 
Marguerite 
Complaintes 
blank 
Voir Dit 
blank 
Prise 
Rose 
Vesci les biens 

Music: 

fols. Av-Bv 
fols. c-ev 

fols. Dr-Ev 
fol. Fr 
fols. Fv--Cv 
fols. lr-9r 
fols. 9v-22r 
fols. 22v-49r 
fols. 49v-80r 
fols. 80v-96r 
fols. 96v-126r 
fol. 126v 
fols. 127r-153v 
fols. 154r-173v 
fols. 174r-177 
fols. 177v-213r 
fols. 213v-214v 
fols. 214v-219v 
fols. 220r-220v 
fols. 221r-306r 
fols. 306v-308v 
fols. 309r-365r 
fols. 365v-366r 
fols. 366r-366v 

22Iais (6 without music) fols. 367r-412v 
blank ruled fols. 413r-414r 
23 motels fols. 414v-437v 
Mass fols. 438v-451r 
Hoquetus David fols. 451v-452r 
blank ruled fols. 452v-453v 
37 ballades fols. 454r-474v 
19 rondeaux (one copied twice) fols. 475r-48lr 
blank ruled fol. 481 v 
38 virelais (6 without music) fols. 482r-494v [502v] 

LITERATURE. Bibliotheque lmperiale 1868, 259; Ludwig 1926-54, 2:9*; Schrade 1956c, 24-
25; RISM 1969, 174-78; Reaney 1980c, 662-63. On Machaut's supervision of the 
production of MS A, see Avril 1982a, 131-32; Huot 1987, 274-75; Earp 1989,480-88. 

24 Catalogue of 1645 (Omont 1908-21, 3:20), similar in the 1682 catalogue (1908-21, 
4:47), and retained in Montfaucon 's Bibliotheca bibliothecarum (1739, 2:793). 
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[5a] PARIS, Bibliotheque Nationale, nouvelles acquisitions fran­
~aises 11198, fol. 26r (F:Pn 11198) 

DESCRIPTION. Parchment fragment belonging to MS A, discovered by Fran<;ois Avril in a 
miscellaneous collection of fragments. Dimensions: 13.5 x ea. 13.2 cm (left margin ir­
regular). A matching stub is visible between fols. 297v-298r in MS A, near the top of the 
binding area. 

DECORATION. Two unpainted initials are penned with grisaille shading, exactly as in MS A. 
CONTENTS. Rubric "Response au secont article" (fol. 26r), followed by 16 ll. of text; rubric 

"Respons au tiers article" (fol. 26v), followed by 16 11. of text, then a final rubric, 
"Response." The fragment serves to correct a thirty-two-line eye skip in the Voir Dit of MS 
A (11. 8315-46, ed. P. Paris 1875, 336--37); see chap. 4, n. 199. 

LITERATURE. Omont 1918, 149 (the present fragment is not described). 

[6] PARIS, Bibliotheque Nationale, fonds fran~ais 22545-22546 
(F-G; F:Pn 22545-22546; Hoepffner: F and G; Chichmaref: K) 

DESCRIPTION. Parchment, 2 vols.; MS F: 200 fols., with three paper flyleaves in front and 
two in back; eighteenth-century Arabic ink foliation, 1-200; MS G: 164 fols., with three 
paper flyleaves in front and two in back; eighteenth-century Arabic ink foliation, 1-164, top 
right recto. Dimensions: 35.5 x 26 cm, writing block ea. 29 x I 9 cm (MS F), ea. 28.5 x 
I 8.5 cm (MS G), 2 cols. at 52 ll./col. Contains music. Formal book hand, one scribe 
throughout. Collation (MS F:) I-258 (MS G:) 26--298 3010 312:32-348 356-I: 36-468 
474; more on signatures and collation in Earp 1983, 99-101, 350-54. Water damage to 
tops of folios was probably repaired in the late fifteenth century. Red staves 1.25 cm tall for 
Remede (MS F), ruled, it seems, without a rastrum; red staves 1.35 cm tall (MS G), ruled 
with a rastrum. Bound in red morocco, eighteenth (?)century. For additional information on 
scribal practice, see Earp 1983, 97-101; Harden 1983, 138-47. 

DECORATION. Rubrics. MS F fol. Ir has a floriated initial three lines tall for the opening 
rubric of the Prologue, pink and blue with gold background, and an initial eight lines tall 
for the first ballade of the Prologue, with gold bar borders with ivy and dragon at top. New 
poems usually begin with a gold and blue divided initial four lines tall, with red and black 
filigree. Other initials are two lines tall, alternating solid red with black filigree and solid 
blue with red filigree. On the 148 miniatures, see the descriptions in chap. 4.4. Avril 
(I 982a, I 28-29), discusses the date of the miniatures and identifies the illuminator as Perrin 
Remiet (or Remy). For further on Remy, see chap. 4.2 tables 4.7 and 4.10. 

Of the forty-six prose letters in the Voir Dit, all except the following thirteen are marked 
off to the left with the sign".;.": no. I, fol. 140r; no. 2, fol. 140r (ed. P. Paris 1875 as no. 
4); no. 7, fol. 147r (ed. as no. 3); no. 9, fol. 148r; no. 14, fol. 156v; no. 23, fol. 167r; no. 
25, fol. I67v; no. 34, fol. 179v; no. 36, fol. I80v; no. 38, fol. 182v; no. 39, fol. 183r; 
no. 41, fol. 189r; no. 44, fol. l95r. Four ballades are marked by the initials .y.p. near the 
flourish initial for the first line of the poem, some of which were apparently written before 
the flourish initial itself was painted (fol. 154r, Le plus grant bien [VD30]; fol. I62r, Gent 
corps [VD42]; fol. 170v, Hui ha .i. mois [VD48]; fol. I8Iv, Quant Theseas [VD56=B34]). 
Finally, the monogram "R" appears twice, below col. I on fol. I72r, and near the bottom 
of fol. 181 v. 

FACSIMILES (musical works referenced are all in MS G). 
Miniatures (refer to chaps. 4.3 and 4.4): F6, F7, F9, F22, F58, F73, F89, Fll2, Fll4, 

Fl16, FII7-118, Fl23, Fl28, Fl30, Fl32, Fl34-135, Fl39, Fl40, Gl43. 
Lais: MGG 8 (1960), plate 73 facing cols. 1409-10 (fol. 74a, Loyaute, que [LI]). 
Motets: Wolf 1904, 2:16 no. xiii (fols. I02v-103r, Quant en moy I Amour [MI]; 

diplomatic facs.); 2:19, no. xiv (fols. 104v-105r, He! Mors I Fine [M3]; diplomatic 
facs.); 2:21 no. xv (fols. 105v-106r, De Bon Espoir I Puis que [M4]; diplomatic facs.); 
2:24 no. xvi (fols. 124v-125r, Felix virgo 1/nviolata [M23]); Parrish 1957, plates lii­
liii (fols. 124v-125r, Felix virgo 1/nviolata [M23]; diplomatic facs.). 

Mass: Wolf 1904, 2:28 no. xvii (fols. 125v-126a, Kyrie I, Christe, Kyrie 11; diplomatic 
facs.); 2:30 no. xviii (fols. 128v-l3lr, Credo; diplomatic facs.); Gastoue 1922, 65 (fol. 
l3lv, Sanctus); Gerold 1936, facing p. 364 (fol. l3lv, Sanctus); Parrish 1957, plates 1-Ii 
(fols. l3lv-l32r, complete Sanctus); Reaney 1961, 123 (fol. 131v, Sanctus); 
Besseler/Giilke 1973, 61 plate 20 (fol. l25v, Kyrie I, Christe); Kiigle 1991, 374 (fol. 



3.2. Complete-works manuscripts 91 

125v, detail of Kyrie I only). 
Ballades: Wolf 1904, 2:40 no. xxiii (fol. 134r, S' Amours ne fait [B I); diplomatic facs.); 

2:41 no. xxiv (fol. 140r, De petit po [BI8]; diplomatic facs.); 2:43 no. xxv (fol. 145v, 
Plourez, dames [B32]; diplomatic facs.); Bofill Soliguer 1991,25 (fols. 14lv-142r, I/ 
m' est avis [B22], De Fortune [B23]). 

Rondeaux: Wolf 1904, 2:37 no. xix (fol. I50r, He/as! pour quoy se demente [R2]; 
diplomatic facs.); 2:38 no. xx (fol. 15Iv, Rose, lis [RIO]; diplomatic facs.); 2:39 no. xxi 
(fol. 152r, Comment puet [RI!); diplomatic facs.); 2:40 no. xxii (fol. I53r, M a fin 
[RI4); diplomatic facs.); Reaney 1980c, 664 (fol. I53r, Mafin [RI4), Certes, mon oueil 
[RI5]); Newes 1990,225 (fol. I53r, RI4). 

Virelais: Wolf 1904,2:45 no. xxvi (fol. I62r, Se je souspir [V36/30]; diplomatic facs.). 
INSCRIPTIONS. Vers fran<;ois I Tome Premier I Conventus Parisiensis I Carmilitarum 

Discalccatorum (MS F, fol. iii v at bottom). Vers francois I Tome Second I Conventus 
Parisiens. I Carmilit. Discalccat. (MS G, fol. iii v at bottom). 

DATE AND PROVENANCE. A dating ea. 1390 was proposed in Rive 1780, (1). Most later 
studies, on the basis of the contents of the manuscript, have placed F -G within Machaut's 
lifetime as the last of the manuscripts prepared under the supervision of the author 
(Hoepffner 1908-21, l:xlvi, li; Reaney 1952b, 34; 1967, 88). On art historical grounds, 
however, Avril (1982a, 129) has again placed it in the 1390s. Readings in the music section 
indicate that it is closely related to MS A, although not a direct copy; they probably shared 
the same exemplars (cf. Earp 1989, 488-89; Leech-Wilkinson 1990c, 96-98). The original 
owner is unknown, but the many representations of a coat of arms in several miniatures 
may identify the original owner, a member of the upper middle class and not a member of 
the aristocracy (Avril 1982a, 129). Keitel (1982c, 92) provides a description and diagram of 
the coat of arms; see also the various heraldic descriptions in Rive 1780, (I); Tarbe 1849, 
182; and Guelliot 1914,299 ("De sable, au sautoir d'or, cantonne de quatre mouchetures 
d'hermine d'argent"); Cerquiglini 1987a has color facsimiles of several miniatures that bear 
the coat of arms. 

MS F-G was apparently first rediscovered by the abbe Lebeuf ea. 1735 in the library of 
the Carmes dechausses (Discalced Carmelites), rue de Vaugirard, Paris. Inscriptions in the 
front of both manuscripts identify them as volumes of that library. Lebeuf, whose work 
marks the beginning of modem interest in Machaut, first mentioned the manuscript in print 
in his 1743 memoire on Philippe de Mezieres (Lebeuf 1751), followed by the memoire of 
1746 (Lebeuf 1753). MS F-G then appeared in the library of Louis-Jean Gaignat (1697-
1768), which was catalogued after his death by De Bure (1769, 451-52 no. 1778). It was 
then purchased by the duke of La Valliere (1708-1780), and again catalogued by De Bure 
(1783, 262,253-54 [recte 262--M] no. 277I).It came to the Bibliotheque du Roy after the 
death of the duke. Perhaps there are some further notes on the eighteenth-century state of 
MS F-G in an unpublished study by the abbe Rive, "Notice sur des poesies manuscrites de 
Guillaume de Machau qui sont dans la bibliotheque de M. de La Valliere," preserved in 
Carpentras, Bibliotheque Municipale, MS 1259 (Duhamel 1901). Earlier shelfmarks: La 
Valliere 25 1 and 252; 2771 (fol. ii r; De Bure catalogue of 1783). 

CONTENTS. 
MS F 

Text: 
Prologue 
Vergier 
Jugement Behaingne 
Jugemenl Navarre 
Remede 
Lyon 
Alerion 
Confort 
Fonteinne 
Harpe 
Voir Dit 
Marguerite 
Rose 

fols. lr-3r 
fols. 3r-9v 
fols. 9v-19r 
fols. 19v-40r 
fols. 40r-{)3v 
fols. 63v-75r 
fols. 75v-98v 
fols. 98v-119v 
fols. Il9v-134v 
fols. I35r-137r 
fols. 137v-198v 
fols. 198v-199v 
fols. 199v-200r 
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Vesci les biens 
MS G 
Prise 
Loange (225 texts) 
Complaintes (11 texts) 
Lis et Marguerite 

Music: 

THE MANUSCRIPTS 

fols. 200r-200v 

fols. lr-44r 
fols. 45r--{)7r 
fols. 67v-71 v 
fols. 71 v-73v 

21 lays (6 without music) fols. 74r-102r 
23 motets fols. I 02v-125r 
Mass fols. 125v-133v 
39 balades fols. 134r-149v 
21 rondeaux (I without music) fols. 150r-154r 
38 virelais (6 without music) fols. 154v-163v 
Hoquetus David fols. 163v-164r 
blank fol. 164v 

LITERATURE. Omont 1898, 520-21; Wolf 1904, 1:157-62; Ludwig 1904-5, 610-11; 
Ludwig 1926-54, 2:8*-9* et passim; Schrade 1956c, 24; RISM 1969, 192-97; Reaney 
1980c, 663; Wilkins 1989, 298-99. 

[7] PARIS, Bibliotheque Nationale, fonds fran~ais 9221 (E; F:Pn 
9221; Hoepffner: E; Chichmaref: f) 

DESCRIPTION. Parchment, iv + 238 + iii fols., with four additional paper flyleaves in front 
and four in back; foliation A-F (second two parchment flyleaves, then old index); old 
foliation i-ccxxxviii, top right recto. Dimensions: 40.6 x 30 cm, writing block ea. 29.5 x 
20.5 cm, 3 cols. at 60 Il./col. Contains music. Formal bookhand; two scribes divided the 
copying: scribe A wrote fols. lr-58r (Prologue, Loange, Vergier, Remede, Jugement 
Behaingne,Jugement Navarre,Lay de Plour) and fols. 107r-129r (Lais). Scribe B wrote 
fols. 6lr-106r (Lyon, A/er ion, Fonteinne, Confort, Harpe), fols. 13lr-238r (remainder of 
music section, Voir Dit, Prise), and the original index on fols. Cr-Er. Prose letters of Voir 
Dit are in a formal cursive script, written in a second pass in long lines with a lighter 
brown ink (see comments in Cerquiglini 1985b, 41-42; 199lb, 343, 346). Coiiation A2: 
B4: 1-58 64: 7-88:98: JOB 116: J28 J32: 148 156: 16--188: 19-208: 218 224: 
238 244 : 25-298 302: 3!-338 342; more on signatures and coiiation in Earp 1983, 123-
24, 368-70. Red staves 1.45 cm tall. Bound in brown leather over boards, with the arms of 
Napoleon I on the cover, and the monogram "N" on spine, different in only a few details 
from the design given by Guigard (1890, 1:32). For further discussion of scribal practice, 
see Earp 1983, 120-29, 146-47; Harden 1983, 148--{)8. 

DECORATION. Rubrics. Solid initials one to five lines tall, alternating red with black filigree 
and blue with red filigree. Beginnings of many pieces of music have blue and red divided 
initials with red and black filigree. The gathering of Iais is exceptional in that each first 
strophe begins with a blue and white or pink and white floriated letter with gold back­
ground, most with stems and ivy leaves. On the 38 miniatures, see the descriptions below, 
chap. 4.4. On the artists, see chap. 4.2 table 4.8. 

FACSIMILES. 
Ex-Iibris: Lanson 1923, 110 (fol. Br). 
Miniatures (refer to chap. 4.4): Ela-b, 6, 17, 31. 
Lais: Hoepffner 1908-21, vol. 2, appendix, 25 (fol. 23r, Qui n'aroit [RFI]); Reaney 1961, 

124 (fol. 107r, Loyaute, que [Ll] beginning). 
Motets: Wolf 1913 and 1923,23 (fol. 13lr, Trop plus I Biaute [M20]); Parrish 1957, plate 

xlviii (fol. 14lr, end of Hareu! I He/as! [MIO]). 
Mass: Wilkins 1979, 12 (fol. 164v, Kyrie). 
Baiiade: Ape! !953, 359 facs. 70 (fols. 152v-153r, Biaute qui [B4]). 
Rondeaux: Parrish 1957, plate xlviii (fol. 14lr, Dame, se vous n' avez [R 13], Quant ma 

dame les maus [R 19]); Gallo 1985, 43 (entire fol. 198v, Dix et sept [R 17]). 
Virelais: Hoepffner 1908-21, vol. 2, appendix, 27 (fol. 33r, Dame, a vous [RF6]); Parrish 

1957, plate xlvii (fol. 16lr, Tuit mi penser [V28/25], Mors sui [V29/26], Liement 
[V30/27]). 
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INSCRIPTIONS. The second parchment bifolio guard sheet at the front of the manuscript has an 
Ex-Iibris inscribed in a very ornate script (Cadeaux or cadelure, Muzerelle 1985, §561.1 I) 
by Nicolas Flame!, secretary of John, duke of Berry (Poirion 1965, 172): "Ce livre de 
Machaut est de Jehan, filz de roy de France Due de Berry et d' Auvergne, Conte de Poitou, 
d'Estarnpes, de Bouloingne et d' Auvergne. FLAMEL" [This book of Machaut belongs to 
John, son of the king of France, duke of Berry and Auvergne, count of Poitou, Estampes, 
Boulogne and Auvergne], with the monogram "N" below (reproduced in Lanson I 923, I 10). 
The last folio (fol. 238v) contains an inscription effaced but still legible: "Ce Iivre est au 
due de Berry et d' Auvergne, conte de Poitou et d' Auvergne" [This book belongs to the duke 
of Berry and Auvergne, count of Poitou and Auvergne], with the duke's signature, JEHAN. 
The original binding called E the book of maistre Guillaume de Machaut; see chap. I .2.8j. 

DATE AND PROVENANCE. Some scholars had associated the copying of E with a pay docu­
ment of 1371 from the duke of Berry to Machaut; see chap. 1.14.Ib. On art historical 
grounds, dated ea. 1390 by Meiss (1967, 1:315) and Avril (1982a, 128). MS B served as the 
exemplar for about half of the music (Bent 1981, 301-2; 1983, 78 table 2). The musical 
notation shows signs of later fourteenth-century practice (Earp 1983, 125-26). The 
inclusion of voice parts not found in the central Machaut manuscripts also points to a later 
date, out of the purview of the author (Earp I 989, 489-92; for a different view, see Bent 
1983, 72-74; 1990a, 139).25 Arguing from the readings for the rondeau Se vous n'estes 
(R7) in the Flemish source Gr 3360 [68], Strohm (1984a, 116 no. 7) suggests that E's 
exemplar for R7 may have come from a Machaut manuscript in Flanders; further, Gr 3360 
stands in an intermediate position between E's exemplar for R7 and the many Italian 
anthology manuscripts that transmit the rondeau. Thus, it would seem that the Italian 
sources received their Machaut through Flanders, and that the filial relationships often noted 
between E and the anthology manuscripts (e.g., Domling 1969) point to a Flemish source 
for the music in E not copied from B. 

MS E appears in the 1402 inventory of the library of the duke of Berry (Delisle 1907, 
2:268* nos. 282-83). Ludwig (I 926-54, 2: !la*) discusses references to inventories of 1404 
(books promised to the Ste-Chapelle at Bourges), and 1413 (books lent on 22 December 
1412 to Thomas, duke of Clarence, son of King Henry IV of England); see also Wathey 
1988. Bowers (1975-76, 107) suggests that Lionel Power, a member of Thomas's chapel, 
could have become acquainted with Machaut's Mass through MS E. The manuscript appears 
in later inventories of the library of the dukes of Burgundy, beginning with the Bruges 
inventory of ea. 1467, and is catalogued at Brussels from 1487 until 1731. Ludwig was the 
first to identify the Burgundian manuscript as E (1926-54, 2:lla*, 40b* no. 2), but his 
assertion (I 926-54, 2: !la*) that E entered the library of the dukes of Burgundy between 
1420 and 1467 is not necessarily accurate (cf. De Winter 1985, 31, 282 n. 18). 

Caylus (I 753a, 399) used MS E in 1747 for his description of the works of Mac ha ut, 
implying that E was already in Paris by that date and not among the Belgian manuscripts 
taken to Paris by the French in 1794-96, as Ludwig (I 926-54, 2: !la*) had suggested (see 
also De Winter 1985, 115). As Ludwig states, however (1926-54, 2:11a*; see also De 
Winter 1985, 119), reference to the Gcrard inventory of 1797 could resolve this question. 
Some Belgian manuscripts taken in 1746 were returned in 1770--perhaps E was among 
these. Earlier shelfmarks: 53 (fol. ii, top middle recto); Regius 76092 (fol. B, bottom 
middle recto); Supplement fran~ais 43 (fol. C, top right recto). 

CONTENTS. 
Ex-libris penned by Flame! 
blank 
original index26 

blank 

fol. Br 
fol. Bv 
fols. Cr-Er 
fol. Ev 

25 Other studies that deal with the transmission of music in MS E include Hoppin 1960; S.J. 
Williams 1968; Domling 1969; Hasselman/Walker 1970; and Strohm 1984a, 118-23. On 
the transmission of texts in MS E, see Hoepffner 1908-21, l:xlvii; Bent 1983, 61-76; 
Kibler/Wimsatt 1987; Wimsatt/Kibler 1988. I consider Imbs's wise statement (Guillaume 
de Machaut 1982, 138) to summarize the issue fairly. 

26 Bent (I 990b, 223) discusses the fact that motelS are indexed by their triplum voices, not by 
their motetus voices, as had been true in earlier musical manuscripts. 
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Text: 
Prologue (four ballades only) 
Loange (237 texts) 
Complaintes 
Rondeaux 
blank 
Vergier 
L'Ecu B/eu [Remede] (with music) 
Jugement Behaingne 
Jugement Navarre 
Lay de Plour, Qui bien aimme (L22/16) 
blank 
Lyon 
Dit des .iiii. Oysiau/x [Alerion] 
Le Livre Morpheus [Fonteinne] 
Confort 
Harpe 
blank 

Music: 
19 lais (the last 2 arc opera dubia; 5 are without music) 
blank 
22 motets, 19 rondcaux (I rondeau without music) 
blank 
35 ballades (I copied twice) 
blank 
29 virelais (3 without music) 
Mass (fol. 167 blank) 
Voir Dit (with music) 4 
Lay de Plour, Ma/gre Fortune (L 19/14) 
Doulz cuers gentilz (rondeau, opus dubiumf7 

blank 
Prise 
blank 

THE MANUSCRIPTS 

fol. I r 
fols. I v-13r 
fols. 13r-15v 
fols. 16r-17r 
fol. 17v 
fols. 18r-21 v 
fols. 22r-36v 
fols. 37r-42v 
fols. 45r-56v 
fols. 57r-58r 
fols. 58v--{)0v 
fols. 61 r--{)7r 
fols. 69r-82v 
fols. 83r-91 r 
fols. 93r-104r 
fols. 105r-106r 
fol. 106v 

fols. 107r-129r 
fols. 129v-130v 
fols. 13lr-146r 
fol. 146v 
fols. 147r-157r 
fols. 157v-158v 
fols. 159r-164r 
fols. 164v-170r 
fols. 17lr-210r 
fols. 210r-2llr 
fol. 2llr 
fols. 211 v-212v 
fols. 213r-238r 
fol. 238v 

LITERATURE. Delisle 1868-81, 1:58 nn. 1-2, 66; 3:193 nos. 282-83; Omont 1895, 326; 
Ludwig 1926--54, !Ob*-12a*; S.J. Williams 1952, 344-51; Schrade 1956c, 28-30; Meiss 
1967, 1:315; RISM 1969, 182-92; Rcaney !980c, 663. A partial copy of MS E made for 
La Curne de Sainte-Palaye (1697-1781) is in the MS F:Pa 3297 (see Martin 1886--89, 
3:312; Ludwig 1926--54, 2:12a*). La Curne de Sainte-Palaye annotated the margins with 
his lexicographical studies. 

[8] BRUSSELS, lost manuscript in the Burgundian library 
PROVENANCE. A lost manuscript with music, clearly described first in the 1420 inventory of 

the Burgundian library (Doutrepont 1906, 143 no. 212; see Ludwig 1926--54, 2:40* no. I; 
C. Wright 1979, 146 no. 34). It may have been the Machaut manuscript listed in the 1405 
inventory of the goods of Marguerite of Flanders, and thus may have once belonged to her 
father, Count Louis de Male of Flanders (De Winter 1985, 45, 52, 56 n. 12, 156-57 no. 
135).28 It reappeared in the inventories of 1467 (Barrois 1830, 191 no. 1307) and 1487 
(Barrois 1830, 270 no. 1888) and can be traced as late as 1797 (Marchal !842, l:ccliv, 
Viglius no. 200). Compare MS [19]. 

CONTENTS. MS [8] began with Vergier, and ended with the lloquetus David and Se je souspir 
(V36), the hocket copied in the same manner as in V g and B. Earp (1983, 35 n. 76, 82 n. 
168; 1989,475, 481) tentatively identifies this manuscript as the exemplar of MS M [10]. 

27 Ll9 and this rondeau are copied together as item nos. !96 and 197 in MS Pa [50], solid 
evidence that many of the Machaut works in Pa derive from MS E. 

28 The listing of a "livre de Machaut" in both the 1405 and 1477 inventories is too vague to 
identify a specific manuscript; sec Peignot 1841, 67 (1405 inventory), 97 (1477 
inventory). 



3.2. Complete-works manuscripts 95 

[9] PARIS, lost manuscript in the library of Jean Turquam 
PROVENANCE. An untraced manuscript in the 1519 inventory of the library of Jean Turquam, 

a bourgeois, "La Prinse d' Alexandre avecques plusieurs aultres livres, ballades et cham;:ons" 
(Schutz 1951, 29; 1955, 65, 86 no. 207; Jurgens 1982, 57 no. 83; Genevois 1987, 230 no. 
1870). The manuscript doubtless contained music and is perhaps extant; unfortunately, the 
contemporary description is not exact enough to allow for an identification. Yet the fact that 
the Prise is singled out is significant, and perhaps this provides a clue for an association of 
this reference to MS B, which would possibly have had a loose or separate Prise, and which 
would have been a manuscript suitable for a bourgoois collection. 

B. Manuscripts containing texts only 
[ 1 0] PARIS, Bibliotheque Nationale, fonds fran!;ais 843 (M; F: P n 

843; Hoepffner: M; Chichmaref: A) 
DESCRIPTION. Parchment, ii + 255 + ii fols., with two additional paper flyleaves in front and 

two in back. Dimensions: 32.6 x 23 cm, 2 cols. at 40 ll./col. One scribe throughout. 
Collation 1-318 328-1; see also Earp 1983,93-96. Bound in brown leather over boards, 
with the arms of Napoleon I on the cover, and the monogram "N" on the spine, different in 
only a few details from the design given by Guigard (1890, 1:32). 

DECORATION. Rubrication is complete, but the initials and illuminations were not entered. 
Room was left for a miniature at the beginning of the thirteen major divisions, from 
Vergier to the lais. 

DATE AND PROVENANCE. Late fourteenth or early fifteenth century, a copy of a manuscript 
probably of the late I 360s, representing a stage of the collection of the works between MSS 
Vg and A (see Earp 1983, 93-96; and below, chap. 6.2). Earlier shelfmarks of the 
Bibliotheque du Roy: 431 (Nicolas Rigault catalogue of 1622, Omont 1908-21, 2:283); 
751 (brothers Dupuy catalogue of !645, Omont 1908-21, 3:40); Regius 7221 (Nicolas 
Clement catalogue of 1682, Omont 1908-21, 4:27; P. Paris 1836--48, 6:447-50). 

CONTENTS. 
Vergier fols. I r-9r 
Jugement Behaingne fols. 9r-21 v 
Jugement Navarre fols. 21 v-48v 
Lay de Plour. Qui bien aimme (L22/I6) fols. 48v-49v 
Remede fols. 50r-77r 
Lyon fols. 77r-9lr 
Alerion fols. 9lr-12lr 
Confort fols. 12lr-146r 
Fonteinne fols. 146r-164r 
Harpe fols. !64r-166v 
Marguerite fols. !66v-167v 
Loange (271 texts) fols. !68r-198r 
Complaintes fols. 198r-207r 
20 lais fols. 207v-237r 
38 ballades fols. 237r-243v 
20 rondeaux fols. 244r-245r 
37 virelais fols. 245v-255v 

LITERATURE. Bibliotheque lmperiale !868, 98; Ludwig 1926--54, 2:12b*-13a*; Schrade 
1956c, 35. Eighteenth-century inventory by La Cume de Sainte-Palaye in F :Pn Moreau 
1655 no. 58! (fols. 233r-234v). 

[11] PARIS, Bibliotheque Nationale, fonds fran!;ais 1587 (D; F:Pn 
1587; Hoepffner: D; Chichmaref: F) 

DESCRIPTION. Parchment, iii + 108 + i folios. Dimensions: 26 x 19 cm. Collation 1-108 
118 (irreg.) 12-138 144; more details on collation in Earp 1983, 119-20. Bound in red 
morocco. 

DECORATION. Rubrics. Solid initials one to two lines tall alternate red and blue. Vergier and 
Jugement Behaingne begin with divided initials five lines tall. Capital letters at beginning 
of lines are highlighted with yellow wash. On the twelve miniatures, see the descriptions 
below, chap. 4.4; on the artist, see chap. 4.2 table 4.9. 
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FACSIMILES. Miniatures (refer to chap. 4.4): DJ, D7. 
INSCRIPTIONS. "Ce livre est a maistre Jehan desertement channon de Renes" [This book 

belongs to master John, formerly canon of Rennes] (fol. I08r, end of col. b, effaced). There 
is much writing by Chatre de Cange on the inside front and back cover, on all flyleaves, on 
fol. I 08v, and elsewhere in the manuscript. His studies are mainly an effort to trace the 
author, whom he called "Guillaume de Machaut de Loris" (cf. above, inscriptions in MS B 
[4]). 

DATE AND PROVENANCE. Decorated in Paris ea. 1430 (A vril 1982a, 130). It is clear from the 
mentions of "Mestre Guillaume de Loris" in the rubric of the first miniature of the Loange 
(DJ; see chap. 4.4p) that the scribe was already confused about the identity ofGuillaume de 
Machaut ("Loris" appears to be added over an erasure). Purchased by Chatre de Cange in 
1724 for ISO /ivres from the library of the princess of An et, after her death in 1723.29 Many 
of Cange's manuscripts were purchased by Louis XV for the Bibliotheque du Roy in 1733. 
Earlier shelfmarks: Cange 70; Regius 76122. 

CONTENTS. 
Loange (256 texts)30 fols. lr-47v 
Vergier fols. 48r-58r 
J ugement Behaingne fols. 58v-7 4v 
Jugement Navarre 31 fols. 74v-I08r 
blank, except for notes by Cange fol. I 08v 

LITERATURE. Bibliotheque Jmperia/e 1868, 259; Ludwig 1926-54, 2:14b*-I5a*; Schrade 
1956c, 35. 

[12] BRUSSELS, lost manuscript in the Burgundian library 
PROVENANCE. This manuscript appears in the ea. 1467 inventory of the Burgundian library 

of Duke Charles the Bold (Barrois 1830, 198 no. 1354), the Brussels inventory of 1487 
(Barrois 1830, 257 no. 1793), and subsequent inventories; discussed by Ludwig (1926-54, 
2:4Ia* as Burgundian MS no. 4; see also Earp 1989, 473-75).32 The manuscript was 
apparently lost in the late seventeenth or early eighteenth century, since it appears in the 
1643 inventory of the Brussels manuscripts but is lacking the the 1731 inventory (Marchal 
1842, I:cclvi, Viglius no. 274); it may have been among the manuscripts lost in the palace 
fire of 1731 (cf. De Winter 1985, 115). 

CONTENTS. A text manuscript beginning with the Loange and ending with Fonteinne. 
Although no extant manuscript matches this disposition, it is approximately the extent of 
the text portion of MS Vg, which itself appears at one time to have been divided into two 
volumes, perhaps to allow the text portion of the manuscript to remain in the house library, 
while the music was used by the chapel musicians (compare the descriptions above of MSS 
W [2] and Vg [3].33 

The identification of MS [12] in inventories as "Le Livre du Temps Pastour [sic] et 
plusieurs Balades et Laiz" provides a further connection to a Vg-style manuscript. In MSS 
Vg and B, as well as the explicit in MSC, the Jugement Behaingne is named Le Livre du 
Temps Pascour.34 

29 The library of Diane de Poitiers (1499-1566) formed the core of the library of Anet (P. 
Paris 1836-48, 6:210; Delisle 1868-81, 1:188-89). Anet was built for her by King Henry 
11. 

3D Title: Ci commence le livre mestre Cui//' e de Loris. On the title, see Ludwig 1926-54, 
2:7* and 14*-15*; and especially the discussion in Sonnemann 1969,28-29. 

3! Although there is a new miniature at the beginning of Jugement Navarre, no explicit or 
identifying rubric sets off the end of Jugement Behaingne from the beginning of Jugement 
Navarre. 

32 Perhaps this manuscript is the one vaguely described in the inventory of 1477 (Peignot 
1841, 97). 

33 Pol. 2 of MS [12] began with I. 8 of the ballade Lo7, "si n 'en puis mais" (thus it is not 
identical with MS Vg). 

34 Compare also the reference to the metrical scheme of the Jugement Behaingne in the 
anonymous Regles de la Seconde Rettorique (chap. 2.3.lc). 
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[13] CHAMBERY, lost manuscript in the Savoy library 
PROVENANCE. In the spring of 1368, Mac ha ut was given a total of 310 gold francs for a 

roman presented to Amadcus VI, Count of Savoy. The manuscript is included here among 
the complete-works text manuscripts because this seems like too much money for a single 
dit. Sec chap. 1.1 5.2c. 

[14] CHATEAUDUN (Eure-et-Loir), lost manuscript in the library 
of the Bastard of Orleans 

PROVENANCE. An untraced manuscript owned by Jean, the Bastard of Orleans, count of 
Dunois (1403-1468), item no. 12 in the 1468 inventory at Chateaudun of the library of 
Dunois: "Ung autre livre appcllc le livre de Machault" (Delisle 1868-81, 3:194; Champion 
1910, 126; Ludwig 1926-54, 2:40a* n. 2, 4Ib*-42a*; Genevois 1987, 100 no. 795). The 
manuscript may have contained music and is perhaps extant; unfortunately, the 
contemporary description is not exact enough to allow for an identification. Some later 
inscriptions in MS W [2] provide evidence of a link to the circle around Charles d'Orleans, 
and thus it is possible that MS [ 14] partially survives as MS W. La Monte (I 932, 53) 
theorizes that Fran~ois Villon could have become acquainted with Machaut's Prise through 
this manuscript. For speculation on the possible influence of Machaut on Charles 
d'Orlcans, again through this manuscript, see Poirion 1965, 277-78 (see also below, MS 
Ra [44]). 

3. Partial complete-works manuscripts that include 
works by other authors 

This category comprises manuscripts containing portions of a complete 
collection of Machaut's works, along with works by other authors. The order 
of the works of Machaut in these collections corresponds to the authoritative 
order of one or another of the complete-works manuscripts in chap. 3.2.35 
Some of the manuscripts described in this section are miscellanies, in which 
fragments of larger Machaut manuscripts were subsequently bound with 
unrelated works. Whether these new collections represent the desires of 
medieval collectors is unclear. MS H [17] and the lost Burgundian manuscript 
[19] are possibly such miscellanies. The remaining manuscripts, K [15], J 
[ 16], and Pm [ 18], are integral sources and open for inquiry as to the reasons 
for the juxtaposition of the different works. 

The collection of non-Machaut works in MS J has occasioned some problems 
of attribution. Some of the lyrics from J have been edited as if they were works 
of Machaut, even though they are absent from the central group of complete­
works manuscripts.36 In addition, the narrative Dit du Cerf Blanc at the end of 
MS J has been edited by Fourrier (1979, 302-29) as an authentic work of 
Machaut (discussed in chap. 5.19 as an opus dubium). 

[15] BERN, Burgerbibliothek, 218 (K; CH:BEb 218; Hoepffner: K; 
Chichmaref: R) 

DESCRIPTION. Parchment, 103 fols., with two paper flyleaves in back; modem pencil 
foliation, 1-103, top right recto; old foliation i-viXXxviii (i.e., 138), top middle recto 
(originally 140 fols.); old fols. 4, 5, 9-20, 29, 41, 48-49, 61--{)8, 71, 80, 83, 94, 107, 
llS, 124, 126, and 129 are missing. 37 Old fols. 86--93 are misnumbered as 87, 80, 80, 89, 

35 For a chronoiogical overview of most of the manuscripts in chaps. 3.2-3, see Earp 1989, 
4 74 table I. 

36 A rondcau that appears uniquely in the Loange of MS K is edited as Lo273 in Chichmaref 
1909, 1:236; twenty lyrics that appear uniquely in the Loange of MS J are edited in the 
appendix of Chichmaref 1909, 2:637-53 (two of the lyrics have some outside concordances 
in anthologies; see chap. 6.1 b and chap. 6.3). Chichmaref' s views on the attribution of 
these works largely leaves the question of attribution open (1909, 1:cii n. 1). 

37 The account of Grober (Hagen 1875, 263), repeated by Ludwig (1926-54, 2:13b* n. 2), is 
in error. 
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90, 91, 91, and 88 respectively, but there are no losses in the text; old fols. 127-128 are 
reversed in the modem binding. Dimensions: 29.5 x 20.7 cm, writing block 21 x 14.5 cm, 
42 ll./col. Contains music. Fourteenth-century formal bookhand, one scribe throughout. 
Collation J8-2: 28 (irregular): 38-148-1 s8·2 68:78-1 88-2 98 J08-1 JJ8-1 J28-1 138-1 
148-2 !54 (irregular) 162; more on signatures and collation in Earp 1983, 374-78. Bound in 
white vellum over cardboard, ea. 1700 (RISM 1969, 52). See the very thorough description 
with additional bibliography in Ludwig 1926-54, 2: 13b*-14a*. 

DECORATION. Rubrics. Major divisions begin with a pink and blue floriated initial three to 

four lines tall, with stems and ivy leaves, or a red and blue divided initial with filigree. 
Other initials one to two lines tall in alternating colors, with filigree. On the thirteen 
miniatures, see the descriptions below, chap. 4.4, and the discussion in Hamburger 1953, 
124-25. Little is known of the artist (see chap. 4.2 table 4.4). 

FACSIMILES. Miniatures (refer to chap. 4.4). K4 (with entire fol. 46v [30v]), Kl2-13. See 
also Bertoni 1917. 

INSCRIPTION. Colophon printed in Hagen 1875, 269; Chichmaref 1909, l:lxxiii; Schrade 
1956c, 33; and Fourrier 1979, 77-78. 

DATE AND PROVENANCE. Dated Friday of the second week of April (I! April) 1371, copied 
by Guiot de Sens. On J as a copy of K, see Hoepffner 1908-21, I :xlvii (cf. also Chich­
maref 1909, l:ci-dii; Wimsatt 1976,293 n. 21; Fourrier 1979, 77-79; Wimsatt/Kibler 
1988, 17-18,21-32, 40-46). MS K has been erroneously associated with a document of 
1371 (see above on the lost Savoyard MS [13]). The manuscript probably belonged to the 
library of Jacques Bongars (1554-1612), whose library came to Bern in 1632 (Dr. Christian 
von Steiger, librarian of the Burgerbibliothek, reported in Fourrier 1979, 78). Earlier 
shelfmarks: m 28 (fol. lr; sixteenth or seventeenth century, according to RISM 1%9, 52). 

CONTENTS (old foliation). 
Loange (47 texts extant) 
Vergier (complete) 
Jugement Behaingne (incomplete) 
Lay de Plour, Qui bien aimme (L22/16) (incomplete) 
Chanson desesperee (LoSS) 
Remede (inc.; music for RF4-5) 

[E]n amer (RF4, three-voice) 
[D]ame, de qui (RF5, two-voice) 

Lyon (incomplete) 
Confort (incomplete) 
Fonteinne (incomplete) 
Harpe (incomplete) 
Lais (Un rrwrte/lay, Ll2/8 [inc.]; S'onques, Ll7/12 [inc.]; 
Arrwurs, se plus, L9 [inc.]; Amis, t' arrwur, LI0/7) 
Chaste/ d' Arrwurs (not Machaut)38 

[10 shortleu.x, not by Machaut]39 

Anonymous, J e F ortune40 

Voir Dit (2 fragments)4 1 

[Jeu.x, not Machaut]42 

fols. lr-3r; 6r-8r 
fols. 2lr-28r 
fols. 30r -40r 
fols. 42r-42v 
fol. 42v 
fols. 43r-47r; 50r...{)Or 
fol. 59v 
fol. 60v 
fols. 69r-70r; 72r-79r; 8!r-82r 
fols. 84r-93r; 95r-106r 
fols. !08r-!14r; 116r-123r 
fols. 125r-125v 

fols. 128r-13lr 
fols. 132r-132v 
fol. 132v-133 
fol. !33r 
fols. !33r-135r 
fols. !36v-138r 

38 Ed. Hoepffner 1909, 702-10; Klein 1911, 153-56; see Bertoni 1917; Huizinga 1924, 108 
(=1953, 126). 

39 Ed. Hoepffner 1906,411-13, with solutions to several of the names they hide; see also 
Chichmaref 1909, l:ciii n. I. The solution to riddle no. 8 may be "Toute belle," a clear 
link to the Voir Dit and therefore possibly proof that these poems, although not by 
Machaut himself, may stem from Machaut's immediate circle (Hoepffner 1906, 412-13); 
Guesnon (1912, 93n.) gives the alternative solution "lsabeau." 

40 This anonymous ballade, also in this position in MS J [16], has further concordances in 
text manuscripts (Ludwig 1926-54, 2:14a* n. 3); it is also the text of a very popular 
musical setting, discussed in Strohm 1984a, liS no. 5. 

41 On the extent of the Voir Dit excerpt, see Ludwig 1926-54, 14a* n. 3 and chap. 2.l.le. 
42 On these works, see Bergeron 1992, 180, 183-85 (siglum B). 
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LITERATURE. Hagcn 1875, 263-69; Handschin 1923; Ludwig 1926-54, 13b*-14*; Schrade 
1956c, 32-33; RISM 1969, 52-53. 

[ 16] PARIS, Bibliotheque de I' Arsenal, 5203 (J; F:Pa 5203; Hoepff­
ner: 1; Chichmaref: M) 

DESCRIPTION. Parchment, 16S + ii fols., with two paper flyleaves in front and two in back; 
foliated 1-80, 80bis, 81-86, 86bis, 87-92, 92bis, 93-161, [162] (unnumbered, blank). 
Dimensions: 29 x 21 cm, writing block 20.S x 16 cm, 2 cols. at 36 ll./col. Space left for 
music, but no music was entered. Fourteenth-century formal bookhand, one scribe 
throughout. Collation: 1-28 34: 4-{58 : 78 88 (irregular) 9-108 : 11-128: 13-1S8 168-1 
17-188198-1208 214 226+1; more on signatures and collation in Earp 1983,374-78. 
Bound in red morocco with gilt tooling. See the very thorough description with additional 
bibliography in Ludwig 1926-54, 2: 14a*. 

DECORATION. Rubrics. Major divisions begin with a pink or blue floriated initial three to 
four lines tall, with a gold border and stem with ivy leaves. Other initials two lines tall, 
alternating gold with black filigree and blue with red filigree. Capitals are highlighted in 
yellow wash. On the thirty-five miniatures (twenty-four illustrate works of Machaut), see 
the descriptions below, chap. 4.4. Little is known of the artist (chap. 4.2 table 4.3). Given 
the spacing of the words for melismas, and blank areas for untexted lower voices, it seems 
that the two ballades of the Remede (RF4-S) were intended to be copied with their music, 
but the scribe handled this ineptly, leaving only two lines blank for the subsequent entry of 
staves for En amer (RF4); Dame, de qui (RF5) has three lines blank, which is adequate. 

FACSIMILES. Samaran/Marichal 19S9, plate clxxxvii (fol. 29r, part of Vergier). Miniatures 
(refer to chap. 4.4x): J28, J32. 

INSCRIPTION. Martin (1886-89, S: 149) indicates that on fol. 161 v, the following effaced note 
is found: "Ccst Iivre est a mon tiCs rcdoubte seigneur monseigneur le conte du Perche, et fut 
escript a Bcllesme" [This book belongs to my very redoubtable lord, monseigneur the count 
ofPcrchc, and was written at Bcllcme (dept. Ome)].43 

DATE AND PROVENANCE. MS J is related to MS K, dated 1371. On J as a copy of K, see 
Hoepffner 1908-21, l:xlvii (cf. also Chichmaref 1909, l:ci-dii; Wimsatt 1976,293 n. 21; 
Wimsatl/K.ibler 1988, 17-18, 21-32, 40-46). Fourrier (1979, 76-77) identified the count of 
Perche in the inscription as Robcrt d'Aicn<;on, count of Perche from 1361 until his death in 
1377; his projected marriage in 1371 to J eanne de Navarre, sister of King Charles of 
Navarrc, was successfully opposed by Charles V. Perhaps this political circumstance 
explains the fact that Machaut's Jugement Navarre does not appear in the manuscript, 
although later dits do. In the eighteenth century, MS J belonged to the marquis de Paulmy 
(1722-1787), whose library forms the core of the Bibliotheque de I' Arsenal. Earlier 
shelfmarks: 18171 (fol. i verso); B.L.F. 97 (fols. ii recto and ii verso); Belles-Lettres, 
1714A (fol. ii recto; library of the marquis de Paulmy). 

CONTENTS. 
Loange (117 texts)44 

Vergier 
Jugement Behaingne 
Lay de Plour, Qui bien aimme (L22/16) 
Chanson desesperee (LoSS) 
Remede (without music) 
blank 
Lyon 
Confort 
Fonteinne 
Harpe (incomplete at beginning) 
Lais (Un mortel/ay, Ll2/8; S'onques, L17/12; 

fols. 1r-20v 
fols. 2lr-30r 
fols. 30v-44 v 
fols. 4Sr-46r 
fol. 46v 
fols. 47r-76r 
fol. 76v 
fols. 77r-90v 
fols. 9lr-117v 
fols. 118r-137v 
fols. 138r-139v 

43 The note was apparently briefly rendered legible by means of a chemical; it is no longer 
visible. The text of the inscription is also given in Chichmaref 1909, l:lxxiv; Samaran/ 
Marichal 19S9, 408 no. 130; Fourrier 1979, 76. A further now-illegible inscription on fol. 
[162], bottom left recto, also seems to have had a chemical poured on it. 

44 Twenty items are unica, see chap. 6.1 band 6.3. 
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Amours, se plus, L9; Amis, (amour, LI0/7) fols. 139v-146v 
Chaste/ d'Amours (not Machaut)45 fols. 146v-147r 
[10 shortleu.x, not by Machaut]46 fols. 147r-147v 
Anonymous, le Fortune47 fol. 147v 
Voir Dit (2 fragments)48 fols. 147v-15lv 
Coq-a-l'Ane (not Machaut) fols. 15lv-153r 
Rose fol. 153r-154r 
blank fol. 154 v 
Cerf Blanc (opus dubium)49 fols. 155r-161 v 
blank ruled fol. [162r -162v] 

LITERATURE. Martin 1886-89, 5:143-49; Ludwig 1926-54, 2:14b*; Schrade 1956a, 33-34; 
Samaran/Marichall959,408 no. 130. 

[ 17] PARIS, Bibliotheque Nationale, fonds fran~,;ais 881 (H; F: P n 
881; Hoepffner: H; Chichmaref: B; Roy: C) 

DESCRIPTION. Parchment, iii + 112 + iii fols., with one paper flyleaf in front and one in 
back. Dimensions: 31 x 23.5 cm, 2 cols. at 32-36 ll./col. Cursive bookhand. G. Paris 
identified a scribal concordance with F:Pn 840, the manuscript of the complete works of 
Eustache Deschamps signed by Raoul Tainguy, a Breton copyist who worked at Paris in the 
late fourteenth century.50 At least one gathering at the end is missing, more probably 
several. Bound in red morocco with gilt tooling, French royal arms, seventeenth or 
eighteenth century (cf. Bibliotheque Nationale 1981,482, plate xxiv, item 2). 

DECORATION. Rubrics. Gold floriated initials with bar borders and ivy leaves; smaller initials 
one to two lines tall, alternating red with black filigree and blue with red filigree. The first 
initials for the ballades of Machaut's Prologue are blue and red divided initials, with red and 
black filigree. One miniature (fol. lr); there is space for a miniature at the beginning of 
Machaut's Prologue (fol. 97r), but it was never executed. The rubric reads: Comment 
Nature, voulant orendroit plus que onques mais reveler etfaire exaucier /es biens et honeurs 
qui sont en Amours, vient a Guillaume de Machaut et lui ordonne et encharge a faire sur ce 
noveaus dis amoureu.x, et lui bailie pour lui conseillier et adviser a ce faire trois de ses 
enfans, c' est assavoir Sens, Rethorique et Musique. Etlui dit par ceste maniere (cf. below, 
chap. 4.4a, first miniature of the Prologue for a translation). 

INSCRIPTION. "Ce livre est a Jehan Martel. Ovide de la vieille auquel sont contenuz I plusiers 
nobles ditz et enseignementz. I Ensemble le livre de I' art d'amour. I Davantage les Diets 
amoureux de Guillaume de Machault" (verso of first parchment flyleaf) [This book belongs 
to Jehan Martel. Ovid's De Vetula, containing many noble poems and lessons; the entire 
Ars Amatoria; in addition the amorous dits of Guillaume de Machaut]. Other pen tries on 
last parchment flyleaf verso. 

DATE AND PROVENANCE. Late fourteenth or early fifteenth century. Tesniere (1986, 323 n. 1 
and 343 n. 2) indicates that Raoul Tainguy copied the Machaut works in H from E, but this 
is unlikely because H follows the authoritative order of Loange lyrics, not the unique 
arrangement of E. In the library of Arnaud de Corbie (ea. 1325-1414), first president of 
Parlement (1373) and Chancellor of France (1388-1413) (Tesniere 1986, 313). Nothing is 
known of the library of the Jehan Martel mentioned in the inscription (Delisle 1868-81, 
2:382). The manuscript had entered the royal library by 1622. Earlier shelfmarks: 
MDCCCXLI (Nicolas Rigault catalogue of 1622, Omont 1908-21, 2:354); 159 (brothers 
Dupuy catalogue of 1645, Omont 1908-21, 3:12); Regius 7235 (Nicolas Clement 
catalogue of 1682, Omont 1908-21, 4:28; P. Paris 1836-48, 7:74-78). 

45 Seen. 38. 
46 Seen. 39. 
47 Seen. 40. 
48 Seen. 41. 
49 Ed. Fourrier (1979, 302-29), who attributes the ditto Machaut. See chap. 5.19. 
50 See Queux de Saint-HilairejRaynaud 1878-1903, 2:vi-xvi (notice by Simeon Luce); 

11:103-5, 108-9; B. Roy 1974, 22-23; and especially Tesniere's impressive study (1986). 
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CONTENTS. 
Ovid, De Vetula (French trans. by Jean Lefevre)51 fols. lr-48r 
Ovid, Ars Amatoria (French trans.) fols. 48r-%r 
Machaut Prologue (4 ballades only)52 fol. 97r 
Loange (96 texts with many gaps)53 fols. 98r-I 12v 

LITERATURE. Bibliotheque lmperiale 1868, 147-48; Gennrich 1921-27, 2:211-19; Ludwig 
1926-54, 2:15a*; Schrade 1956c, 35; B. Roy 1974, 21-23; Tesniere 1986, 342-45. 
Eighteenth-century inventory by La Curne de Sainte-Palaye, MS F:Pn Moreau 1655 no. 
596 (fols. 259r-259v). Further bibliography in Tesniere 1986, 288, 313. 

[18] NEW YORK, Pierpont Morgan Library, M.396 (Pm; US:NYpm 
396; Ludwig: Morg; Laidlaw: Gj) 

DESCRIPTION. Parchment, 247 fols., with two paper flyleaves in front and two in back; nine­
teenth-century(?) Arabic foliation, 1-252, bouom middle recto, modern pencil foliation, 1-
251, top right recto (the two foliations do not correspond). Many lacunae. Dimensions: 
32.5 x 25 cm, writing block ea. 24.5 x 18 cm, 2 columns at 43-44 11./col. Contains 
music. One scribe throughout, who employed a cursive bookhand with uniform ink ruling. 
Collation 1-108 lis (irregular) 128-I 136 (lacuna) 148-I 158-1 168-1 17-198 207 
(irregular) 218 226-1 (probably originally 8-3) 23-288: 298-l 308 318-l 328-I 336-I. 
Formerly bound in eighteenth-century brown calf, rebound in 1933 in three-quarter brown 
morocco by Marguerite Lahey. 

DECORATION. Rubrics. On the 126 colored wash drawings, see the descriptions below, chap. 
4.4; on the artist, see chap. 4.2 table 4.6. The 1940 dossier at the Pierpont Morgan Library 
distinguishes three artists (dossier, p. 4). Wriuen instructions to the illuminator are visible 
for miniatures Pm43-45, 63--67, 69-71. The iconography is dependent on MS A, see 
Avril (1982a, 130), the comparative table of miniatures (chap. 4.3), and compare the 
descriptions of miniatures in A and Pm in the concordance of miniatures (chap. 4.4 ). 

FACSIMILES. 
Miniatures (refer to chap. 4.4): Pm!, Pm3, Pml!O-lll. 
Ballades: Hoppin 1978b, 423 (fol. 213v, De Fortune [B23]); Besseler 1949-51, 717 (fol. 

213v, De toutesjlours [B3Il). 
Rondeau: Hoppin 1978b, 427 (fol. 214v, Se vous n' estes [R7]) 

INSCRIPTIONS. The signature of Garson de Boiaval (seventeenth century, from the region of 
Artois) appears on fol. lr (the second parchment flyleaf). 

DATE AND PROVENANCE. The date of Alan Chartier's La Belle Dame sans Merci (1424) 
provides a terminus after which the manuscript was copied (Laidlaw 1974, 7, 39). The 
miniatures date from ea. 1425-30 (Avril I982a, 129-30). The text of Chartier's La Belle 
Dame sans Merci contains some Northeastern dialect forms (Laidlaw 1974, 73). ''The 
spelling of such words as beaute, ioli, menchonge, auxi, oeul, cuers, viengne, chastiaux, 
ricesses, and the use of the article (Iy tristes, Iy ioieux), may indicate a South Burgundian 
scribe" (1940 Pierpont Morgan Library dossier, p. 3). Avril (1982a, 129-30) noted the 
dependence of the program of illuminations on MS A. Conjunctive variants with MS A in 
the few musical works in MS Pm support Avril's thesis of direct copy (Domling 1969, 
194). Purchased by J. Pierpont Morgan in 1910 through Th. Belin, from northern France. 

CONTENTS (new foliation at top right recto). 
Prologue (complete) 
Vergier 
Jugement Behaingne 
Jugement Navarre 

fols. lr-3b 
fols. 3b-II a 
fols. II b-23a 
fols. 23b-47d 

5! Gennrich (1926--27, 515-16) publishes the description of musical instruments. See also 
Tesniere 1986,316--17. 

52 The Prologue is somewhat truncated, since Guillaume's ballade in response to Lady Nature 
lacks its third strophe, evidently to keep the scene with Nature all on the recto. Thus short­
ened, the Prologue perfectly fills fols. 97r-97v. 

53 See chap. 6.3. Many corruptions are recorded in the notes to the edition of Chichmaref 
1909 (siglum B); see also Wilkins 1972, 174 n. 121. 
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Remede (without music) 
Lyon (lacunae) 
Confort (lacunae) 
Fonteinne (lacunae) 
Iiarpe 
Marguerite 
Voir Dit (lacunae) 
Rose 
Vecy les biens 
Alerion 
3 Complaintes (Amours, tu m' as [Cp I], Quant Ecuba [Cp4]. 
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fols. 4 7d-73c 
fols. 73c-86d 
fols. 87a-10Id 
fols. 102a- I I 7d 
fols. I 18a-120c 
fols. 120c-12ld 
fols. 122a-182c 
fols. I 82c- I 83b 
fols. 183b-183d 
fols. 183d-2 I I c 

Mes dous amis [Cp5]) fols. 21 Ic-213c 
De toutesflours (B31) (ea, ten, et) fols. 213v-214r 
De Fortune (B23) (ea, ten) fol. 2 14r 
Se vous n' estes (R7) (ea, ten) fol. 214v 
Tan/ doucement me sens (R9) (ea, ten) fol. 214v 
The function of the small number of musical works in Pm seems to be one of articulation 
in the manuscript, making the juncture between the Machaut works and the non-Machaut 
works easy to find. The end of the Machaut section provides the first real articulation in the 
through-copied structure of the manuscript (see the summary of the collation given above, 
gatherings 28-29). 

LITERATURE. Gucsnon I 912, 94-95; Ludwig I 926-54, 2: I 3*, 4:[82] (Nachtrag, description 
by Heinrich Bcsseler); Ricci(Wilson I 937; Recse I 940, 348 n. 47; I 940 typescript dossier 
by "MPH" at the Pierpont Morgan Library; Schrade I 956c, 3 1-32; Pierpont M organ 
Library 1957; Faye/Bond 1962, 344; RISM 1969, 341-42; Laidlaw 1974, 73. The 
miscellaneous works in MS Pm not by Machaut (fols. 215r-247r) are described most 
recently by Cropp (I 982-83, 263-68, 284-85). Sec also the comments of Cerquiglini 
(I 985b, 75). 

[ 19] BRUSSELS, lost manuscript in the Burgundian library 
PROVENANCE. It is possible that MS [I 9] was the Machaut manuscript mentioned in the 

1405 inventory of the books of Marguerite of Flanders, duchess of Burgundy (De Winter 
I 985, 156-57 no. 135), although the description there is not detailed enough to be certain. 
The description in the 1420 inventory of the books of duke Phi lip the Good (Doutrepont 
I 906, no. 243) is more thorough; the manuscript reappears in the inventory of 1467 
(Barrois 1830, 192 no. 1309) and !487 (Barrois 1830,250 no. 1748).54 Further discussed 
by Ludwig (I 926-54, 2:40b*-4 la*) as Burgundian MS no. 3; C. Wright I 979, 146 no. 35; 
De Winter 1985, 157 no. 135B; Earp 1989,474,475. This manuscript can be traced as late 
as 1797 (Marchal 1842, ccliv, Viglius no. 199). Compare MS [8] 

CONTENTS. MS [I 9] retained the organizational plan of placing the Loange at the head of the 
manuscript, as in MSS W, V g (B), K, J, E, and D, as well as the lost MS [I 2] (Earp 
I 989, 48 I), although the Loange was possibly preceded by the short form of the Prologue, 
consisting of the four introductory ballades alone. The work at the end of the manuscript is 
unidentified; the last folio began "dont j'ay en ce rommant traictie," and the last line of the 
last poem was "se fables non et monsongcs" (cf. Roman de la Rose, I. 2: "n'a se fables non 
et mensongcs"). 

4. Manuscripts of individual works and 
small anthologies of a single genre 

This category of manuscripts, transmitting individual works, or a small group 
of works of like genre (as MSS [28]-[30], perhaps also [26]), is in many 
respects the most important group of all. These are the potential representatives 
of the crucial lower level of transmission, the everyday circulation of works. A 

54 De Winter (1985, 157 no. 135B) asserts that this manuscript does not correspond to the 
citation of 1487, but he is mistaken. The listing of a "livre de Machaut" in both the 1405 
and 1477 inventories is too vague to identify a specific manuscript; see Peignot 1841, 67 
(1405 inventory), 97 (1477 inventory). 
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few of the manuscripts in this group are presentation copies (Bk [21] and 
possibly Pe [20]), others are potentially early copies of individual works, 
perhaps quite close to the author, at least in a temporal sense (MS [27]). No 
doubt once the most numerous group, it is now represented largely by 
references to lost manuscripts. 
A. Manuscripts of individual narrative poems 
[20] CAMBRIDGE, Magdalene College, Pepysian Library, 1594 

(Pe; Pep; GB:Cmc 1594) 
DESCRIPTION. Parchment, iii + 44 fols. + iii Dimensions: 20.6 x 14.9 cm, thoroughly 

described in Leech-Wilkinson 1982 and McKitterick/Beadle 1992. Contains music. 
DECORATION. One miniature on fol. 12v to Remede I. 1481 (sec below, chap. 4.4e; on the 

artist, see the brief note at the end of chap. 4.2). 
FACSIMILES. Ballade: The Consort 33 (1977), cover (fols. 25v-26r, Dame, de qui [RF5) 

complete); Wilkins 1979, 22 (fol. 23v, part of En amer [RF4]); Lcech-Wilkinson 1982, 
102 (fols. 23v-24r, En amer [RF4] complete). 

CONTENTS. Originally contained the Remede only. An unidentified prose treatise copied by a 
different scribe was later bound after the Remede.55 

Remede ["Remede d'Amour"] fols. lr-36v 
lai, Qui n' aroit (RFI) fols. 4r--6r 
complainte, Telz rit (RF2) fol. 8r-12v 
chant royal,Joie, plaisance (RF3) fol. 17r 
ballade, En amer (RF4) fols. 23v-24r 
ballade, Dame. de cui (RF5) fol. 25v 
virclai, Dame, a vous (RF6) fols. 29r-29v 
rondeau, Tant doucement me sens (R9)56 fol. 35r 

LITERATURE. Jamcs 1923; Ludwig 1926--54, 2:12*; Schrade 1956c, 34; RISM 1969,210-
11; Leech-Wilkinson 1982, 100-103; J. Stcvens et al. 1989; McKitterick/Beadle 1992. 

[21] BERLIN, Staatliche Museen Preussischer Kulturbesitz, Kup­
ferstichkabinett, 78 C 2 (Bk; D :Bkk 78 C 2) 

DEsCRIPTION. Parchment, 16 fols., with three paper flyleaves in front and four in back; 
modem Arabic foliation, 1-16, top right recto. Dimensions: 30.2 x 19.6 cm, writing block 
22.5 x 15.8 cm, two cols. at 40 ll./col. Formal bastard bookhand. Collation: 11 28 38-I. 
Catchwords on fols. 1 v and 9v, gathering signatures "m i" through "m iii" visible in first 
quartem. Tightly bound in red morocco with gilt tooling on spine: LE DIT DU LION M. ss 
PRET. EN VERS S. VEL DU 15. S. AV. MIN, identified as the work of Derome in Sotheby 
and Co. 1882. 

DECORATION. Rubrics. The first initial is four lines tall, a blue "Q" with red leaves inside, 
all within a gold square; all the others are gold initials two lines tall on a cusped blue and 
pink background with white tracery (lettres rechampies echancrees) in gold squares. A few 
initials have blue and white or pink and white floriated letters with gold background, with 
stems and ivy leaves or connected to gold bar borders with ivy leaves and dragon. Ten of 
thirty planned miniatures are described in Wcscher 1931 and chap. 4.4f. Many of the 
miniatures are rubbed and worn; the best preserved are on fols. 4r and 11 v. Though mostly 
trimmed, written instructions to the illuminator are partially visible on fols. lr, 4r, lOv, 
and llv. On the artist, see chap. 4.2 tables 4.7 and 4.10. 

FACSIMILE. Miniature (refer to chap. 4.3 and 4.41): Bk5. 
DATE AND PROVENANCE. ea. 1390 (Fran<;ois A vril, personal communication). The irregular 

collation and signature markings suggest that Bk was removed from a larger manuscript, 
perhaps one that began with Vergier, as the exemplar of MS M. An alternative hypothesis 
is that Bk is a surviving fragment from MS [12]. MS Bk cannot be identified as the 
manuscript of Lyon in the Visconti library (below, MS [39]). In the eighteenth century, Bk 

55 For a literary study of the relationship of this work to Mac ha ut's Remede, see Huot 1993, 
254-56. 

56 On the substitution of this rondeau for Dame, mon cuer (RF7), see chap. 7 .3. 
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was in the library of the duke of La Valliere. Perhaps there are some further notes on the 
eighteenth-century state of MS Bk in an unpublished study by the abbe Rive, "Notice sur 
des poesies manuscrites de Guillaume de Machau qui sont dans la bibliotheque de M. de La 
Valliere," preserved in Carpentras, Bibliotheque Municipale, MS 1259 (Duhamel 1901). 
Alexander Douglas, duke of Hamilton (I 767-1852) purchased the manuscript in the 
nineteenth century from the library of William Beck ford (1759-1844).1n 1882 the Prussian 
State Library purchased almost the entire collection of Hamilton manuscripts (a front paper 
flyleaf is inscribed "116--1884"). Earlier shelfmarks: La Valliere 2772 (De Bure 1783, 
254--55 [recte 264--{)5]); Beckford 54; Hamilton 214. 

CONTENTS. Lyon, complete. 
LITERATURE. Rive 1780, 20-21 n. 66; Sotheby and Co. 1882; Lemm/Uipclmann 1918; 

Ludwig 1926-54, 2:7a* n. 2; Wescher 1931, 40; Olschki 1932,39 and plate xlv. 

[22] Lost manuscript of the Voir Dit of the count of Flanders 
PROVENANCE. An individual manuscript copy of the Voir Dit was taken in 1375(?) by 

Eustache Deschamps to Louis de Male, count of Flanders (see chap. 2.I.Ie). 

[23] Lost manuscript of the Voir Dit of the king of Aragon 
PROVENANCE. An individual manuscript of the Voir Dit was given by the duchess of Bar 

(sister of Charles V) to King John I of Aragon in 1380 (see chap. 2.2.Ia). 

[24] PAMPLONA, lost Navarrese manuscript of Confort 
PROVENANCE. An individual manuscript of Confort was ordered by King Charles of Navarre 

in 1384 (G6mez 1987, 115; document printed in Castro 1956, 19-20). 

[25] BRUGES, lost Burgundian manuscript of the Prise 
PROVENANCE. An individual paper manuscript of the Prise in the library of Philip the Good 

(inventory of Bruges, ea. 1467, Barrois 1830, 186 no. 1265), described in Ludwig 1926-54, 
2:41 a*. Since the beginning line of fol. 2 of this manuscript is given in the inventory, we 
can verify that it was not the paper manuscript of the Prise now bound at the end of MS B. 

B. Manuscripts of individual lyrical poems, with or without music 
[26] LILLE, Archives departementales du Nord, 134 (F:La 134) 
DESCRIPTION. Contains music. Single parchment leaf, trimmed a little at the top. 

Dimensions: 16 x 13 cm, seven red staves. 
DECORATION. Initials alternate blue with red filigree and red with blue filigree. 
PROVENANCE. Perhaps La 134 is a folio from a lost complete-works manuscript, but the 

format is very small, perhaps too small for polyphony (Fallows 1977b, 479-80). 
Alternatively, it may be a folio from a lost manuscript containing lais only, several of 
which are known from contemporary library inventories (MSS [29] and [30] are manuscripts 
known to have contained lais of Machaut). 

CONTENTS. Pour ce qu' on puist (L3), fragment including the end of strophe 4 through most 
of strophe 7 (gaps are due to the double text underlay). 

LITERATURE. Fallows 1977b. 

[27] Lost manuscript of the Lay mortel (Maggs) 
DESCRIPTION. Parchment rotulus, 64 lines of text, 19 and one-half lines of music. Dimen­

sions: 59 x 27 cm. Crude cursive script, fourteenth century. In buckram case, taken from a 
binding. 

DECORATION. None. 
FACSIMILE. Maggs Bros. 1928, plate iii (partial). 
DATE AND PROVENANCE. Maggs may provide a very early copy of the lai, ea. 1350. The 

rotulus was sold before 1931, since it is not included in the catalogue of that year. A visit 
to the offices of Maggs Brothers in London in the summer of 1989 produced no new 
information, except that the manuscript was probably transferred to the Paris store for sale 
(Earp 1989, 465 n. 8). 

CONTENTS. Un morte/lay (LI2/8, Le Lay Mortel) 
LITERATURE. Maggs Bros. 1926; Droz 1927; Ludwig 1926-54, 2:14*; Maggs Bros. 1928; 

Schrade 1956c, 20-21, 46. 
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[28] PARIS, Bibliotheque de I' Arsenal, 683 (Ars; F:Pa 683; 
Chichmaref: L; Ludwig: Ars) 

DESCRIPTION. Parchment bifolio; original foliation "xii" and "xiii." No music. Dimensions: 
32.5 x ea. 22.5 cm (orig. ea. 24.5 cm), writing block ea. 24.5 x 15.5 cm, 2 cols. at 42 
ll./col. Late fourteenth-century cursive bookhand. Used as binding material (rear flyleaves, 
modem fols. 213-214) for a thirteenth-century juridical manuscript. Some glue is visible on 
fol. xiii v. 

DECORATION. Rubrics not entered. At the beginning of each lai, space was left for initials 
five to six lines tall, and space was left for initials two lines tall at beginnings of lai 
strophes; no initials were executed, however. Enough room was left before U n rrwrtel lay 
(L 12/8) for a miniature, which was also not executed. 

DATE AND PROVENANCE. A fragment from a fifteenth-century text anthology that began with 
Machaut lais, or contained Machaut lais exclusively. Formerly at the College de Navarre. 
Earlier shelfmarks: A. 191 (library of the College de Navarre); 12 J.L. Cf. also MSS [29] 
and [30], which may have contained lais exclusively. 

CONTENTS. 
Amis, t'arrwur (L!0/7), 11.228-38 (end) fol. xii r 
Se quanque Diex (Lll), complete fols. xii r-xiii v 
Un rrwrte/lay (Ll2/8), 11. 1--66 fol. xiii v 

LITERATURE. Martin 1886--89, 2:36; Ludwig 1926--54, 2:15a*; Schrade !956c, 36. 

[29] PARIS, Librairie du Louvre, lost manuscript of lais 
PROVENANCE. An untraced manuscript of lais with music that opened with Amis, t' amour 

me contreint (L!O): "Laiz notez en ung cayer couvert de parchemin" (Delisle !907, 2:!99* 
no. 1233) [Notated !ais in a gathering with a parchment wrapper]. It appeared in the first 
inventory of the library of the Louvre in 1373, where it was item no. 177 (no. 117 in the 
1411 inventory, and no. 98 in the 1423 inventory, see Douet-d'Arcq 1867, 30). The line 
identified in the inventories, "Tant en amendoie" (1. 87 of L!O) was apparently at the 
beginning of the second recto. The end of the manuscript, "doulce amour," is unidentified. 

[30] BRUGES, lost Burgundian manuscript of lais 
PROVENANCE. The Bruges inventory of the library of the dukes of Burgundy (ea. 1467) 

includes a manuscript that opened with Aus amans pour exemplaire (L4); see Barrois 1830, 
201 no. 1379: "Ung livret en papier couvert de cuir rouge sans boiz, escript en rime; 
quemenchant, Aux amans pour exemplaire, et le second feuillet, Les regarde to us 
longuement, et le demier, dont sans votre honeur" [a paper booklet covered in red leather 
without boards, written in rhyme, beginning Aux amans pour exemplaire, and the second 
folio Les regarde tous longuement, and the last, dont sans votre honeur]. The second folio 
began with I. 41 of L4 ("Las! resgarde corn longuement"); the cue for the beginning of the 
last folio, "dont sans votre honeur," is unidentified. The 1577 Viglius inventory of 
manuscripts at Brussels identifies the manuscript with the indication "Ce sont ballades" 
(Marchal 1842, cclxii, Viglius no. 586). 

5. Anthologies with isolated works by Machaut 
Anthology manuscripts of various genres by various authors, usually anony­
mously transmitted, form a primary link in the transmission of narrative poetry, 
lyrical poetry, and music in late fourteenth-century France, and this manner of 
transmission continued through the fifteenth century.57 For authors such as 
Oton de Granson (ea. 1345-97) and Alain Chartier (1385?-1433?), who did 
not insure that their works would remain intact by the preparation of large 
complete-works manuscripts, anthologies formed the primary channel by which 
their works circulated. Chartier's works remained so popular that a printed 
edition of his "complete works" was prepared posthumously in 1489 [47]. But 
since it was collected from anthology manuscripts, many spurious works, 
among them Machaut's lai Amis t' amour (LlO), were included. Among the 

57 Cerquiglini (1987c) discusses of the typology of lyrical collections. 
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sources in chap. 3.5b (anthologies containing both narrative and lyrical poetry), 
the MSS I [40], F:CF 249 [42], Ra [44], R [45], St [46] and the early print 
Chartier [47] place works of Machaut with works of Alain Chartier. Among the 
anthologies of lyrical poetry (chap. 3.5c), all of the manuscripts, [50] to [55], 
place Machaut among works of Oton de Granson, who in turn went un­
recognized and was confused with the more popular Alain Chartier.58 

Eighteen musical anthologies transmit works of Machaut.59 Since the compar­
atively small number of sources for fourteenth-century music have been far 
more carefully researched than the enormous number of text manuscripts, we 
rely here on citations of detailed studies of the musical anthologies. Our aim is 
not to undertake a new study of these manuscripts but simply to place them in 
the larger context of the Machaut manuscript tradition. 

The complexion of most musical anthologies is rather different from that of 
the sources for the texts.60 Although rich and noble patrons of culture did pay 
for manuscripts of polyphonic music, those manuscripts often were not 
designed to grace the patron's house library but rather were destined for the 
library of the chapel. Thus, one difficulty with music manuscripts of this period 
is that they were usually not luxuriously produced and as a result were less 
treasured by succeeding generations. A beautifully decorated manuscript is a joy 
to behold, whether one is able to read the text or not. Indeed, it is probably by 
virtue of their beautiful illuminations that so many of the large Machaut 
manuscripts survive. Most manuscripts of fourteenth-century French poly­
phony were not beautifully decorated, and most have been lost. That Machaut 
was also a composer of music and included his musical works in his richly 
produced manuscripts is fortunate for us, but very much the exception for 
fourteenth-century musical collections. 

Further, musical style and notation is even more ephemeral than the language 
and dialect of a written text. Surely early manuscripts of romances and lyrics 
were not easily read after fifty or sixty years. But musical style and notational 
practices went out of currency even more quickly. Doubtless a great deal of the 
music in Machaut's complete-works manuscripts was out of style and was no 
longer actively performed even by the end of his life. 
A. Antlwlogies containing narrative poems only 
[31] PARIS, Bibliotheque Nationale, fonds fra"';ais 2165-2166 (P; 

F:Pn 2165-2166; Wimsatt/Kibler: P) 
DESCRIPTION (Pn 2166). The MSS Pn 2165-2166 are a pair (only 2166 contains Machaut; it 

is described here). Parchment, ii + 95 + ii fols. Dimensions: 22.3 x 16.5 cm, writing area 
ea. 17.5 x 10.4 cm, lead rule, I col. at 32 ll./col. Script is littera cursiva textualis (see note 
by Karen Gould in Wimsatl/Kibler 1988, 18-19). Quatemions throughout. Bound in red 
morocco, with arms and monogram of Count Philippe de Bethune (d. 1649), similar to the 
binding illustrated in Bibliotheque Nationale 1981,283 no. 4 (plate xxv). 

DECORATION. Initials two lines tall, alternating blue with red filigree and red with black fili­
gree. Pol. lr has a gilt floriated initial six lines tall, with bar border. Jugement Behaingne 
begins with a gilt floriated initial five lines tall. The two-line initials were not entered for 

58 For some further interconnections between Granson and MSS Mn [43], Pa [50], and Be 
[55], see Bade! 1986,375-78. 

59 Schrade's term "repertory manuscripts" is often employed for this category of manuscript 
(see his discussion in 1956c, 19-23, 39, 52). 

60 A small sampling of studies that discuss the special problems related to musical 
transmission includes Besseler 1925, 1:169-76; 1949-51, 703-7; Schrade 1959, 43-48; 
Hamm 1962; Domling 1969; Keitel 1977a; Boorman 1980; Bent 1981; Leech-Wilkinson 
1982-83, esp. 18-21; Bent 1983; Earp 1983; Strohm I984a; Nadas 1985, chap. I; Huot 
1987; Switten 1988a; Wathey 1989; Bent 1990a; Kiigle 1993,355-57 et passim. 
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Jugemenl Behaingne; only the guide letters are visible. Three miniatures (also three in Pn 
2165). On the one miniature at the beginning of Machaut's Jugement Behaingne (fol. 64r), 
see the description in chap. 4.4c; on the artist, see the brief note at the end of chap. 4.2. 

DATE AND PROVENANCE. Mid fourteenth century. Fran<;ois Avril (personal communication) 
dates the miniatures in the early I 360s, before the reign of Charles V. On the some 2000 
manuscripts from the library of Count Philippe de Bethune that entered the Bibliotheque du 
Roy in 1662, see Delisle 1868-81, 1:266-69. Earlier shelfmarks: Bethune 35-36 (catalogue 
of 1662, Omont 1908-21, 4:242); Regius 7989-7990 (Nicolas Clement catalogue of I 682, 
Omont I 908-2 I, 4:65). 

CONTENTS. Pis the base manuscript for the edition of Wimsau and Kibler (1988). 
3. Jugement Behaingne (anonymous) fols. 64r-95v 
The last 18 11. are lost with fol. 96r, which would have begun a new gathering; perhaps a 
single folio was tipped-in and subsequently lost. 

LITERATURE. Bibliotheque lmperiale 1868, 366. 

[32) ARRAS, Bibliotheque Municipale, 897 (Ar; F:AS 897 [anc. 587); 
Chichmaref: U; Wimsatt/Kibler: Ar) 

DESCRIPTION. Parchment, 182 fols. Dimensions: 30 x 20 cm, 2 cols. at 38 11./col. Script is 
littera textualis (see the note by Karen Gould in Wimsatt/Kibler 1988, 20). 

DECORATION. Initials alternate red and blue. On the miniature to Machaut's Jugement 
Behaingne (fol. 152v); see chap. 4.4c; on the artist, see the note at the end of chap. 4.2. 

DATE AND PROVENANCE. The explicit of the Testament of Jean de Meun (fol. 134a) indicates 
that the manuscript was copied by Jehanz Desires, notary of the court of Arras, on IS 
February 1369 (1370 new style) (the text of the explicit is given in Liborio I 973, 106). In 
the fifteenth century the manuscript belonged to a certain Ballet (inscription on fol. 182d), 
and by 1628 to the monastery of St-Vaast (Liborio 1973, 107). Earlier shclfmarks: 
Monastery of St-Vaast, K. 10 (fol. Ir); 587. 

CONTENTS. Principally a manuscript of the Roman de la Rose with the Testament of Jean de 
Meun, but including several other dits and poems; see Langlois 1910 or Liborio I 973. 
5.Jugement Behaingne (anonymous) fols. 152v-166v 

LITERATURE. Caron 1860; Quicherat 1872; Chichmaref I 909, Ixxiv; Langlois 1910, I 10--16; 
Liborio 1973, 105-7; Wimsatt/Kibler 1988, 19-20. 

[33] CHANTILL Y, Bibliotheque du Musee Conde, 485 (570) 
(F:CH 485) 

DESCRIPTION. Parchment, i + 128 + ii fols. Dimensions: 32.7 x 27.3 cm, writing block ea. 
24 x 19 cm, 2 cols. at 39--40 11./col. Late fourteenth or early fifteenth century cursive 
book hand. Signatures visible, bottom middle recto. Bound in green morocco, with the arms 
of Bourbon-Conde. 

DECORATION. Rubrics not entered. Major divisions begin with blue or pink floriated letters 
three to six lines tall with white tracery and bar borders with ivy. Secondary initials one to 
two lines tall, alternating blue with red filigree and gold with black filigree. Capitals at 
beginnings of lines are highlighted in yellow wash. 

DATE AND PROVENANCE. Late fourteenth or early fifteenth century. The manuscript was at 
the Hotel de Conde for an inventory of 1654. 

CONTENTS. 
I. Livre de Boece de consolation (anonymous verse trans.) fols. lr-7lr 
2. Confort (anonymous, no rubric). fols. 7ld-96a 
blank fols. 96b--96v 
3. Le Codicille maistre Jehan de Meun fols. 97r-107r 

LITERATURE. Delisle 1900, 2:71-75; Hoepffner 1908-21, 3:xix; Catalogue general 1928, 
105. 

[34] BERN, Burgerbibliothek, A 95 (10) (L; CH:BEb A 95; Hoepffner: 
L; Chichmaref: Q) 

DESCRIPTION. Parchment fragment, 8 fols. Dimensions: 32.1 x 24.1 cm, 2 cols. at 44 
11./col. One quatemion. 
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DECORATION. Red initials with simple brown filigree for the Confort; the decoration for the 
Boethius is completely different, with alternating blue and red solid initials. 

DATE AND PROVENANCE. Late fourteenth century. Some inscriptions on fol. 5v. 
CONTENTS. On the juxtaposition of Boethius' Consolation with Machaut's Confort, see 

Cerquiglini 1985b, 75 n. 40. 
I. Livre de Boece de consolation 
2. Je ne scay raison ne pourquoy (anonymous) 
blank, with later inscriptions and pen tries 
3. Confort (frag., with attribution)61 

LITERATIJRE. Hagen 1875, 145-46; Hoepffner 1908-21, 3:xix. 

fols. lr-5r 
fol. 5r 
fol. 5v 
fols. 6r-8v 

[35] PARIS, Bibliotheque Nationale, fonds fran~ais 994 (F:Pn 994) 
DESCRIPTION. Parchment, ii +56+ ii fols. Dimensions: 29 x 21.5 cm, writing block 21.6 

x 15.5 cm, 2 cols. at 42 11./col. Fourteenth century book hand. Bound in brown leather 
with gilt tooling, eighteenth century, for the Bibliotheque du Roy. 

DECORATION. Floriated initial on fol. lr with bar border and ivy leaves (cf. Muzerelle 1985, 
fig. 223b). A divided letter heads Machaut's Confort, both segments in red. Secondary ini­
tials solid red, two lines tall. Capitals at line beginnings are highlighted with red strokes. 

DATE AND PROVENANCE. Late fourteenth century. See further notes on the provenance of the 
manuscript in Hasenohr-Esnos 1969, lxxx. Earlier shelfmarks: 266 (first flyleaf verso); 
Regius 73 J03 (fol. Ir); Supplement fran~ais 985 (second flyleaf recto). 

CONTENTS. 
3. Confort (anonymous, no rubric)62 fols. 33r-44r (pp. 65-87) 

LITERATURE. Bibliotheque Jmperiale 1868, 171-72; Delisle 1868-81, 1:479 item 1849; 
Hoepffner 1908-21, 3:xix; Hasenohr-Esnos 1969, lxxx-lxxxiii. 

[36] NEW YORK, H.P. Kraus, MS without shelfmark (Kr; 
Wimsatt/Kibler: Kr) 

DESCRIPTION. Parchment, 41 fols., foliated 1-49 (fols. 33-40 are missing). Dimensions: 
18.5 x 13.5 cm. One scribe. Late fourteenth- or early fifteenth-century bookhand. Collation 
1-58 61. 

DECORATION. "Initials in gold with penwork ornament on ff. I and 18, a few small initials 
in red elsewhere" (So the by and Co. 1966, 53). 

FACSIMILE. Eleven lines of Ou mois qui est peres de joie in Sot he by and Co. 1966, 53. 
INSCRIPTION. Last page:/' an de grace ... cccc ... (Sotheby and Co. 1966, 53). 
DATE AND PROVENANCE. Late fourteenth or early fifteenth century. Bought by Sir Thomas 

Phillipps (I 792-1872) from the booksellers Payne (Sotheby and Co. 1966, 53). Formerly 
Cheltenham, Phillipps Library MS 6740, sold at Sotheby's, 29 November 1966 (Sotheby 
and Co. 1966, 53-57). Recent history traced in Earp 1983, 41. 

CONTENTS. 
I. Ou mois qui est peres de joie [imitation of Jugement Behaingne] fols. lr-17r 
2. Jugement Behaingne (frag., anonymous) fols. 18r-4Ir 

LITERATURE. Ulngfors 1917, 30; Phillipps 1968; Kraus 1968, 97-98 no. 30; Wimsatt/ 
Kibler 1988, 20. 

[37] PARIS, Bibliotheque Nationale, fonds fran~ais 1595 (Ys; F:Pn 
1595; Hervieux: B; Wimsatt/Kibler: Ys) 

DESCRIPTION. Parchment, i + 38 + i fols. Dimensions: 23.7 x 14.4 cm, writing block 19.5 
x 9.9 cm, lead rule, I col. at 30 11./col. Quaternions, catchwords. Cursive bookhands, 
similar to those seen in MS B [4]. Machaut's Jugement Behaingne was copied by a hand 
different from the Ysopet, in order to fill out the last gathering, but was left incomplete. 
Bound in brown calf, restored in 1980. 

61 Rubric, fol. 6r: Cy comence Confort d' ami qui traita et fist maistre Guillaume de Machaut. 
Confort ends with I. 1712; 11.427-1624 are lacking. 

62 Extracts of the Confort in this manuscript include 11. 1-426, 1625, 1856, 2645-82, 2763-
3978; it also lacks the last 26 II., supposedly by King Charles of Navarre. 
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DECORATION. Initials four lines tall in gold, pink, and blue, with white tracery as back­
ground, historiated in black ink (lettres rechampies) illustrate each fable. No decoration or 
large capitals for Jugement Behaingne, just guide letters (room for a capital four lines tall at 
the beginning). One miniature (fol. lr), mediocre, late fourteenth or early fifteenth century. 

INSCRIPTIONS. Signed by Chatre de Cange on the inside front cover. 
DATE AND PROVENANCE. Last quarter of the fourteenth century (Wimsatt/Kibler 1988, 21). 

Many ofCange's manuscripts were purchased by Louis XV for the Bibliotheque du Roy in 
1733. Earlier shelfmarks: Cange I 06; Regius 761 ()3. 

CONTENTS. On the juxtaposition of a particular fable with Jugement Behaingne, see 
Cerquiglini 1985b, 120 n. 19. 
I. Ysopet (fables) fols. lr-36r 
2. Jugement Behaingne (frag., anonymous)63 fols. 36v-37v 

LITERATURE. Bibliotheque lmperiale 1868, 270; Hervieux !893, 528-30; Ungfors 1917, 30; 
Wimsatt/Kibler 1988, 21. 

[38] PARIS, Bibliotheque Nationale, fonds fran~;ais 1149 (Pc; F: P n 
1149; Wimsatt/Kibler: Pc) 

DESCRIPTION. Parchment, i + 182 fols., with three paper flyleaves in front and three in back. 
Dimensions: 27.7 x 20.8 cm, writing block ea. 21.5 x 16 cm, fols. lr-85v in long lines; 
fols. 86r-182r in 2 cols. at 34 11./col. Fifteenth-century French bastard bookhand. 
Quatemions, with catchwords visible. Bound in red morocco, with arms and monogram of 
Jean-Baptiste Colbert, similar to the binding illustrated in Bibliotheque Nationale 1981,483 
no. 7 (plate xxviii). 

DECORATION. Solid red capitals. Capitals at line beginnings are highlighted with red strokes. 
Spaces were left for larger initials or miniatures at the head of major divisions, but these 
were not executed. 

INSCRIPTIONS. Pen tries and crude designs in several places. Claude Fauchet (1530-1601) 
wrote a Latin description of the Vision de Jean Dupin on the verso of the front flyleaf. 

DATE AND PROVENANCE. Probably fifteenth century. The manuscripts of Jean-Baptiste 
Colbert and his heirs were purchased by King Louis XV in 173 2 for the Bibliotheque du 
Roy. Earlier shelfmarks: Colbert 613 (Montfaucon 1739, 2:927); Regius 73795. 

CONTENTS. 
I. Vision de Jean Dupin ( 1340) fols. I r-123v 
2. Anticlaudianus (Aiain de Lille in French trans.) fols. 124r-166r 
3. Jugement Behaigne (anonymous, no rubric)64 fols. 167r-182r 
blank except for pen tries fol. 182v 

LITERATURE. Bibliotheque lmperiale 1868, 193-94; Ungfors 1917, 30; Schrade 1956c, 38; 
Wimsatt/Kibler 1988, 20. 

[39] PA VIA, lost Visconti manuscript of Lyon 
PROVENANCE. Michael P. Long has drawn my attention to Pellegrin 1955,271 item A. 889 

(inventory of 1426): "Liber unus in gallico in versibus parvi et grossi voluminis qui 
incipit: Quant la ceson diver decline et finitur: mon bien ma pars ma souffisance et est cum 
assidibus et copertura corii nigri" [a French book in short and long verses that begins Quant 
la ceson diver decline and ends: mon bien ma pars ma souffisance and has clasps and bound 
in black leather]. This inventory largely describes the collection under Giangaleazzo 
Visconti (1351-!402), duke of Milan, before his death (Vaughan 1962, 192 n. 1). 
Giangaleazzo married Isabelle (d. 1372), daughter of King John I!, in 1360 at Milan. Most 
of the ninety books in French were probably inherited from Giangaleazzo's mother, Blanche 
of Savoy (Vaughan 1962, 193). The manuscript does not correspond to Bk [21]. 

CONTENTS. Lyon followed by an unknown work or works. The explicit has not been 
identified; it is apparently not a work of Machaut. 

63 The text breaks off at the top of fol. 37v, after two words of I. 66 (fol. 38r is blank ruled). 
64 Two-thirds of the right-hand column of fol. !79r is cut out. 
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B. Antlwlogies of both !Ulrrative and lyrical poetry 

[40] PARIS, Bibliotheque Nationale, nouvelles aquisitions fran­
~;aises 6221 (I; F:Pn 6221; Chichmaref: 1; Laidlaw: Ne) 

DESCRIPTION. Paper, 3S fols. Watermarks are described in Laidlaw 1974, 77. Dimensions: 
28.4 x 22.S cm, writing block ea. 24.7 x 16 cm (very variable), 2 cols. at ea. 60 Il./col. 
The cursive script is very irregular; the manuscript has the look of a personal book, added to 
over a period of years. Qucux de Saint-Hilaire (I 878-1903, 2:xxi) suggests that the book is 
made up of rough drafts or notes to be recopied more neatly at a later time. Bound in 
cardboard and white leather. 

DECORATION. A single solid red letter on fol. Ir, and the heading Vn lay highlighted with 
red. No other decoration. 

FACSIMILE. Wilkins 1989, 33S (fol. 19r 
DATE AND PROVENANCE. Fifteenth century. The five MSS Pn 6220--{)224 were originaiiy 

once a single manuscript of 2S2 fols., which had belonged to the library of St-Victor at 
least since the beginning of the sixteenth century (De lisle I 888, 2SS). The manuscript came 
to the Bibliotheque du Roy in the early nineteenth century, was stolen in the 1840s by 
Barrois, and divided into five manuscripts. These were later purchased by the Bibliotheque 
Nationale from the Ashburnham Library (fonds Barrois 373, S23, 498, 494, 492). Delisle 
(1888) recounts the entire sordid story. Earlier shelfmarks: Saint-Victor TT 23 and 27S (see 
Ouy et al., 1983); Barrois S23 (see Delisle 1888, 2S4--{)I). 

CONTENTS. Over !SS lyric texts, all anonymous Problems of attribution are discussed by 
Ludwig I926--S4, 2:1Sb*, with further bibliography. At least fourteen works are by 
Machaut. The manuscript also contains the first of the two baiiadcs by Deschamps on 
Machaut's death (chap. 2.I.If), and Deschamps's ballade to Peronne (chap. 2.I.Ij), and one 
of the ballades that Chichmaref (I 909) placed in his appendix (see chap. 6. I band 6.3): 

I. Un mortellay (LI2), six strophes65 fol. Ir 
la. J' aim /a flour (L2), complete fol. Ir 

74. [Deschamps], Armes amours fol. I6v 
81. [Deschamps], Apres Machaut qui tant vous a ami fol. 17r 
93. Ne quier veoir (B34 text 2=VDS7) fol. 18v 
94.Piourez dames(Lo229=VDS=B32) fols. I8v-19r 
96. Mes esperiz se combat (Lo2S8=B39) fol. I 9r 
96a. 7 ll. of Quant vraiz amans (B29 text 2) crossed out fol. I 9r 
97. De triste cuer (B29 text I) fol. 19r 

I 00. De petit peu (B I 8) fol. I 9v 
103. Jugies amans (=MS J no. I 17, opus dubium) fol. 20r 
104. Honte paour (Lo201, B2S) fol. 20r 
!OS. Quant Theseus (B34 text l=VDS6) fol. 20r 
I 06. Dame de qui (RFS) fol. 20r 
108. Dou/ce dame (Lo6S) fol. 20v 

In addition, two rondeaux of Machaut are cited by Deschamps in his Art de Dictier, which 
appears in MS I on fols. 28d-32d: 
Vo doulz regard (R8) fol. 32r 
Certes mon oeil (R IS) fol. 32r 

LITERATURE. Delisle 1866, 236--42; 1888, 2S4-61; Omont 1900b, 420; Queux de Saint­
Hilaire/Raynaud 1878-1903, 2:xvii-xliv; I O:i-v, with edition, pp. v-xciv; 11: 106-7; 
Ludwig 1926--S4, 2: IS*; Schrade 19S6c, 37; Laidlaw 1974, 77; Wilkins 1989, 334-3S. 

[41] LONDON, Westminster Abbey Library, 21 (Wm; GB:Lwa 21; 
Ludwig: Westm) 

DESCRIPTION. Paper, 80 surviving fols. (many folios fragmentary). Dimensions: 28 x 20 
cm, writing block in ballade section 16 x 12 cm, I col. at 31 Il./col. (elsewhere, occa-

65 Laidlaw (I 974, 77 n. I) notes that previous inventories have wrongly attributed no. I to 
Ala in Chartier. Actually, what is labelcd as no. I in the inventories is made up of two 
works of Guillaume de Machaut, namely, the first half of L 12 and the entire L2, written 
together without a break. 
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sionally 2 cols.). Cursive bastard script. Collation in Robinson/James 1909,77. Individual 
folios have since been glued to stubs, restored, and rebound. 

DATE AND PROVENANCE. Early fifteenth century? Most of the repertory dates from the 
fourteenth century, including works by Machaut, Christine de Pizan, and Oton de Granson, 
but none by Alain Chartier. Nothing is known of the manuscript's provenance, but the 
name Robert Acland appears on a flyleaf. Pen tries in English, Greek, and Latin. 

CONTENTS. 68 ballades survive among the miscellaneous works (all anonymous), including 
fifteen by Machaut: 

8. Gais et jolis (Lo39=B35) fol. 16r 
17. Se quantqu'amours (B21) fol. 20r 
20. J' aims mieu/x (B7) fol. 21 v 
22. Honte paour (Lo20l=B25) fol. 22v 
23. Une vipere (Lo204=B27) fol. 23r 
26. De dueil espris [sic] (Lo2) fol. 24r 
27. Gent (Lo5=VD42) fol. 24r 
28. Se je ne say (Lo6) fol. 24v 
29. Se vo regard (Lo9) fol. 25r 
30. Dame, comment que vous (Lol3) fol. 25v 
31. On dit souvent (Lol4) fol. 26r 
32. Langue poignant (Lol90) fol. 26r 
33. Bonte qui toutes [=Biaute qui toutes] (B4) fol. 26r 
45. He! genii/ corps [=He! gentils cuers] (Lo37) fol. 30r 
46. He/as! pourquoy (Lo53) fol. 30r 

Further, there is a concordance between MSS K [15], J [16], and Wm of the anonymous 
Chaste/ d'Amours, ed. Klein 19II, 158--{)J after Wm. 

LITERATURE. Meyer 1875; Robinson/James 1909, 77; Ludwig 1926--54, 2:15b*-16a*; 
Schrade 1956c, 37. 

[42] CLERMONT-FERRAND, Bibliotheque Municipale, 249 (F:CF 
249; Cons tans: C; Laidlaw: Nh) 

DESCRIPTION. Paper, 89 fols. (fragment). Incomplete information on watermarks is given in 
Couderc 1889, 99; Laidlaw (1974, 80-81) gives more complete information. Dimensions: 
29 x 21 cm, writing block and number of cols. varies. Script is illegible in some pans. 
Collation and missing folios described in Couderc 1889,98-99. Bound in parchment. 

DATE AND PROVENANCE. Early fifteenth century, written in an area where the /angue d'oc 
was spoken (Couderc 1889, 99; Constans 1904, 493). Acquired by the library at Clermont­
Ferrand between 184 7 and 1857 (Couderc 1889, 98). 

CONTENTS. 64 works, including works by Deschamps and Alain Chartier, among many 
anonymous works. 
64. Harpe (anonymous, fragment) fols. 85v-89r 

LITERATURE. Queux de Saint-Hilaire/Raynaud 1878-1903, 11:107-8; Couderc 1889, 98-
114; Couderc et al. 1890; Constans 1904, 491-94; Laidlaw 1974,80-81. 

[43] MADRID, Biblioteca Nacional, 10264 (Mn; E:Mn 10264) 
DESCRIPTION. Paper, 100 fols., modem foliation.66 Dimensions: 30 x 21 cm. Script littera 

cursiva textualis. 
FACSIMILES. Speroni (1977, 113 n. 5) makes reference to a facs. of fol. 92v, but it is not the 

same scribe as that of the Roman de Cardenois. 
DATE AND PROVENANCE. Fifteenth century. The main contents of the manuscript consists of 

the Roman de Cardenois, a prose romance with lyric insertions. Cocco (1975, 13-18) 
considers the manuscript readings to suggest an origin in East Picardy; Speroni (1977, 114-
15) suggests rather an origin in the south part of the region of /angue d' orl, around 
Burgundy. Speroni (1977, 119-20) further adduces an interesting, although possibly fortu­
itous, link between the Roman de Cardenois and the Catalan contents of the rest of the 
manuscript (see n. 68 below). Holzbacher (1983-84) found contemporary allusions to 

66 Speroni (1977, Ill n. 3) discusses a discrepancy between the foliation visible to Speroni 
(100 fols.) and the foliation recorded by Schiff (106 fols.). 
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Catalonia in the roman itself. Formerly in the library of the Marquis de Santillana (1398-
1458); see chap. 2.2. Bade! (1986, 377) suggests that the author could have been a French 
companion of Oton de Granson, prisoner in Spain 1372-74. 

CONTENTS. On the collection of Catalan texts that make up the rest of the manuscript, see 
Speroni 1977, III-13; Domfnguez Bordona 1931. 
I. Roman de Cardenois (modem title) fols. lr-74r 
A prose work with interpolated prose letters and lyrics. The unique source is incomplete at 
the beginning due to a loss of folios and incomplete at the end because the scribe broke off 
work. Holzbacher (1983-84, 178, 186--87) presents weak arguments for attributing the 
work to Machaut. Machaut'sJugement Behaingne is an important source (Cocco 1975, 35); 
indeed, the portrait of Lady Passebeaute is a prose recasting of ll. 302-407 of Jugement 
Behaingne (Cocco 1975, 29-34). Cocco (1975, 28-29 n. 3) and Speroni (1977, II8-19) 
enumerate further links to Machaut within the prose section of the Roman de Cardenois: 
a. en un point il ot mis tout son cuer et sa pancee (fol. Sr §I) reminiscent of Amis, mon 

cuer (Lo220 I. 1), which appears as lyric insertion no. 10. 
b. bien seroyt de boune heure nez qui de cel/e dame seroit amez (fol. 14v §8) reminiscent of 

Moult sui (V37) 11. 1-2; Lo56 11. 1-2; and letter 25 of the Voir Dit (ed. P. Paris 1875, 
189). 

c. On ne doit si hault monter qui puis ail honte dud' avaller (fol. 27v §23) directly quotes 
Remede ll. 3785-86/3787-88). 

d .... qu' e/le puet fere d' un sage foul (fol. 28r § 18) reminiscent of Vergier I. 305. 
e. Or so it ainsi corn Dieux ha ordonne . .. (fol. 42v §I) quotes in the context of a letter the 

last six verses of Mes dous amis (CpS=VDIS). See below, MS Be [55], item !Se. 
f. Qui bien aimme a tart oublie (fol. 64r §6 and fol. 73v § 12) a refrain employed by 

Machaut as I. I of L22/16, and many other places (see chap. 7.3). 
In addition, nine lyrics of Machaut are interpolated in the Roman de Cardenois: 

I. He gentilz cuers, me convient il mourir (Lo37) fols. Sv--{)r 
2. Et pour ce sans nul de scour (lai Qui n' aroit [RFI]; begins 

immediately after Lo37 with str. 12 of the Iai [lacking 
last 12 ll.], followed by str. I-ll) 

3. Je ne me puis saouller (V33=VDII) 
4. Dieux, Beaute, Douceur, Nature (VI9; introduced as Un 

Lay d' Esperance) 
6. M on cuer, m' amour, madame souveraine (Cp6; I. I only, 

introduced as a Balade) 
7. Riche ([amour et mendiant d' amie (BS) 
8. Doulce dame, vous ouciez a tort (Lo73; 11. 1-2 only, but 

blank space was left on fol. 30v) 
10. Amis, mon cuer ettoute ma penssee (Lo220). See 

below, MS Be [55], item IS. 
11. Quant vrais amansde sa dame se depart (Lo2161. I only, 

but blank space was left on fol. 64v) 
Two further lyrics have not been identified: 

5. De la plus au plus bel regart! que onques fu en ce monde 
nee ... 61 

9. Amis, se par ma foulie ... 6 8 

fols. 6r-8r 
fol. 14r 

fol. I8v 

fol. 27r 
fols. 29r-29v 

fol. 30r 

fols. 6Ir--{)Jv 

fol. 64r 

fol. 2Ir 
fol. 37v 

67 Cocco (ed. 1975,88 §19) and Speroni (1977, 119) give the complete citation. 
68 Cocco (ed. 1975, 126 §II-14) and Speroni (1977, II9) give the complete citation. This 

lyric has a concordance in the Catalan MS Be [55], which also contains two of the 
Machaut lyrics quoted in Cardenois, Lo220 and CpS (=VDIS). All this is of interest 
because following Cardenois, MS Mn continues with a collection of Catalan poetry, 
tending to strengthen the otherwise seemingly fortuitous link between Cardenois and the 
rest of the manuscript (Speroni 1977, II9-20). Holzbacher (1983-84) finds Cardenois 
historically and geographically related to Catalonia. 
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Finally, Speroni (1977, 119) has identified eight further passages that may be citations of 
lyrics, one with a concordance in MS Be [55) and elsewhere (see Bade! 1986, 375-77, who 
also comments on the appearance of the above items [e) and (10] in both manuscripts). 

LITERATURE. Schiff 1905, 380-82; Dominguez Bordona 1931; Cocco 1971; 1975; Speroni 
1977; Holzbacher 1983-84. 

[ 44] PARIS, Bibliotheque Nationale, fonds fran~;ais 20026 (Ra; 
F:Pn 20026; Laidlaw: Pj; Wimsatt/Kibler: Ra) 

DESCRIPTION. Parchment, iii + 176 + iii fols. Dimensions: 22 x IS cm, writing block 13.5 
x 7.3 cm. Cursive bookhand, scribal concordance with MS R. Detailed description in 
Laidlaw 1974, 111-12. Bound in blue velour (recent restoration). 

DECORATION. Gilt floriated initials and elaborate floral and ivy borders in margins of folios 
that begin major works. Most of the borders incorporate the motto of Marie de Cleves, 
"Rien ne m'est plus," or simply "R.N.M.P." No miniatures. 

FACSIMILES. Champion 1910. 
INSCRIPTIONS. The several signatures and mottos on the flyleaves are discussed by Champion 

(1910, 320-36); see also Poirion 1965, 186; Higgins 1991, 170. 
DATE AND PROVENANCE. After 1440 (Laidlaw 1974, Ill). Anns of Marie de Cleves, duchess 

of Orleans, third wife of Charles d'Orleans (married 1440). Ra must have been known to 
Charles d'Orleans (cf. Poirion 1965,278 n. 33); it later went to the library of the abbey of 
St-Germain-des-Prez, Paris. MS Ra is closely related to MS R, which belonged to Marie's 
sister, Marguerite de Rohan. Based on a collation of Machaut's Jugement Behaingne, 
Wimsatt and Kibler (I 988, 22) indicate that Ra is the source of R. Earlier shelf marks: St­
Germain 2045 (fol. Ir); 2217 (fol. I, bottom right recto); 344 (first flyleaf verso). 

CONTENTS. Jugement Behaingne (fols. 81 v-I!Sr, entitled Jugement d' Amours in the explicit) 
appears anonymously among works of Alain Chartier and others. The quality of the 
Machaut text is poor (Wimsatt/Kibler 1988, 21-25), as are the texts of the relatively 
contemporary works of A lain Chartier (Laidlaw 1974, 56, 109). 

LITERATURE. Delisle 1868-81, 3:345; Omont 1900a, 463-64; Laidlaw 1974, I I 1-12; 
Cerquiglini 1987c, 324; Wimsatt/Kibler 1988, 20. 

[ 45] PARIS, Bibliotheque Nationale, fonds fran~;ais 2230 (R; F: P n 
2230; Wimsatt/Kibler: R; Laidlaw: P/) 

DESCRIPTION. Parchment, i + 248 + i fols., with three paper flyleaves in front and three in 
back. Dimensions: 21 x IS cm, writing block 13.6 x 7.6 cm. Cursive bookhand, scribal 
concordance with MS Ra. Detailed description in Laidlaw 1974, 108-9. Bound in red 
morocco, similar to the bindings illustrated in Bibliotheque Nation ale 1981, 483 nos. 3a-b 
(plate xxiv). 

DECORATION. Gilt floriated initials and elaborate floral and ivy borders in margins of folios 
that begin major works. A few other less elaborate gilt floriated initials begin new works, 
while less important divisions are marked by solid initials one line tall, alternating red and 
blue. Capitals at beginnings of lines are highlighted with yellow wash. One miniature, fol. 
2Ilv. 

INSCRIPTIONS. The several signatures and mottos on the front flyleaf are discussed by Laidlaw 
(1974, 108, Ill n. 2); see also Poirion 1965, 186. 

DATE AND PROVENANCE. After 1445 (Laid law 1974, I 08). Anns of Marguerite de Rohan, 
wife of Jean d'Angouleme (married 1445); see Delisle 1868-81, 1:148. MS R is closely 
related to MS Ra, which belonged to Marguerite's sister Marie de Cleves, duchess of 
Orleans. Based on a collation of Machaut's Jugement Behaingne, Wimsatt and Kibler (1988, 
22) indicate that R is a copy of Ra. Earlier shelfmarks (all on fol. Ir): MMCCCX (Nicolas 
Rigault catalogue of 1622, Omont 1908-21, 2:377); 1205 (brothers Dupuy catalogue of 
1645, Omont 1908-21, 3:64 ); Regius 8009 (Nicolas Clement catalogue of 1682, Omont 
1908-21' 4:66). 

CONTENTS. Jugement Behaingne (fols. 27v-6Ir, entitled Jugement d' Amours in the explicit) 
appears anonymously among works of Alain Chartier and others. The quality of the 
Machaut text is poor (Wimsatt/Kibler 1988, 21-25), as are the texts of the relatively 
contemporary works of Alain Chart.ier (Laidlaw 1974, 56, 109). 
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LITERATURE. Bibliotheque lmperia/e 1868, 388; Laidlaw 1974, I 08-9; Cerquiglini 1987c, 
324; Wimsatt/Kibler 1988, 19. 

[46] STOCKHOLM, Kungliga Biblioteket, V.u.22 (St; S:Sk Vu 22; 
editors of Villon: F; Chichmaref: T; Ludwig: Stockh; Laidlaw: Om; Wimsatt/ 
Kibler: St) 

DESCRIPTION. Paper, iv + 272 fols., with two parchment flyleaves in back; fols. 63-{i6 
lacking; fols. 114, 123, 145, 152, 153, 157, 214 counted twice. Dimensions: 20.5 x IS 
cm, writing block ea. 16.5 x 9 cm, I col. at 33-44 Il./col. (description based on the dossier 
at the l.R.H.T.). Script littera cursiva currens (see note by Karen Gould in Wimsatt/Kibler 
1988, 21). Bound in parchment. 

FACSIMILES. Schwob 1905 (2 unnumbered fols. + fols. lr-75v, with the Petit and Grand 
Testament of Villon). 

DATE AND PROVENANCE. Shortly before 1480 (Piaget/Droz 1932, 239). Late fifteenth 
century, after 1477 (Laidlaw 1974, 96-97, 117). From the area of Compiegne; once in the 
possession of Claude Fauchet, president of the Cour des Monnaies, who wrote a short index 
on a flyleaf and annotated the manuscript in various places; then to the book collector Paul 
Petau (d. 1614); finally, Queen Christine of Sweden acquired St in 1650 from his son 
Alexandre Petau. Details of the inscriptions on the guard sheets and the early history of the 
manuscript are given in Schwob 1905,7-13. Earlier shelfmark: Fr. LIII. 

CONTENTS. 114 texts, with 4 by Machaut. 
[Qui es I Ha! Fortune (M8)]: 
84. Tresble Guillaume de Marchant. Qui es promesses 
84bis. Hay Fortune fol. I38v 
89. Rondel de Machau/t. Doulce dame, tan/ (Lo235=R20) fol. 141 v 
Ill. Guil/aume de Machau/t. Jugement Behaigne69 fols. I60r-I83r 

LITERATURE. Stephens 1847, 155-80 (prints considerable excerpts); Piaget/Droz 1932; 
Schrade 1956c, 38; Laidlaw 1974,96-97, 117; Wimsatt/Kibler 1988,20-21. 

[47] Les faits maistre Alain Chartier (Paris: Pierre Le Caron, 1489) 
(Laidlaw: X a) 

DESCRIPTION. Printed editions of works of Alain Chanier from 1489 to 1617 (the edition of 
Andre du Chesne, published in Paris by Thiboust) contained the text of Mac ha ut's lai Amis 
t' amour (L 10), erroneously attributed to Chartier as a "Complain/e." (On other attribution 
problems in the 1489 print, see Laidlaw 1968, 569-70.) The MS Pn 833 [48] is a copy of 
the second (undated) edition of the 1489 Le Caron print. 

CONTENTS. 
Amis t' amour (L 10) 

LITERATURE. Ludwig 1926-54,2: 17a*; Laidlaw 1968, 569-70; Walravens 1971, 223-30; 
Laidlaw 1974, 142-44. 

[48] PARIS, Bibliotheque Nationale, fonds fran.;ais 833 (F:Pn 833; 
Laidlaw: Pa) 

DESCRIPTION. Copied from the undated second edition of the 1489 Le Caron print of Alain 
Chanier's works (cf. [47] above); see the thorough description in Laidlaw 1974,99-101. 

CONTENTS. 
19.Amis t'amour (LIO) fols. 176v-178r 

LITERATURE: P. Paris 1836-48, 6:386-87; Bibliotheque lmperiale 1868, 92-93; Laidlaw 
1974, 99-101. Earlier shelfmarks: Colbert 2258 (listed in Montfaucon 1739, 2:955-56); 
Regius 72152·2. 

[ 49] Le Jardin de Plaisance et Fleur de Rethoricque (Paris: Ant. 
Verard, [1501]) (Jp) 

FACSIMILES. Jardin 1910-25, vol. I (complete); Wilkins 1989, 337 (fol. 6Sv). 
PROVENANCE. Compiled by "L'infortune," perhaps Regnaud Le Queux (Jardin 1910-25, 

2:36-40). 

69 Lacks 11. 1-152. 
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CONTENTS. 672 texts. Seven chansons of Machaut are included, interestingly all works that 
he had set to music. Later editions, ea. 1504 to 1527, have contents that are more or less 
reduced (Jardin 1910-25, 2:12-26; Ludwig 1926--54, 2:16b*-17a*). 
42. Mon esperit [i.e., Mes esperis] (Lo258=B39) 
45. De Fortune (Lo195=B23) 
46. le doy tresbien [i.e., le puis trop] (Lo203=B28) 
48. De petit peu (B 18) 
72. Dame de qui (RFS) 
77. Certes m on oeil (RIS) 
80. Se vous n 'estes (R7) 

fol. 65r 
fol. 65v 
fol. 65v 
fol. 66r 
fols. 68r-{)8v 
fol. 69r 
fol. 69v 

In addition, there are two concordances with opera dubia in MS J (see chap. 6.1 b and 6.3): 
40. Jugez a mans (=MS J no. 117; LoA20) fol. 65r 

469. S'i/ n'est d'argent (=MS J no. 97; LoAS) fol. lllr 

LITERATURE.Jardin 1910-25, vol. 2; Ludwig 1926--54, 2:16*-17a*; Cerquiglini 1987c, 
325-26; Wilkins 1989, 336--37. 

C. Anthologies of lyrical poetry 
[50] PHILADELPHIA, University of Pennsylvania Libraries, Fr. 

15 (Pa; US:PHu 15; Wimsatt: Penn) 
DESCRIPTION. Parchment, i + 101 + i fols.; modern foliation 1-68, 68-100. Dimensions: 

30.1 x 24 cm, writing block ea. 19.5 x 16.5 cm (varies by as much as a centimeter in 
height and width), 2 cols. at 361l.!col. Fols. 93r-95r and 96v-100v originally blank ruled, 
but a later Italian hand has written on fols. 93a and IOOv. Fol. 96r contains a partial index 
of works in a fifteenth-century Italian hand (on the Italian scribe, see Mudge 1972, 2-3). 
Different pens and different shades of ink are evident, but probably written by a single scribe 
throughout (capital letter shapes may vary greatly even on the same page). Mudge (1972, I) 
believes that several similar hands were involved; see also Wimsatt 1982, 131 n. I (to chap. 
2). Collation 1-128 131+4. Faint red or brown signatures a, b, d, e, f, g, h in gatherings 1-
2 and 4--8. Bound in red morocco. Mudge (1972, I) believes binding is English. 

FACSIMILES. Wimsatt 1982,48 (fol. lr); viii (fol. 74v); 6 (fol. 75v). 

INSCRIPTIONS. Fol. lr: "Droit et fenne" (Isabeau of Bavaria?); see Mudge 1972, 10-16; 
Wimsatt 1982, 132 n. 2. 

DATE AND PROVENANCE. Around 1400, perhaps owned by Isabeau of Bavaria, queen of 
France (b. 1370, r. 1389-1435) (Wimsatt 1982, 50-5!, 66-67). Mudge (1972, 15-16) 
seems to connect MS Pa to a 1401 payment made by Isabeau of Bavaria to a goldsmith for 
gold clasps for "le livre des Balades, Messire Othes de Grantson" (Vallet de Viriville 1858). 
Wimsatt (1982, 66-{58; 1991b, 238-39) suggests that Oton de Granson was the anthologist 
of Pa (see further Bade! 1986, 378). MS Pa was formerly in the possession of Leo S. 
Olschki and purchased by the University of Pennsylvania Library in 1954 from Laurence 
Witten (Schrade 1956c, 36; Mudge 1972, In. 1). 

Wimsatt (1982, 49) notes that the order of the Machaut lyrics in Pa is not random, but 
that the scribe "went back and forth within the sections in which the Machaut manuscripts 
were always divided." He further suggests that of the extant complete-works manuscripts, 
only MS E exhibits an order of works that conforms to the order of Pa's exemplar. Earp 
(1989, 492 n. 56) takes Wimsatt's suggestion a step further and posits that "107 of the 109 
texts of Mac ha ut in PHu 15, a full third of the 310 items in the manuscript, derive directly 
from E." The scribe first mixed the genres of selected lyrics of the Loange by flipping back 
and forth between E's ballade/chant royal section and rondeau section. Then the scribe 
explored some lyrics in a later portion of E. Next, the section of musical ballades was 
mined. Finally, the scribe flipped all the way to the end of the Voir Dit in MS E. The 
copying from the Voir Dit proceeded in reverse order, starting at the very end of the 
manuscript (fols. 210v-211r) with the two lyrics that appear after the Voir Dit in E (Pa 
nos. 196--97), and then flipping back to works on fols. 207r, 200r, 196r, 187r, etc. In order 
to provide a suitable mix of lyrical genres, the scribe again alternated his copying, this time 
between lyrics of the Voir Dit and the virelais. Especially suggestive is the inclusion of two 
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items that appear after the Voir Dit only in MS E, Malgre Fortune (LI9/14) and the unique 
rondeau Doulz cuers.10 

CONTENTS. 310 complaintes, pastourelles, chants royau.x, ballades, virelais, and rondeaux, all 
anonymous (the best list of the complete contents is Wimsatt 1982). The 109 lyrics of 
Machaut in Pa are listed in table 3.1; in addition, opera dubia in MS J (see chap. 6.Ib and 
6.3) are listed with their incipits in brackets. Pais also a source for Oton de Granson's Lay 
de Desir en Complainte, which mentions Machaut by name (see chap. 2.Id). 

Table 3.1 
Concordance Table of Machaut Works in MS Pa 

No.71 form 72 Text73 Lo74 VD75 other MSS76 

36 B [Ce qu' ay pense, voulez que je vous die?] LoAI3 J 
37 B [En un vert jar din joly) LoAI4 J 
72 B Qui des couleurs sauroit a droitjugier 272 
81 R Doulce dame, quant vers vousfausseray (=119) 64 
82 B Dame plaisant, nette et pure 26 
83 R M on c uer, qui mis en vous son de sir a 67 
84 B 1/ n' est doulour, desconfort ne tristece 194 47 
85 R Cuer, corps, desir, povoir, vie et usage 80 
86 B Trop est crueulz le mal de jalousie 51 J 
87 R Blanche corn lis, plus que rose vermeille 82 
88 B Doulce dame, vo maniere jolie 65 I 
89 R Dame,je muir pour vous, compris 97 
90 B Nulz horns ne puet en amours prouffiter 108 
91 R Partuez moy a /' ouvrir de voz yeulx II8 
92 B Je ne sui pas de tel valour ll K, J77 
93 CR Onques mais nul n' ama si folement 19 
94 R Par souhaidier est mes corps avec vous 123 
95 R Trop est mauvais mes cuers qu' en .ii. ne part 126 
96 CR Amour me fait desirer loyaument 45 
97 R4 San cuer, dolans de vous departiray 148 31 
98 CR Cuers ou me rei faut et cruautez y dure 46 
99 R Quant madame ne m' a recongneii 151 

100 CR Je croy que nulzfors moy n'a tel nature 47 
101 R De plus en plus ma grief doulour empire 157 
102 CR Se trestuit cil qui sont et ont este 48 

70 Manuscript readings support the proposed relationship. For instance, Pa no. 90, Nulz 
horns ne puet en amours prouffiter follows the reading in E fol. 7c, Nulz horns ne puet en 
amours p(ro)ufiter, a corruption of Machaut's Nuls horns ne puet plus loyaument amer 
(Lol08). Pa no. 151, Une vipere ouy cuer madame maint follows the reading of E fol. 
148r, from the collection of ballades in the music section, not the reading of En cuer ma 
dame une vipere maint (Lo204), which had been edited out of E's Loange section. MS Pa 
no. 220, Tres belle et bonne mi oeil does not follow E 's correct text, Tres bonne et be le 
mi oueil, and yet the transposed word order may be a new error, since in Pa the three short 
cues to repeat the refrain after each strophe all read Tres bonne &c. Some other corruptions 
introduced in Pa include no. 85, Cuer corps desir povoir] Cuer corps povoir desirE; and 
no. 185, Combien] Comment E. 

71 Numbers follow the sequential numbers in Wimsatt 1982. 
72 Works set to music by Machaut are listed with Ludwig's numbers. 
73 Opera dubia are given in square brackets. 
74 Location in Chichmaref 1909 (abbreviations, all referring to the number in Chichmaref 

vol. 2): LoA = Appendix; Cp = Complainte; L = Lais; Rn = rondeau.x notes; Bn = ballades 
notees; Vn = chansons baladees notees). For nos. 149-50, RF =insertion in Remede. 

75 Lyrical insertions in the Voir Dit, see chap. 5.13 table 5.3. 
76 For concordances in the main Machaut manuscripts (C, W, Vg(B), M, A, F-G, and E), 

see chap. 6.3 under the appropriate "Lo" number. 
77 Also in La [54]. 
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No. fonn Text Lo VD other MSS 
!03 R Pour dieu,frans cuers, soiez mes advocas 183 
104 CR Se loyautez et vert us ne puissance 117 
!OS RIS Certes, mon oeil richement visa bel 234 I, Jp 
106 B Deux choses sont qui me font a mort ire Cp2 
107 R20 Doulce dame, tant com vivray 235 St 
108 B le prens congie aus dames, a amours 223 
109 R Se tenir veulz le droit chemin d'onneur 241 
110 Cp Amours. tu m' as tant este dure Cpl 
Ill R Se vo courrou.x me dure longuement 247 
112 Cp M on cuer, m' amour, mo dame souveraine Cp6 
113 R Je ne pourroye en servant desservir 251 
114 R3 Mercy vous pri, mo doulce dame chiere Rn3 
!IS Bl9 Amours me fait desirer 177 
116 RS Quant j' ay /' espart RnS 
117 RI! Comment puet on mieulx ses moulz dire Rnll 
118 B Trop me seroit grief chose a soustenir so 
119 R =81 64 
120 L3 Pour ce qu' en puist mieulx retraire L3 
137 L9 Amours, se plus demondoie L9 
142 B Amis, mon cuer et toute mo pensee 220 
!45 Rl8 Puis qu' en oubli sui de vous, doulz amis Rn!8 
146 B En/' onneur demo doulce amour 230 
147 B25 Honte,paour, doubtance de meffaire 201 I, Wm78 

!48 R2 He/as! pourquoy se demente et complaint Rn2 
149 CR foie, plaisance. et doulce nourreture RF3 
ISO V Dame. a vous sans retollir RF6 
!51 B27 Une vipere ou cuer mo dame moint 204 Wm 
!52 B!l N' en fait n' en dit n 'en pen see Bn!4 
!53 B28 le puis trop bien mo dame comparer 203 
!54 BS Riches d' amour et mendians d' amie BnS 
!55 B6 Douls amis, oy mon complaint Bn6 
!56 B8 Le desconfort, de mortire amoureu.x Bn8 
!57 B [Ceulz dient qui ont amel A2 J 
!58 BIS Se je me plain, je n' en puis mois Bnl8 
160 B38 Phiton, le merveilleu.x serpent Bn43 
161 Rl3 Dame, se vous n' avez aperceii Rnl3 14 
162 BB Esperance qui m' asseiire Bnl6 
163 R!9 Quant mo dame /es mauls d' amer m' aprent Rl9 
!64 B23 De For tune me doy plaindre et loer 195 (19) 
166 B21 Se quanqu' amours puet donner a ami Bn23 Wm 
!67 L!4 Ne st;ay comment commencier Ll4 
!68 B4 Beaute qui toutes autres pere Bn4 J 
!69 Bl7 Sans cuer m' en vois, doulent et esplourez Bn9 J 
170 Bl7 Amis, dolens, mos et desconfortez Bn!O J 
171 Bl7 Dame, par vous me sens reconfortez Bnll J 
172 B40 M a chiere dame, a vous mon cuer envoy Bn45 
173 B35 Gais et jo/is, lies, chantans et joyeu.x 39 wmso 
174 B29 De triste cuer faire joyeusemenl Bn32 I 
175 B29 Quant vrais amons aime amoureusement Bn33 
176 B29 Certes,je dy et s' en quier jugement Bn34 
177 R9 Tant doulcement me sens emprisonnez Rn9 (81) 

78 Also in Trem [58]; FP [61]; SL [65]. 
79 Also in Trem [58]; Ch [59]; PR [63]; Str [73]. 
80 Also in PR (63]; Mod [66]. 
81 Also in Pe [20]; Trem [58]. 
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No. fonn Text 
178 B34 Quant Theseiis, Hercu/es et Jason 
179 B34 Ne quier veoir la beaute d' Absalon 
181 R 7 Se vous n 'estes pour mon guerredon nee 
182 Ll7 S' onques doloureusement 
185 VS Comhien qu' a moy lointeine 
186 V7 Puis que mo doulour agree 
188 B [lugiez, amans, et ouez ma dolour] 
192 VIS Se mesdisans en accort 
193 Vl6 C'estforce,faire le vueil 
196 Ll9 Malgri Fortune et son tour 
197 R [Doulz cuers gentilz plain de toute franchise] 
198 V Cent milfois esbaye 
199 R Tant comje seray vivant 
200 B Se par Fortune, la /asse et la desvee 
20 I Vl7 Dame, vostre doulz viaire 
203 B Ne soyis en nul esmay 
204 V Onques si bonne journee 
206 Vi8 He/as! et comment aroye 
207 R Autre de vous jamais ne quier amer 
208 B Le plus grant bien qui me viengne d' amer 
209 R Tresdouls amis, quant je vous voy 
210 Vl9 Dieux,Beaute,Doulceur,Nature 
211 B Le bien de vous qui en beaute florist 
212 V20 Sed'amermerepentoye 
213 V27 En mon cuer a un descort 
215 V29 Mors sui, se je ne vous voy 
217 V31 Plusdurequeundyament 
219 V32 Dame, mon cueremportez 
220 V26 Tres belle et bonne mi oeil 
221 V Doulce, plaisant et debonnaire 

Lo 
Bn39 
Bn38 
Rn7 
Ll7 
VnS 
Vn7 

LoA20 
Vn!S 
Vnl6 

Ll9 

Vnl7 

Vnl8 

180 

Vnl9 
179 

Vn20 
Vn27 
Vn29 
Vn31 
Vn32 

205 

222 V24 Cilz a bienfole pensee Vn24 
223 B33 Nes qu' on pourroit /es estoilles nomhrer 232 
225 V34 L' oeil qui est le droit archier Vn35 
226 V35 Plus belle que le beau jour Vn36 
227 V33 le ne me puis saouler Vn34 
269 B Pluseur se sont repenti 109 
270 B Langue poignant, aspre, amere et agiie 190 
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VD 
56 
57 

61 
58 
59 

53 
44 

43 
30 
28 

29 

25 

16 
9 

10 
!I 

other MSS 

J. I, Jp 

E fol. 2llr 

Mn 

Wm 
271 B Amis, sjJJarfaitement 199 49 

LITERATURE. Bertoni 1932; Piaget 1941, 115-16; Schrade 1956c, 36-37; Faye/Bond 1962, 
480-81; Zacour/Hirsch 1965; Mudge 1972; Wimsatt 1982; Kibler/Wimsatt 1983,22-23 n. 
3; Wimsatt 1984; Earp 1989, 492 n. 56. 

[51] PARIS, Bibliotheque Nationale, fonds fran~ais 2201 (F:Pn 
2201) 

DESCRIPTION. Parchment, 131 fols. Dimensions: 20.4 x 13.5 cm, writing block 14.5 x 8.9 
cm, I col. at 26-27 11./col. Fifteenth-century script. Collation: 1-51 2 612·2 7-812 912·1 

106·1: 111 2 128• Bound in red morocco, with the initial "L" for "Louis," seventeenth or 
eighteenth century, similar to the binding illustrated in Bibliotheque Nationale 1981,483 
nos. 3a-b (plate xxiv). 

DECORATION. Machaut's lai begins with a gold initial with rose, blue, and white tracery 
(lettre rechampie, Muzerelle 1985, §561.15 [fig. 275c], with antenne, §532.03 [fig. 223b]), 
and a bar border. Other strophes alternate solid blue and solid red initials. Room was left for 
eight miniatures, although only the first was completed. 

82 Also in Ch [59]; PR [63]. 
83 Also in CaB [56]; FP [61]; Mod [66]; Gr 3360 [68]; Pg [72]. 
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DATE AND PROVENANCE. Early fifteenth century. Piaget (1941, 110-12) and Mudge (1972, 
13-15) rejected the possibility that this manuscript is the Oton de Granson manuscript of 
Isabeau of Bavaria, mentioned in accounts of 1399 and 1401.84 The manuscript entered the 
Bibliotheque du Roy in 1668 from the library of Cardinal Mazarin (1602-1661); see De lisle 
1868-81, 1:279-83. Earlier shelfmarks: Mazarin 770 (catalogue of 1668, Omont 1908-21, 
4:311 ); Regius 7999 (Nicolas Clement catalogue of 1682, Omont 1908-21, 4:65). 

CONTENTS. 
I. Livre des Cent Ballades (incomplete at end) fols. lr-70v 
2. Works of Oton de Granson (incomplete at beg.) fols. 7Ir-104v 
3. (no rubric) Amis t' arrwur me contraint (LI0)85 fols. 105r-109r 
4. L' lstoire de Grisilides, Marquise de Sa/uces fols. lllr-130v 

LITERATURE. Bibliotheque lmperiale 1868, 374-75; Piaget 1941, 109-12. 

[52] TURIN, Archivio di Stato, J.b.IX.lO (Ta; l:Ta J.b.IX./0) 
DESCRIPTION. Paper, ii + 91 fols. Dimensions: 29.5 x 10.5 cm. Three watermarks are dis-

tinguished in Vitale-Brovarone 1980, xiii. Five cursive hands (1980, xv-xvi). Several later 
hands entered various inscriptions and pen tries. Collation (Vitale-Brovarone 1980, xi-xii, 
xiv): 1-220 (fols. I-40) 318 (+ 1) (fols. 42--60; fol. 41 belongs at the beginning of gathering 
4, although it is unclear how this affects the conjugate of fol. 60; one bifolio lost between 
fols. 44-45 and 56-57) 416 (fols. 41, 61-75; one leaf lost between fols. 62--63, although it 
is unclear how this affects the conjugate; one bifolio lost between fols. 66-67 and 68--69, 
removed because a leaf was presumably spoiled by ink spots from fol. 67) 516 (+1) (fols. 76-
86, 86bis-91; fol. 86 is a fragment of a late fifteenth-century letter; fol. 86bis is the conju­
gate of fol. 81). Signs of use at the beginning and ending of fascicles 4 and 5, suggesting 
that they were each independent of fascicles 1-3 (1980, xii). Vitale-Brovarone (1980, xiv, 
xvi) believes that the fascicles were assembled before they were written on. Binding in 
cardboard and parchment, second half of the eighteenth century (I 980, xx). 

INSCRIPTIONS. Later hands have entered several inscriptions and pen tries. On fol. 64r, there 
are two mentions of Ame de Savoye and Ludovicus dux Sabaudie, Chablasii et Auguste, 
referring to Amadeus Vlll, first duke of Savoy (1416-1434) or else Amadeus IX (1465-
1472), and to Lodovico I (1440-1465), providing a date at or a little later than the middle of 
the fifteenth century (Vitale-Brovarone 1980, xvi). Vitale-Brovarone (1980, xvii) discusses 
some other inscriptions: Jehen Achier qui a ecrit ces balades /'an mil CCCC et ung (fol. 
59v); Guillaume Dyn; Ugo di Fausonay; Johannes de Domes; Petrus Espoulaz. On the first 
guard sheet is the name Jerome d'Arblay, with the date 1792. 

DATE AND PROVENANCE. On the basis of the watermarks and contents, Vitale-Brovarone 
( 1980, xiii) dates the manuscript between the last years of the fourteenth century and the 
first two decades of the fifteenth. The manuscript was added to gradually, and seems like a 
portable manuscript, the work of a circle of dilettantes who alternated their professional 
duties at the chancery with literary pursuits. Two lyrics are datable, one late 1395, the other 
May 1398 (1980, xvi). Considerations of dialect in some inscriptions of the days of the 
week suggest the region of Savoy, Geneva, and French Jura (1980, xviii). 

CONTENTS. The Cent Ballades and the Responses (twenty-one texts, twelve of which appear 
in no other source) form the main corpus of 229 texts. Vitale-Brovarone (1980) ascribes six 
works to Machaut, but only three are certainly works of Machaut. Ta also contains three 
other texts of interest to music historians: 

IS. Hasprois, M a doulce arrwur,je me doy bien (ballade, ed. 
Apell970-72, 1:41; Greene 1981-89, 18:46) fol. Sv 

19. Mercy ou rrwrt ay longtamps desire (ballade, ed. Ape! 
1970-72, 2:81-83; Greene 1981-89, 20:184-90) fol. 7r 

171. Par maintes fois ay ouy recorder (an obscene ballade 
unrelated after I. I to Jean Vaillant's famous virelai) fol. 69r--69v 

Works of Machaut, or works related to Machaut, include the following: 

84 Vallet de Viriville 1858,666, 684; De Winter 1978, 192 (s.v. "Pierre [le] Ponier, 1399"). 
85 Gathering 10 (fols. 106-1 10) serves to complete Amis t' arrwur; fols. 109v and I !Or are 

blank, followed by a stub. 
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IO.l/ ne m' est pas tant du mal quej' endure (Lo26S)86 

11. Machaut. Avec raison /'£scripture (opus dubium) 81 

14. He/as! pour quoy (LoS3) 
16. Machaut. De petit peu (Bl8) 
18. Honte, paour, doubtance de mesfaire (Lo201= B2S) 
20. Se pour ce muyr (Lo248= VD60=B36) 

166. En con estrange (opus dubium, LoA9) 
169. J' e mon bejaune (opus dubium, LoA 7) 
211. Doulce dame, tan I vous aim sans meffaire (LoS8) 
220. Balade de Naudin A/is. Honte, paour de double de 

meffaire (first line only related to Machaut Lo20l=B2S) 
LITERATURE. Vitale-Brovarone 1980. 
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fol. 4r 
fol. 4v 
fols. Sr-Sv 
fol. 6r 
fol. 6v 
fols. 7r-7v 
fol. 67v 
fol. 68v 
fol. 84r 

fol. 87v 

[53] PARIS, Bibliotheque Nationale, foods fran~;ais 24440 (F: P n 
24440; Laidlaw: Pk) 

DESCRIPTION. Parchment, 2 + 270 fols. Dimensions: 29.S x 20.S cm. See the detailed 
description in Laidlaw 1974, 112-14. 

DATE AND PROVENANCE. Fifteenth century. Acquired by the abbey of St-Victor in 1683 
(Delisle 1868-81, 2:233 and n. S; Omont 1902, 379-80). Earlier shelfmark: Saint-Victor 
394 (Laidlaw 1974, 112). 

CONTENTS. Machaut's lai anonymous among works of A lain Chartier and others. 
Lay de Complaint e. Amis t' amour (L I 0) fols. 226r-228v 

LITERATURE. Omont 1902, 379-80; Laidlaw 1974, 112-14. 

[54] LAUSANNE, Bibliotheque Cantonale et Universitaire, 350 
(La; CH:I.Acu 350; Wilkins: Neuch!Jtel; Laidlaw: Np) 

DESCRIPTION. Paper, 180 fols., modem foliation. Has original binding. 
INSCRIPTIONS. The red initials A.P. occur in several places, accompanied by two unidentified 

coats of arms and the unidentified motto "Tant me dure." The initials on the front flyleaf 
have a fifteenth-century inscription: Je Jehan Devillers. Sine macula. 

DATE AND PROVENANCE. Ca. 1430 (Piaget 1941, 112). Contains a Complainte that mourns 
the death of Bonne d'Artois, duchess of Burgundy (d. IS September 142S). Formerly in the 
possession of Arthur Piaget, who purchased it in 1939 from the sale of the library of Henri 
Baudot (Piaget 1941, 113). Laidlaw' s examination of Chartier works in this manuscript 
reveals poor texts (1974, 87). 

CONTENTS. 
4. Balades, rondeaux, lais, virelais et autrez dis compilez par 

noble homme messire Ode de Granson, chevalier fols. 84r-ISI v 
Of the 77 works in this collection (ed. Piaget 1941, 283-380), ten are by Machaut: 

S. Fueil/e, ne flour (Lol8) 
6. Genii/ cuer, me convient (Lo37) 
7. Gent corps,faitiz (LoS) 
8. Je ne suis pas de te/ valour (Lo !I) 
9. Je ne fine, nuit et jour (Lo40) 

11. Las! Amours (LoS2) 
12. Loing de vous souvanl (Lo30) 
3S. Riens ne me puet (Lo29) 
36. Se je ne st;ay que c' est (Lo6) 
37. Se fa ire st;ay chant;on (LoSS) 

LITERATURE. Piaget 1941, 112-14; Wilkins 1972, 30-31; Laidlaw 1974,86-87. 

[55] BARCELONA, Biblioteca de Catalunya, 8 (Be; E:Bbc 8; Tor­
rents: Hb; Jeanroy: v; Pillet/Carstens: Ve.Ag.) 

DESCRIPTION. Continuation of Be 7 (Ha). Paper, 376 fols. Dimensions: 27.S x 20.8 cm. 

86 Perhaps the ascription to Machaut on fol. 4v, which Vitale-Brovarone applies to no. I!, 
belongs instead to this work. 

8? Cerquiglini (198Sb, 164 n. 19) accepts the attribution to Machaut. (Cf. n. 86 above.) 
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DATE AND PROVENANCE. Catalonia, second half of fifteenth century (Piaget 1941, 117). 
CONTENTS. 

121 

15. Amis, mon cuer (Lo220) fol. 40Sr (p. 643) 
!Se. Or soyt eynsi (CpS; last six verses)88 fol. 40Sr (p. 643) 

LITERATURE. Torrents 1913-14, 72-76; Pages 1936, 173-244; Piaget 1941, 116-19; Bade! 
19S6. 

D. Musical anthologies: French sources 
Note: one could well argue that lv [57] and Ch [59] are not French sources; but 
they can be viewed as close to central French manuscripts and thus are included 
in this category. 

[56] CAMBRAI, Bibliotheque Municipale, 8.1328 (CaB; Ca(n); 
F:CA 1328) 

DESCRIPTION. Parchment fragments removed from bindings of incunabula, deriving from 
perhaps as many as six original manuscripts. The fourteenth-century polyphonic fragments 
derive mostly from two manuscripts, a motel manuscript and a chansonnier, which may 
have been bound with the motel book (Lerch 19S7, 1:22-23). The fragments are no longer 
in the order described by R/SM, or in the order of the restoration described by Hasselman 
(1970, 17). Lerch (19S7) provides the details of the latest restoration of 19S3, which 
includes new leaves described in Fallows 1976. 

FACSIMILES. Motel: Lerch 19S7, 1:202 (fol. 16v, MS). A complete facsimile of the motel 
manuscript is in Lerch !9S7, I :171-202; facsimiles of works not related to Machaut are 
listed in RISM. 

DATE AND PROVENANCE. ea. 1370. Northern France, probably Cambrai (Fallows 1976); for 
further details, see Lerch !9S7, 1:153-SS. Earliershelfmark: 1176. 

CONTENTS. Machaut works include R/SM nos. 49, 29, and 35; cited here after the order of 
Lerch (19S7, 1:159, 167). 

Motel and Mass manuscript: 
Qui es I Ha! Fortune (MS) fol. 16v (previously 12v or 2v)89 

Chansonnier: 
Se vous n' estes (R7) (tr, ea, ten, et) fol. 6v (previously 13v) 
De petit po (B IS) (tr, ea, ten, et) fol. Sv (previously !Sv or 15r)9° 

LITERATURE. Ludwig 1923, 283-S7; Besseler 1925, 197-99; Ludwig 1926-54, 2:20b*-
2la*, 22a*; Schrade 1956c, 42-43; R/SM 1969, 119-2S; Hasselman 1970, 15-35; Fallows 
1976; Ludwig 197S, 69S-99; Leech-Wilkinson 19S2-S3, 19; Lerch 19S7; Kiigle 1991, 
362, 364; 1993, 101-2. 

[57] IVREA, Biblioteca Capitolare, 115 (CXV) (lv; 1:/Vc 115) 
DESCRIPTION. Parchment, 64 fols. survive. Dimensions: 32 x 22.5 cm, writing block varies, 

ea. 26.5 x 18.2 cm. Modern foliation. Two main scribes, with later additions by others. 
Collation 1-21° 312 48 5-612. Unbound when discovered in 1921, it was restored and bound 
in the 1960s. Kiigle (1993, 4-79) provides the most detailed description. 

FACSIMILES. Professione 1967, plate 5 (fol. 2lr, Amours qui a I Faus Samblant [MI5) mot 
and ten); facsimiles of works not related to Machaut are listed in RISM. 

DATE AND PROVENANCE. References to Pope Clement VI may indicate an origin at Avignon 
after ea. 1365, with additions in the 1370s, brought to Ivrea in the late fourteenth century 

88 Torrents (1913-14, 74) gives only the incipit for Lo220, omitting the poems numbered 2 
and 3 by Pages (1936, 174-75). I have numbered this work no. !Se because it is the third 
work given in Pages 1936, 175. Mn [43] also contains items (e) and (10), along with an 
anonymous virelai with concordances in Pa [50) and elsewhere (see Bade! 19S6, 375-77). 

89 Removed from Cambrai, Bibliotheque Municipal, Inc. B 144. The music is legible, 
because this side was not glued to a board of the book's cover. 

90 Mirror image in Cambrai, Bibliotheque Municipale, Inc. B 447. Fallows (1976, 279), 
reports that there is also a fifth voice. The music is almost illegible, because this side was 
glued to a board. 
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(RISM 1969, 2S2); from the court of Gaston Febus (Giinther); Savoyard area, probably 
copied at Ivrea in-the 13SOs and !390s-though the repertory mostly falls before 1360-by 
Jacometus de ecclesia and Jehan Pellicier (Kiigle 1990; 1993, 130-34). 

CONTENTS. S7 works, including 37 motels, 26 Mass movements, 6 rondeaux and 5 virelais, 
4 chaces, etc. Contains 3 motels and I rondeau of Machaut. Tomasello (i9SS, S3) proposes 
that the three Machaut motels circulated together, despite their separation in the manuscript 
(but see Kiigle 1993, 40 n. 31 ). Cited here after the order of Kiigle (I 993, 35S-S2). 
6. Dix et sept (R 17) fol. 3v 

19. Martirum I Diligenter (MI9) fols. !Ov-llr 
35. Amors qui a I Faus Samblant (M IS) fols. 20v-2Ir 
41. Qui es I Hay! Fortune (MS) fols. 24v-25r 
44. [L]i enseignementl De taus (opus dubium, see chap. 7.4) fols. 26v-27r 

LITERATURE. Borghezio 1921; Ludwig 1923, 2SI-S2; Besseler 1925, ISS-94; Ludwig 1926--
54, 2:17b*-ISa*; Schrade 1956c, 42; Professione 1967, S6; RISM 1969, 2S2-304; 
Hasselman 1970, 35, 3S-50; Giinther 1975, 291-93; 19SOb, 663; Tomasello 19SS; Leech­
Wilkinson I9S9, 1:142-45; Kiigle 1991, 362, 363; 1993. 

[58] PARIS, Bibliotheque Nationale, nouvelles aquisitions fran­
~aises 23190 (Trem; F:Pn 23190; R1SM: F-SERRANT) 

DESCRIPTION. Parchment, originally 4S fols.; I bifolio survives, fols. I (with the original 
index) and S (with music for four motels, two complete and two fragmentary). Dimensions: 
originally ea. 49 x 32.5 cm, now 42.5 x 31.7 cm, writing block ea. 40 x 24 cm. 

INSCRIPTIONS. The Bibliotheque Nationale provides an ultraviolet photograph of the inscrip­
tion at the top of the index: "Iste liber motetorum pcrtinet capelle illustrissimi principis 
<Philippi ducis Burgondie et comitis Flandrie>" (the segment in angle brackets was written 
by a different hand over an erasure; the erased inscription continues on a second line, which 
has been partially deciphered:) "quem scrips it Michael... de ... ia ejusdem principis 
capellanus millesimo trecentesimo septuagesimo sex to" [this book of motels belongs to the 
chapel of the illustrious prince Philip duke of Burgundy and count of Flanders, which 
Michael... de ... ia, chaplain of the same prince, wrote in the year 1376). 

FACSIMILES. Droz(fhibault 1926 (complete); C. Wright 1979, 13S (index, fol. Ir); De 
Winter I9SS, fig. 142 (index, fol. Ir); Bent I990b, 220 (index, fol. lr, detail), 22S (fol. Ir). 

DATE AND PROVENANCE. Original index dated 1376. Perhaps copied for the French Royal 
Court under Charles V (the "Michael. .. de ... ia" of the inscription has been identified with 
Michel de Fontaine, first chaplain of Charles V from 1370, but this is now in doubt; see 
Bent 1990b). The inscription may likelier be understood as indicating an origin at the court 
of Philip the Bold, duke of Burgundy, and De Winter (19SS, 63 and IS!) suggests that 
Trem belonged to Philip the Bold, not to Charles V, from the beginning. By 13S4, when 
Philip the Bold became count of Flanders on the death of Louis de Male, Trem had entered 
the Burgundian library. See also Strohm (19S4a, 124-25 n. 21) for Craig Wright's more 
recent view and Strohm 's further speculations. The manuscript is listed in inventories of the 
Burgundian library from 1404 (De Winter I9SS, 63, 124 no. S). When Burgundy came to 
France in 1477, Louis XI ceded all of the goods of the ducal palace at Dijon to Georges de 
La Tremoi1le, the new governor of the province. By the early sixteenth century, the codex 
had been disbound. Only the single bifolio is known to survive, used as a cover for accounts 
of 1512, and rediscovered ea. 1920 by Charles Samaran in the archives of the Tremoi1le 
family at the chateau Serrant in Anjou (dept. Maine-et-Loire). The duchess de la Tremoille 
gave the fragment to the Bibliotheque Nationale in the 1920s. Chronological stages of the 
copying of the manuscript, based on the various stages of work on the index, are discussed 
by Ludwig, Hasselman, and most thoroughly by Bent. Bent emphasizes the caution with 
which the 1376 date of the index must be treated, a date that has long been a central pillar in 
the chronology of fourteenth-century music, especially important in the work of Giinther. 

CONTENTS. 114 works, including 71 motels, 5 Mass movements, I hymn, 31 chansons. 
Seventeen or IS works are by Machaut: 
7. [Hareu!) I He/as! ou sera pris (MIO) 
S. [Maugre mon cuer] I De ma dolour (MI4) 
9. [Lasse! comment] I Se j' aim mon loyal (MI6) 

13. [Qui es] I Ha! Fortune (MS) (tr and ten extant) 

fol. iiii 
fol. iiii 
fol. v 
fol. viii 
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14. [Anwurs qui a] I Faux semblans (MI5) (mot and ten extant) fol. viii 
23. [Trop plus] I Biaute paree (M20) fol. xii 
27. De toutes flours (B31) fol. xiii 
33. En amer (RF4) fol. xvi 
40. Phiton le merveilleux (B38) fol. xix 
45. De petit peu (B 18) fol. xxi 
46. De For tune (B 23) fol. xxi 
51. [Martyrum] I Diligenter (MI9) fol. xxiiii 
62. Dame de qui (RF5) fol. xx vii 
63. [Li enseignement] I De tousles biens (motel, opus dubium) fol. xxviii 
67a. Phiton le merveilleux (B38)91 fol. xxix 
70. Honte paour (B25) fol. xxx 
75. [Felix] I lnviolant (M23) (disputed by Schrade [1956a,40--41]) fol. xxxii 
76. Tan/ doucement (R9) fol. xxxii 
80. [Fons] I 0 livoris (M9) fol. xxxiiii 
90. Madame m' a conge (not Machaut, but based on BI5) fol. xxxvii 
97. Biaute qui toutes (B4) fol. xli 

LITERATURE. Droz/Thibault 1926; Ludwig 1926--54, 2:18*-20*; Besseler 1927, 235-41; 
Schrade 1956c, 39-42; Giinther 1957, 165-68; 1963b, 113; RISM 1969, 205-6; 
Hasselman 1970, 51-69; C. Wright 1979, 147-58; Leech-Wilkinson 1982-83, 19-20; De 
Winter 1985, 124 no. 8, 180-82; Bent 1990b; Kiigle 1990, 534-35; 1991, 362; 1993, 
100-101. 

[59) CHANTILLY, Bibliotheque du Musee Con de, 564 (Ch; F :CH 
564; CCMS: ChantMC 564) 

DESCRIPTION. Parchment, 4 (numbered 9-12 in nineteenth-century pencil foliation) + 64 (old 
foliation, numbered 13-72) fols., with a paper quaternion numbered 1-8 added at the front. 
Fifteenth-century index, fols. 9v-10r. Dimensions: 38.5 x 28 cm, writing block 29 x 22.2 
cm. Two scribes, one for the main corpus and one for the fifteenth-century additions. For a 
detailed description, see CCMS. 

FACSIMILES. MGG 4 (1955), plate 28 and Gennrich 1948, plate 10 (fol. 20v, Magister 
Franciscus, Phiton, Phiton); Gennrich 1948, plate 16 (fol. 52r, DeschampsiAndrieu Armes, 
amours I 0 flour des flours); facsimiles of works not related to Machaut are listed in 
CCMS. 

DATE AND PROVENANCE. Main corpus completed ea. 1395, in southern France; or, an early 
fifteenth century northern Italian copy of a French original (Giinther 1980b; 1984b); or, 
copied in Catalonia for the court of John I of Aragon (Scully 1990). After 1428 (Kiigle 
1991, 368). See the summary of the various arguments in Brown 1987, 7 5-76. Earlier 
shelfmark: 1047. 

CONTENTS. 112 works, including 70 ballades, 17 rondeaux, 12 virelais, and 13 motets; 34 
composers named. Three works are by Machaut; three others directly relate to him. 
6. Anonymous, M a dama m' a congie donne(cf. Se je [Bl5]) fol. 14v 

14. G de Machaut. De petit peu (B 18) fol. 18v 
18. Magister Franciscus. Phiton, Phi ton, beste (cf. Phyton [B38]) fol. 20v 
78. Guillaume de Machaut. De Fortune me doi (B23) fol. 49r 
84. F. Andrieu. Armes, amours I 0 flour des flours (double 

ballade deploration on the death of Machaut, with texts by 
Eustache Deschamps; see chap. 2.l.lf-g, and chap. 7.4) fol. 52r 

88. Machaut. Quant Theseils I Ne quier veoir (B34) fol. 54r 
LITERATURE. Delisle 1900,2:277-303 no. 564; Ludwig 1926--54, 2:22b*-24a*; Catalogue 

generale 1928, 122; Reaney 1954b; Schrade 1956c, 43-44; Giinther 1960a; RISM 1969, 
128-60 (extensive bibliography); CCMS I (1979): 147-48; Giinther I980b, 663 (extensive 
bibliography); CCMS 4 (1988): 329 (extensive bibliography); Giinther I984b; Greene 
1981-89, I8:x-xi; Wilkins 1989, 302-3. 

9! Bent (1990b, 240 n. 22) notes that the duplication of Phyton may be an error; note that 
no. 40 is fol. "xix," while no. 67a is fol. "xxix." 



124 THE MANUSCRIPTS 

[60] Quesnoy, lost Burgundian manuscript of the Mass 
DATE AND PROVENANCE. A document recording books borrowed on 16 February 1431 from 

the chateau of Quesnoy (dept. Nord) by Marguerite of Burgundy, duchess of Bavaria, 
countess of Hainaut, Holland and Zecland92 mentions a manuscript containing the Mac ha ut 
Mass: "et ung grant livre de chant, couvert de cuir vert a ii clowans de laiton, commenchant 
par une table: la Messe de Machault, la Messe Vaillant, la Messe Rouillart, et fine: le 
Firmament qui long tamps a este, tout notte" [and a large music book, covered in green 
leather with two brass clasps, beginning with a table of contents: "the Mass of Machaut, 
the Mass of Vaillant, the Mass of Rouillart," and ends: "the firmament which has long en­
dured," all notated]. The document is published in Devillers 1896; see Earp 1983, 16 n. (f). 
I am grateful to Lawrence Gushee for bringing this document to my attention. 

E. Musical anthologies: Italian sources 
[ 61] FLORENCE, Biblioteca Nazionale Centrale, Panciatichiano 

26 (FP; l:Fn 26; Ludwig: Fl; Besseler: FP; CCMS: FlorBN Pane. 26) 
DESCRIPTION. Paper, ii + liS+ ii fols. Original index, fols. 2r-4v (inc.). Dimensions: 29.5 

x 22 cm. See Nactas 1985 for the most detailed description. 
FACSIMILES. Pirrotta 1955, 405--{) (fol. 60r, Se vous n' estes [R7]); Gallo 1981 (complete). 
DATE AND PROVENANCE. Main corpus ea. 1380-90, with later additions up to ea. 1450; 

Florence (RISM). Main corpus 1397-1406 (Nactas 1989,60 n. 28). 
CONTENTS. 185 works. Among the Italian Trecento works are IS ballades, 9 rondeaux, and 2 

virelais. Five works are by Mac ha ut: 
110. Se vos n' estes (R7) (ea, ten, et) fol. 60r 
139. Honte paour (B25) (ea, ten, et) fols. 76r-75v 
171. En amer (RF4) (ea, ten, et) fol. 97r 
175. De toutes flours (B3 I) (ea, ten, et) fol. 99v 
176. De petit (B 18) (ea, ten, et) fol. IOOr 

LITERATURE. Ludwig 1926-54, 2:28b*-30a*; Pirrotta 1955; Schrade 1956c, 50-SI; RISM 
1972, B IV3:835-96; Giinther I980b, 667; CCMS I (1979): 231-32; 4 (1988): 375; Nadas 
1981; 1985,56-117. 

[62] OXFORD, Bodleian Library, Canonici Pat. lat. 229 (PadA; 
GB:Ob 229; CCMS: Ox:fBC 229). PADUA, Biblioteca Universitaria, 
1475 (PadA; l:Pu 1475; CCMS: PadU 1475) 

DESCRIPTION. The fragments GB:Ob 229 (2 bifolios), I:Pu 1475 (3 bifolios), and another 
fragment, I:Pu 684 (3 leaves), belonged to the same original manuscript. Only Ob 229 and 
Pu 1475 contain works of Machaut. For a detailed description, see CCMS; Fisc her 1990. 

DATE AND PROVENANCE. Late fourteenth or early fifteenth century, St. Giustina Benedictine 
Abbey, Padua (RISM; CCMS). The original music anthology was disbound for use as 
binding material. See also Hallmark 1983, 196-97. 

CONTENTS. 
Ob 229 no. 10 Mafin. mo comenr;ament (RI4) fol. 38r [new 56r] 
Pu 1475 no. 6 /te mis[sa est]93 fol. [44r] [new 4r] 

LITERATURE. Ludwig 1926-54, 2:25b*-27a*. GB:Ob 229: RISM 1972, B IV4:668-71; 
Fischer 1980, 667; CCMS 2 (1987): 277; 4 (1988): 454./:Pu 1475: RISM 1972, B IV4: 
998-1002; CCMS 3 (1987): 10-ll; 4 (1988): 461. 

[63] PARIS, Bibliotheque Nationale, nouvelles aquisitions fran­
c;aises 6771 (PR; F:Pn 6771; CCMS: ParisBNN 6771; Ludwig: R; Codex: 
Reina) 

DESCRIPTION. Paper, 122 + iv fols. (very complex structure; see catalogue descriptions). 
Dimensions: 27 x 21 cm, writing block varies. Composed of three sections, a fourteenth-

92 Marguerite of Burgundy (I 374-1441), daughter of Duke Philip the Bold and Marguerite of 
Flanders, married William IV, count of Hainaut, also known as William VI, count of 
Holland and Zeeland (r. 1404-1417), in 1385. 

93 Right margin trimmed; incomplete. 
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century Italian part (I); a fourteenth-century French part (II); and a much later fifteenth­
century French part (Ill). A highly nuanced breakdown of the sections is pan of the exhaus­
tive description in Nadas 1985. 

FACSIMILES. See CCMS (none of the published facsimiles include works of Machaut). 
DATE AND PROVENANCE. ea. 1400-10 for the main corpus (parts I and II), ea. 1430-40 (part 

Ill). From Padua-Venice area (Fischer 1980, 667; Nactas 1985, 187-88). 

CONTENTS. Parts I-ll contain 183 secular works of the fourteenth century, 80 of which are 
French: 43 ballades, 29 virelais, 8 rondeaux; Part Ill contains 34 French and one Italian 
secular work of the fifteenth century, mostly rondeaux. Seven works are by Machaut (all but 
one in part !I), three others are related to him. 

91. [A. da Caserta], Biaute porfaite (setting ofLol40) (ea, ten, et) fol. 46v 
109. Quant Theseiis I Ne quier (B34) (ca1, ca2, ten, et) fols. 54v-55r 
112. [Magr Franciscus], Phitonphiton (cf. Phyton [B38]) (ea, ten, et) fol. 56r 
113. Dame quifust (cf. De Fortune [B23]) (ea, ten, et) fol. 56v 
124. S' espoir n' estoit (cf. Se vous n' estes [R7]) fol. 60v 
130. En amer (RF4) (tr, ea, ten, et) fol. 63r 
134. De Fortune me doy (B23) (tr, ea, ten, et) fol. 64v 
135. Gais et iolis (B35) (ea, ten, et) fol. 65r 
143. Dame de qui (RFS) (tr, ea, ten, et) fol. 68v 
145. I/ m' est avis (B22) (tr, ea, ten, et) fol. 69v 
ISO. De toutesjlours (B31) (tr, ea, ten, et) fol. 72r 

LITERATURE. Ludwig 1926-54, 2:24b*-25*; Schrade 1956c, 48; Fischer 1957; Giinther 
1960a; RISM 1972, B IV3:485-549; Fischer 1980, 667; CCMS 3 (1984): 33-34; 4 
(1988): 464; Nactas 1985, 118-215; Wilkins 1989, 300-301; Strohm 1993,75. 

[64] PARIS, Bibliotheque Nationale, fonds italien 568 (Pit; F: P n 
568; Ludwig and Besseler: P; CCMS: ParisBNI 568) 

DESCRIPTION. Parchment, i + ISO fols. Dimensions: 25.7 x 17.5 cm. For a detailed 
description, see Nadas 1985; 1989. 

FACSIMILES. See CCMS (none of the published facsimiles include works of Machaut). 
DATE AND PROVENANCE. 1405/6-8 (Giinther, cited in Nadas 1989, 50). Florence, or Lucca 

and Pisa. Strohm (1984a, 118; 1993, 75) argues for Lucca, ea. 1407. Earlier shelfmark: 
Supplement fran<;ais 535. 

CONTENTS. 199 works, including 10 ballades, 13 rondeaux, and 8 virelais among Italian 
Trecento secular works and Mass movements. Three works are by Machaut: 
175. De toutes flours (B31) (textless ea, ten, et) fol. 120v 
177. Anonymous, Je Fortune94 (textless ea, ten) fol. 121 v 
180. En amer la douce vie (RF4) (textless ea, ten, et) fol. 122r 
183. De petit peu (Bl8) (textless ea, ten, et) fol. 124v 

LITERATURE. Ludwig 1926-54, 2:27*-28*; Reaney I960c; RISM I972, B IV4:436-85; 
CCMS 3 (1984): 25-26; 4 (1988): 463; Fischer 1980, 667; Nadas 1985, 216-90; 1989; 
Wilkins I989, 309-11. 

[65] FLORENCE, Biblioteca Medicea-Laurenziana, Archivio capi­
tolare di San Lorenzo, 2211 (SL; l:Fl 2211) 

DESCRIPTION. Parchment palimpsest, Ill leaves; at least 79 leaves lost (Nadas 1985, 459-
60). Gathering structure and contents in Nadas 1985, 463-77. On a scribal concordance 
between SL and GB:Lbl 29987, see Nadas 1985, 425n. 

FACSIMILE. Complete facs. ed. by Nadas is forthcoming. 
DATE AND PROVENANCE. Florence, ea. 1420 (Nactas 1985,478, 482). 
CONTENTS (new foliation). At least five works are by Machaut; more may well be identified: 

Quant Theseiis I Ne quier (B34) (cal only) fol. Sir 
De Fortune (B23) (ea, ten, et) fol. 74r 

94 Text concordances in Machaut MSS K, J, and elsewhere (see Ludwig 1926-54, 2:14a* n. 
3); it is also the text of a very popular musical setting, most recently discussed in Strohm 
1984a, 115 no. 5. 
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De petit peu (B 18) (ea, ten, et) 
Se vous n' estes (R7) (ea, ten, et) 
Honte, paour (B25) (ea, ten, et) 

LITERATURE. D' Acconc 1984; Nadas 1985, 459-86; 1992. 
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fol. 90r 
fol. 77r 
fol. 77v 

[66] MODENA, Biblioteca Estense, a.M.5.24 (Mod; ModA; l:MOe 
5.24; CCMS: ModE M.5.24) 

DESCRIPTION. Parchment, 52 fols. Dimensions: 28 x 19.8 cm. For a detailed description, sec 
Giinthcr 1970. 

FACSIMILES. Ape! 1953,411 facs. 82 (fol. 34r, Se vous n'estes [R7]); other facsimiles listed 
in CCMS. 

DATE AND PROVENANCE. Bologna and Milan, ea. 1410-18 (New Grove); sec also comments 
in Nadas 1985, 514; Strohm 1993, 60--61. Earlier shclfmarks: IV D 5; !at. 568. 

CONTENTS. 103 works, including 12 Mass movements, 3 motelS, 36 ballades, 17 rondcaux, 
19 virclais, etc. Four works arc by Machaut; there is also a new contratcnor by Mauco da 
Pcrugia for Machaut's popular rondcau Se vous n' estes (R7), and a setting by Anthoncllo da 
Cascrta of Biaute parfaite (Lo 140). 
7a. Se vous n'estes (R7, new et only) fol. Sv 

18. Beaute parfaite (setting ofLol40 by A. da Cascrta) fol. 13 
43. De toutesflours (B31) fol. 25r 
46. De petit (B 18) fol. 26r 
SS. Gais et jolis (B35) fol. 29v 
66. Se vous n' estes (R7) fol. 34r 

LITERATURE. Wolf 1904, 1:335-39; Ludwig 1926-54, 2:30*-31*; Schradc 1956c, 49-50; 
RISM 1972, B IV4:950-81; Giinthcr 1970; 1980b, 663; CCMS 2 (1982): 168-69; 4 
(1988): 441; Wilkins 1989,304-5. 

[67] FAENZA, Biblioteca Comunale, 117 (Fa; l:FZc 117; CCMS: 
FaenBC 117) 

DESCRIPTION. Parchment, i + 95 + i fols. Dimensions: 24.8 x 17.5 cm. 
FACSIMILES. Carapetyan 1961 (musical portion of the manuscript, complete). Kuglcr (1972) 

provides an edition in diplomatic facsimile of most of the repertory, with vertically-aligned 
diplomatic facsimiles of the model compositions. 

DATE AND PROVENANCE. Intabulations made ea. 1410-20 at the Carmclitc convent in 
Fcrrara, with additions from the later fifteenth century. 

CONTENTS. 48 instrumental intabulations of Mass music and secular works, including 
arrangements of two Machaut works: 
IS. Hontpaur (B25) fols. 37r-37v 
16. De toutflors (B31) fols. 37v-38v 

LITERATURE. Ludwig 1926-54, vol. 4 (Nachtrag); Kuglcr 1972; RISM 1972, B IV4:898-
920, CCMS I (1979): 215-16; Caldwcll 1980, 718; CCMS 4 (1988): 369. Additional 
bibliography in Nadas 1985, 199-200 n. 218. On performance, sec Bukofzcr 1960; Rcancy 
1966, 708; Kuglcr 1975; McGcc 1986; 1987; Eberlin 1992, McGcc 1992. 

F. Musical antlwlogies: Imperial sources 
[68] GHENT, Rijksarchief, Varia D.3360 (Gr 3360; B:Gr 3360) 
DESCRIPTION. Parchment fragments, one bifolio and one single folio. Dimensions: orig. ea. 

31 x 23 cm, writing block ea. 22.5 x 18.9 cm. Detailed description in Strohm 1984a. 
DATE AND PROVENANCE. Flanders, ea. 1385. Used as binding material on different occasions 

in the late fifteenth and sixteenth century for rent registers at the Abbey Tcr Hacghcn at 
Ghcnt (Cistcrcian nuns). Concerning the relation of MS Gr 3360 to Machaut MS E, sec 
above on "date and provenance" of MS [7]. 

CONTENTS. 
5. Anonymous, Je Fortune (sec n. 94 above) (ea, ten, et) 
7. Se vous n' estes (R7) (frag. ten, et) 
8. De petit peu (B 18) (frag. ea, ten) 

fol. 2v 
fol. 3r 
fol. 3r 
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LITERATURE. Known by F.-J. Fetis (Ludwig 1926--54, 2:44a*); rediscovered and thoroughly 
described by Strohm (I 984a). 

[69] UTRECHT, Universiteitsbibliotheek, 6 E 37 11 (Utr; NL:Uu 37 
11) 

DESCRIPTION. Parchment fragments. Original dimensions: ea. 22 x 16.5 cm, writing block 
ea. 18.6 x 13 cm. Thoroughly described in Biezen/Gumben 1985. 

FACSIMILES. See Biezen/Gumben 1985, 24-25 (none of the facsimiles include works of 
Machaut). 

DATE AND PROVENANCE. Netherlands or Brabant, late fourteenth or early fifteenth century; 
see the remarks in Srrohm 1985, 106; Haggh 1988, 1:491. 

CONTENTS. Works related to Machaut include RISM nos. 14, 8, and 10; cited here after the 
order utilized in Biezen/Gumbert 1985. 
8. Pleurez dames (B32), end of ten and most of et only. The 

entire cantus voice is lost with the lost previous verso 
(Biezen/Gumbert 1985, 130). fol. 27r 

13. Biaute qui (B4), most of three voices, ea ten et (the right 
side of the page is cut vertically; see Biezen/Gumbert 
1985, 132). Utr provides a concordance for the late 
addition of a contratenor, otherwise transmitted only in 
MS E. fol. 29r 

14. Anonymous S' espoir n' estoit (related to Se vous n' estes 
[R7], see chap. 7.3) fol. 29v 

LITERATURE.RISM 1969, 317-25; Hasselman 1970,91, 94-96; Biezen/Gumbert 1985,7, 
11, 13-14; 17-19; Haggh 1988, 1:491. 

[70) FRIBOURG, Bibliotheque Cantonale et Universitaire, Z 260 
(Frib; CH:Fcu 260; Frib) 

DESCRIPTION. Parchment fragment, original folio number xx;;;; vi (i.e., 86), top right recto. 
A single bifolio was cut in half to form binding material for an incunabulum. Dimensions: 
37 x 26.7 cm. 

FACSIMILE. Zwick 1948. 
DATE AND PROVENANCE. Latter half of the fourteenth century, Switzerland? 
CONTENTS. Despite the ascription to Machaut, this motel considered to be unauthentic, since 

it does not appear in any of the main Machaut manuscripts (see chap. 7 .4). 
I. Guillermus de Mascandio, Li enseignement I De touz I Ecce fol. 86r 

LITERATURE. Zwick 1948; Ludwig 1926-54, vol. 4 (Nachtrag); Schrade I956c, 44-46; 
RISM 1969, 60--61. 

[71) NUREMBERG, Stadtbibliothek, Fragm. !at. 9 and 9a (Nur; 
D:Nst 9/9a (previously Nst lll, 25); CCMS: NurS 9; NurS 9a) 

DESCRIPTION. Parchment fragments. Dimensions: 29.1 x 28.5 cm, originally ea. 35.5 x 
27.5 cm (CCMS). Ryleaves detached from Nuremberg MSS Centurio V, 61 (fragm. !at. 9) 
and Centurio Ill, 25 (fragm. !at. 9a). The MS Melk, Stiftsbibliothek, 749 (CCMS: MelkS 
749) provides more fragments from the same manuscript; see Strohm I984a, 126 n. 33; 
I984b, 215-17; 1985, 104-5, 168 n. 9; and CCMS 2 (1982): 140; 4 (1988): 437. 

FACSIMILE. Strohm 1985, plate 4. 
DATE AND PROVENANCE. St. Stephen's cathedral, Vienna, ea. 1400 or slightly later (Strohm, 

CCMS; Strohm I984b, 215-16). 
CONTENTS. Machaut is in Nst 9a only: 

2. De petit peu (BI8), ea and et (text incipit only; fol. cut away on right side) fol. [Ir] 
LITERATURE. RISM 1969, 82-84; CCMS 2 (1982): 258-59; 4 (1988): 451. 

[72) PRAGUE, Narodni knihovna (formerly Universitni knihovna), 
XI.E.9 (Pg; CZ:Pu XI E 9; CCMS: PragU XI E 9) 

DESCRIPTION. Paper miscellany, bound together in the early fifteenth century; music on fols. 
247r-25Iv, 257v-26Ir. 
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DATE AND PROVENANCE. Strasbourg, ea. I400 (Strohm I985, I07); ea. I4IS-20? (Strohm 
I984a, II8); from the Collegiate church of St. Thomas in Strasbourg and linked to the 
monastery of the Clarisses (Strohm 1984a, I21). 

CONTENTS. 37 works, including IS French secular works. 
I4. Anonymous, le Fortune (seen. 94 above) (ea, ten; text incipit only) fol. 249r 
25. Se vous n' estes (R7) (ea, ten; text incipit only) fol. 257v 
32. De petit peu (BI8) (ea, ten; text incipit only) fols. 259v-260r 

LITERATURE. Ludwig I926--54, 2:36*-37a*; Schrade I956c, 53-54; R/SM I972, B 
IV3:255--{)2; CCMS 3 (1984): 63-64; 4 (1988): 469; Staehelin I989, 17-I8. 

[73] STRASBOURG, Bibliotheque Municipale, M. 222 C. 22 (de­
stroyed in 1870) (Str; F:Sm 222; CCMS: StrasBM 222) 

DESCRIPTION. Paper, ISS fols. Dimensions: ea. 29 x 2I cm. See the thorough descriptions 
in RISM and CCMS. 

FACSIMILES. Vander Linden I972 (Coussemaker's incipit catalogue and selected individual 
copies). 

DATE AND PROVENANCE. I4II (fol. I42r), later additions up to ea. I450. From choir school 
of Strasbourg cathedral, ea. I420--ca. I445 (Strohm I984a, I2I-23); or, most probably, 
from Zofingen (SE of Base!), then perhaps Base!, then to Strasbourg (Staehelin I989, I7-
I9). 

CONTENTS. 2I2 works, including 35 Mass movements, 25 motels, 88 French secular works. 
Three unascribed works are by Machaut; three other very popular works are not by Machaut, 
but were ascribed to him in Str. 
52. Wilhelmi de Maschaudio (recte, Pierre des Molins), [De] 

Che qui vol pense (also supplied with contrafact text, 
Surge anima, or Surge arnica mea speciosa) fol. 36v 

69. Anonymous,Je Fortune (not Machaut; seen. 94 above) fol. 47v 
72. Wilhelmi de Maschaudio (recte, anonymous),] our aujor la 

vie (also has contrafact textAve virgo mater pia) fol. 48r 
I OI. Wilhelmi de Maschaudio (recte, Jean Vaillant), Par 

maintes joys (also has contrafact text Ave virgo gloriosa) fol. 65v 
I02. De fortune (B23) (also supplied with a contrafact text, 

Rubus ardens) fol. 66v 
II9. Se vous n' etes (R7) fol. 73v [73r?] 
I68. De toutesflours (B3I) fol. 95r [94r, 95v?] 

LITERATURE. Borren I923-27; Besseler I925, 2I8-I9; Ludwig I926--54, 2:37*--40a*; R/SM 
I972, B IV2:SS0-92; Vander Linden I972; Giinther I980b, 665; Strohm I984a, II8-23; 
CCMS 3 (I 984): I63-64; Staehelin I989 (with additional bibliography). 



IV 

The Miniatures 

1. Introduction 
Study of the art-historical aspects of the Machaut manuscripts is the youngest 
field of inquiry in Machaut studies, and yet already significant results have been 
achieved. Most important is the work of Fran~ois Avril, for it has allowed a 
much more detailed chronological placement of the manuscripts than had been 
possible before. A vril (1982a) provides a detailed exposition of the miniature 
painters involved in the manuscripts, and establishes a chronology of the 
manuscripts based on the miniatures: C [1], K [15], Vg [3], A [5], E [7], F-G 
[6], Pm [18], and D [11] (Avril does not discuss MSS J [16], or Pe [20]). 
Other studies that bear on the artists and the chronology of their work include 
Avril/Lafaurie 1968 (E and F-G), Avril 1969 (F-G and Bk [21]), Avril 1973 
(C), Avril 1978 (C, A and E with color plates of folios in MSS C and A), 
Baron/Avril 1981 (C and A), and Avril 1982b (C), as well as some important 
recent studies of the same artists and ateliers by De Winter ( 1982 and 1985).1 

The most extensive study of the iconography of the illuminated manuscripts 
of Machaut is the dissertation of Kumiko Maekawa (1985), which includes a 
list of miniatures in the manuscripts, studies of selected themes, and a descrip­
tion of each manuscript, including a catalogue of the miniatures, the size of each 
miniature in centimeters, and a detailed description of the miniature and asso­
ciated border decorations. It is much more thorough than the descriptions given 
in the concordance of miniatures in chap. 4.4. Studies excerpted and revised 
from the 1985 dissertation include Maekawa 1988 and 1989b, although these 
two articles unfortunately give a poor and incomplete impression of the work in 
the dissertation. 

Wallen (1980) provides a most interesting and thorough literary analysis of 
Machaut's Confort, based on an analysis of miniatures that illustrate it. Huot 
( 1987) uses the program of miniatures in MSS C and A illustrating the Remede 
in her characterization of the changing attitude of our author towards the 
presentation of his works and also offers analyses of the series of miniatures 
illustrating the lais in C and Harpe in A. 

In order to facilitate further study of the miniatures in the Machaut manu­
scripts, this chapter consists mainly of three indices, an index of miniatures and 
artists by manuscript (chap. 4.2), a comparative table of miniatures (chap. 4.3), 
and a concordance of miniatures (chap. 4.4). 

Chap. 4.2, the index of miniatures and artists by manuscript, is organized 
according to the order of manuscripts used throughout this chapter: C, V g,2 J, 
K, A, Pm, F-G, E, and D (in approximate chronological order, except that 

I For a general overview of the art of miniature painting in fourteenth-century France, see 
Avril 1978 or 1982a, Baron/Avril 1981, M. Thomas 1978, De Winter 1985 chap. 9, or 
Sterling 1987. Questions concerning the book trade in Paris and the organization of the 
craftsmen who made and iliuminated books are studied in two important articles by De 
Winter (1978; 1982). 

2 I thank Mr. Bemard Bailly de Surcy of New York for generously supplying me with a film 
of the inaccessible MS Vg, upon which my descriptions are based. All films I have seen of 
MS Vg are faint, and caution is in order when consulting my descriptions in the concord­
ance of miniatures. 

129 
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MSS A and Pm have been placed side-by-side to show their close relation­
ship). The miniatures of each manuscript are through-numbered in the sequen­
tial order in which they appear in each respective manuscript, a numbering 
system retained for all references to specific miniatures in this book. 3 Since the 
comparative table of miniatures and the concordance of miniatures are both 
arranged according to the nearly definitive order of poems in MS F-G, 
however, the index of miniatures and artists by manuscript is useful for 
verifying the order of miniatures in the other manuscripts. In addition, this 
index provides an overview of the artists involved in the decoration of the 
Machaut manuscripts, based mainly on the work of Avril. Following the tabu­
lation of each manuscript is a bibliography providing some sources of infor­
mation on each artist. 

The comparative table of miniatures provides a quick overview of the 
disposition of the miniatures in each of Machaut's works, allowing a 
comparison between the MSS C, Vg, J, K, A, Pm, F-G, E, and D, Bk, and 
Pe.4 For each work, the first column gives the line number or individual lyrical 
poem before which each miniature is placed. The remaining columns identify 
the manuscript and each miniature in the manuscript by a number I have 
assigned, following the sequential order of miniatures within each manuscript. 
The order of Machaut's works in the table follows the order of MS F-G, the 
latest and most inclusive of the manuscripts, and one whose contents are 
arranged authoritatively. The sequential order of the miniatures in the other 
manuscripts can be determined by following their miniature numbers (for a 
specific poem, the reader should refer to chap. 4.2, the index of miniatures and 
artists by manuscript, for orientation). 

By using the comparative table of miniatures, one can readily note, for 
instance, not only the remarkable similarity in the locations of miniatures in 
MSS A and F -G, but also the independence of the illustration programs in 
MSS C and V g. Nevertheless, one can occasionally see internal divisions in a 
poem that are unanimously chosen as important points of articulation in the 
poem, and marked by an illumination. 

For the Remede in Vg, I have indicated by means of an asterisk the location 
of some very large initials filled with a basket-weave background pattern. Since 
spaces of a similar size were illuminated in Vg's Alerion and Fonteinne, these 
spaces in the Remede were possibly initially intended for illumination and for 
some reason were eventually left without illustrations. Either the patron of the 
manuscript was not so interested in the Remede, or else the Remede was one of 
the last dits to be decorated (perhaps withheld in order to copy the music?) and 
the miniatures were left out because the illuminator(s) were no longer easily 
available. It is also possible that their omission may reflect an effort to save 
money or time. 

The concordance of miniatures is arranged in the same order as the foregoing 
comparative table of miniatures, first indicating the line or individual lyric 
before which a miniature appears, then the sequential number of the miniature in 
the manuscript, any rubric present immediately above or below the miniature 
and its translation, a brief identification of the scene, and finally the folio 
number of the miniature in the manuscriptS I have supplied running summaries 

3 MSS F and G are through-numbered as a single source; miniature G 142 (to the Prise) is the 
first miniature in MS G. 

4 This table is expanded and corrected from the version in Earp 1983, Appendix B. 
5 When more than a single miniature appears on a folio, the column (a-d) is also indicated. 

This concordance expands and thoroughly revises the version in Earp 1983, Appendix C. 
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of the narrative content and context for two brief works, Vergier and Jugement 
Behaingne. For other works, limitations of space have led me to omit all but 
identification of the sources of Biblical and mythological exempla. Biblio­
graphical references relevant to individual miniatures, including information on 
published reproductions, are also included in the concordance of miniatures. 

The iconographical representation of Guillaume in the Prologue of MSS A, 
F -G, and Pm is retained for the narrator-protagonist throughout each of these 
manuscripts (Maekawa 1985, 52-58; 1988, 148-50). I have labeled the 
narrator-protagonist "Guillaume" in these manuscripts, but simply "narrator" or 
"lover" in the other, iconographically less consistent codices (and also in the 
few places in MSS A, F -G, and Pm where the "Guillaume" iconography 
seems to break down).6 Author portraits in the Machaut manuscripts are 
discussed by Avril (1982a, 123), Maekawa (1985, 51-54, 58, 128-31), and 
De Winter (1985, 89, fig. 112); further details on the Machaut iconography 
(consistent in MSS A, F -G, Pm, and D; inconsistent in MSS C, V g, K, J, 
and E) are discussed in Maekawa 1985, 132-34.7 

Several of the miniatures in MS A have a Roman-numeral through-numbering 
still visible in the manuscript. Probably the numerals, which ought to have been 
erased, were keyed to a list of directions indicating the subject matter of the 
miniature for a given location, indeed probably one prepared by the author 
himself.8 The number "xi" for miniature Al4 on fol. 54v (before I. 771 of the 
Remede) is the first one visible, and the numbers continue to be visible 
occasionally through "xl" on fol. 91 v. The next visible number, "liii" (fol. 
128v, miniature A57, before I. 253 of the Confort) is one less than seems to be 
required (perhaps the single miniature at the opening of Alerion was left off). 
The last number visible before the beginning of the Voir Dit (fol. 221) is "lviii" 
(fol. 130v, miniature A62, before I. 513 of the Confort). The numbers are three 
less than the total number of miniatures up to that point: the two Parisian 
miniatures of the Prologue ballades, and the provincial miniature at the 
beginning of the narrative portion of the Prologue, were not included. This 
further attests to the fact that the Prologue was added to MS A at a late stage in 
its production. 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 only other instance of what may be a similar type of 
numbering that I have noticed in any of the Machaut manuscripts is the numeral 
"iii" visible above the frame of miniature C70 (fol. 104v), the third miniature in 
Lyon. 

One also encounters hairline written instructions given directly at the location 
of the desired illustration. Most of these directions were erased, but there are 
two examples in MS F-G, to miniatures Fl21 and 125 in the Voir Dit. Traces 
of many such directions remain in MSS Bk (especially miniature Bk9), and 
Pm (miniatures Pm45, 63, 65, and 69). Avril (1982a, 129-30) notes that MS 

6 That this iconography specifically identifies the narrator with the author-Guillaume de 
Machaut-is brought home by a surviving marginal instruction to the artist in MS F, fol. 
173r (miniature F125, in the Voir Dit): "Ung roy assis et Machaut a genoulx devant li" [a 
king seated and Machaut kneeling before him]. 

7 See also the general discussion in Salter/Pearsall 1980. Machabey's discussion of the 
Machaut iconography is absurdly based on MS D, now known to date from ea. 1430 
(Machabey 1955b, 1 :45-46). 

8 An example of the kind of program I am thinking of is that published by Delisle (1907, 
1:244-46). Avril (1982a, 131-32) and Huot (1987, chaps. 8-9) study Machaut's possible 
role in the illustration of his manuscripts. 
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Pm was copied from MS A; my descriptions in chap. 4.4 confirm that the 
coordinator of the program of illustrations in Pm based his descriptions on the 
miniatures in MS A. 

The most thorough study of the aspect of a medieval French author's role in 
manuscript illustration known to me is Hindman 1986, a study of Christine de 
Pizan 's Epistre Othea. Hindman makes the point that the program of 
illustrations in a given manuscript was already determined before the manuscript 
reached the artists' atelier, since the location of the miniatures had to be planned 
from an early stage of work (1986, 64). Most miniaturists were artisans, 
craftsmen who exercised little initiative; they simply carried out the work that 
was appointed for them (1986, 65-66). She concludes that "Christine seems to 
have been involved to a considerable degree in the make-up of the pictorial cycle 
[of the Epistre Othea]. The degree of her involvement fully justifies claims that 
the illuminators worked under Christine 's direction, following her verbal 
instructions. It is clear, moreover, that she gave explicit instructions in the form 
of the purple rubrics to the illuminators. She certainly supervised the 
illustration" (1986, 98). On written programs for the illuminator, see Hindman 
1986, 64-66 and the references given there.9 

Hindman' s work also suggests a new avenue for research on Machaut' s 
iconography. Several miniatures that illustrate mythological scenes in 
Christine's Epistre Othea are modeled on illustrations in manuscripts of the 
Ovide Moralise.1° It is known that Machaut mined the Ovide Moralise for many 
of his mythological allusions (A. Thomas 1912; De Boer 1913; 1914), but his 
possible use of the iconography of the Ovide Moralise for the programs of 
illustration in the manuscripts that he supervised has gone unstudied, except for 
Wallen 's study of Confort (1980, 197-99).11 

2. Index of miniatures and artists by manuscript 
For further discussion of aspects of decoration in individual manuscripts, with 
additional bibliography, see above, chap. 3. The association of specific artists 
with specific miniatures in tables 4.1-10 below is based almost entirely on the 
work of Fran~ois Avril. For the location of the miniatures, descriptions, and 
bibliography on individual miniatures, see the comparative table of miniatures 
(chap. 4.3) and the concordance of miniatures (chap. 4.4). 

MIN. 
1-9 

I0--43 
44---{)I 
62--67 
68--91 

92 
93-107 

WORK 

Jug. Behaingne 
Remede 
Alerion 
Vergier 
Lyon 
Loange 
La is 

Table 4.1 
Artists in MS C [I] 

ARTIST 
2. First assistant to the Master of the Remede de For tune 
I. Master of the Remede de For tune 
3. Master of the Coronation Book of Charles V 
3. Master of the Coronation Book of Charles V 
2. First assistant to the Master of the Remede de Fortune 
3. Master of the Coronation Book of Charles V 
3. Master of the Coronation Book of Charles V 

9 De Winter (1978, 181) discusses manuscripts commissioned by authors for presentation to 
patrons. 

10 Hindman 1986, esp. 82-85 and the Appendix, "A Concordance of the Subjects of Minia­
tures in the Epistre Othea and their Antecedents" (1986, 189-203). 

11 At least one manuscript of the Ovide Moralise (F:Pn 87I) was illuminated by the Master 
of the Coronation of Charles VI, one of the anists who contributed to MS Vg (see below, 
table 4.2). Lord (I 975) provides a concordance of miniatures for three manuscripts of the 
Ovide Moralise. Machaut utilized many of the same stories. 
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Bibliography on artists in MS C: 

I. Master of the Remede de Fortune (fl. ea. 1349-56). Avril 1973, 112-14; Schmidt 1975, 
57-58; 1977-78, 192-93, fig. 101; Avril 1978, 26--28, plates 19, 21-22, 23-25; 
Baron/Avril 1981, 278, 280-81, nos. 271-73; Avril 1982a, 119-23; 1982b; De Winter 
1982, 805--{5 (on a later and lesser student of this master); 1985, 84, 92; Sterling 1987, 
150--{55 (with additional bibliography). 

Byme (1984) links a parchment strip containing court scenes preserved at Berlin 
(Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett) to the Master of the 
Remede de Fortune (the scene is reproduced in A vril 1978, 23 plate X; Baron/ A vril 1981, 
322-23 no. 275; Byrne 1984, 70, 71, 75; Sterling 1987, fig. 88). Byme considers the 
fragment to be a bas-de-page from a lost rotulus of ea. 1365 illustrating a single excerpt of 
the Voir Dit that circulated individually, namely, Machaut's comparison of Toute Belle to 
the ancient queen Semiramis (ed. P. Paris 1875, 196--201, 11. 4567-726). Both Avril 
(Baron/ A vril 1981, 322) and Sterling (1987, 169-70) point out a relationship to the style 
of the Master of the Remede de Fortune, but they do not think that the fragment is by the 
same artist. Sterling suggests that the court scenes are a sketch for a painting. (Note also 
that any illustration by the Master of the Remede de Fortune for the Voir Dit would have 
to be dated a good ten years later than his known period of activity.) 

2. First assistant to the Master of the Remede de Fortune (fl. ea. 1350-1356). Baron/Avril 
1981, no. 272; Avril 1982a, 121 n. 13, 123; 1982b, 27. 

3. Second assistant to the Master of the Remede de Fortune(= Master of the Coronation Book 
of Charles V, at the beginning of his career; fl. ea. 1350-1380). The Coronation Book of 
Charles V (dated 1365) is GB :Lbl Cotton Tiberius B. Vlll. This artist was prominent 
throughout the reign of Charles V; see Delisle 1907, 1:218-19; J. White 1957, 221; 
Avril/Lafaurie 1968, 89, nos. 167, 170, 177, 196, 200, 203, 205, plate VI; Avril 1973, 
114 n. I, 123 n. 4; 1978, 28-29, plates 27-28, with bibliography, p. 32; De Winter 
1978,187 (s.v. Henri du Trevou); Baron/Avrill981, nos. 276--79,281,284, and 319 
(with additional bibliography on each manuscript); De Winter 1985, 90. On this artist's 
contribution to MSC, see Avril 1982a, 123-24. See also below, MS Vg (table 4.2). 

MIN. 
I 

2---4 
5--{5 
7 
8 
9 

10-12 
13-30 
31-33 
34--38 
39---41 
42---43 
44--51 
52-55 
56--81 
82-90 
91-101 
102-10 
111-16 

117 
118 

WORK 
Loange 

Complaintes 
Vergier 
Jug. Behaingne 
Jug. Navarre 
Remede 
Lyon 

" 

" 
Alerion 
Confort 

" 
Fonteinne 

Harpe 
Prise 

Table 4.2 
Artists in MS V g [3] 

ARTIST 
2. Master of the Bible of Jean de Sy 
5. Master of Jean de Mandeville 
2. Master of the Bible of Jean de Sy 
2. Master of the Bible of Jean de Sy 
3. Master of the Coronation of Charles VI (or assistant) 
3. Master of the Coronation of Charles VI (or assistant) 
3. Master of the Coronation of Charles VI (or assistant) 
4. Minor Maste; of the Grandes Chroniques of Charles V 
2. Master of the Bible of Jean de Sy 
I. Master of the Coronation Book of Charles V 
2. Master of the Bible of Jean de Sy 
I. Master of the Coronation Book of Charles V 
2. Master of the Bible of Jean de Sy 
3. Master of the Coronation of Charles VI (or assistant) 
3. Master of the Coronation of Charles VI (?) 
2. Master of the Bible of Jean de Sy 
3. Master of the Coronation of Charles VI 
4. Minor Master of the Grandes Chroniques of Charles V 
I. Master of the Coronation Book of Charles V 
I. Master of the Coronation Book of Charles V 
2. Master of the Bible of Jean de Sy 
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Bibliography on artists in MS Vg: 

Note: It is not particularly unusual that so many artists should have collaborated in the 
production of a single manuscript during the period of the reign of Charles V, nor is it 
unusual that their individual contributions should be disposed so chaotically throughout the 
manuscript; it may indicate, however, that the book had to be produced quickly (see De 
Winter 1978, 180; 1985, 88). 

I. Master of the Coronation Book of Charles V (fl. ea. 1350-1380). On this artist's 
contribution to MS Vg, see Avril 1982a, !24 n. 20, n. 25; for additional bibliography; 
see above, MS C (table 4.1 ). 

2. Master of the Bible of Jean de Sy, also known as the Maitre aux boqueteaux (11. ea. 1355-
80). The Bible that King John 11 had translated into French by Jean de Sy is F:Pn I5397 
(dated 1356; left unfinished after the defeat at Poitiers).l2 Had the enormous project been 
completed, it would have "represented the most extraordinary literary and editorial enterprise 
of the fourteenth century" (Avril 1982b, 26); see further Delisle 1907, 1:135, 146,404-
10; J. White 1957, 220-21; Avril 1978, 28-29, fig. xi, plates 29-32, and bibliography, 
pp. 32 and 33; Baron/Avril 1981, nos. 280-84,286-87 (with additional bibliography for 
each manuscript); Avril 1982a, 120 n. 9, 125 n. 21; Sterling 1987, 162, 174-86 (with 
additional bibliography). 

Avril sets himself against the view, formerly very widespread, of identifying miniatures 
of this artist with the painter Jean Bondol (John of Bruges) and his followers. The style, 
found in many books that belonged to Charles V, was first isolated and described by Martin 
(1923, chap. 4; 1928, 48-51), who coined the appellation Maitre aux boqueteaux. Since 
then, a few more manuscripts have been associated with this artist, but the Bible of Jean de 
Sy has always been considered the earliest example. In 1953, Erwin Panofsky suggested 
that Bondol, painter of a full-page illustration of Charles V for the 1371 Bible of Jean de 
Vaudetar (NL:DHmw IO B. 23; reproduced in Avril 1978, plate 36), was the chef d' atelier 
for the miniatures seen elsewhere in the Bible, which are in the style of the Maitre aux 
boqueteaux (Panofsky 1953, 1:35-38). This view was accepted and further developed by 
Meiss (1956; 1967, 1:20-23), and by Harry Bober, whose study of the Gotha Missal 
(US:CLm 62.287) is published in Wixom 1963 and 1964. Avril's opposing view attaches 
to the review of Panofsky 1953 by L.M.J. Delaisse (1957; see also Delaisse's review of 
Meiss 1967). In his discussion of the Bible of Jean de Vaudetar, Delaisse emphasized that 
Bondol was a painter, not a manuscript illuminator (1957, 110-11). This view is affirmed 
by Avril (1978, 110, cf. also 28, 30; further exposition of Avril's position is in 
Avril/Lafaurie 1968,89-90, nos. 136, 166, 168, 169, 173, 177, 187, 189, 193, 195, 196, 
198, 199, 202, 203, 208). Beyond the stylistic evidence for a rejection of the identification 
of the Maitre aux boqueteaux with Bondol lies Avril's path breaking discovery of the 
importance of the Master of theRemede de Fortune (Avrill973, 116; see the very readable 
discussion in Avril 1982b). In effect, the northemer Bondol is no longer necessary as a 
source for the new naturalist-empirical direction in Parisian miniatures evident by 1356 in 
the Bible of Jean de Sy, since these currents were already anticipated by the Master of the 
Remede de Fortune in the Moralized Bible of John the Good, F:Pn I67. Sterling (1987, 
176-79), however, maintained that the Master of the Bible of Jean de Sy was not French, 
but a Netherlander who came to Paris from the court of Wenceslas, duke of Brabant (r. 
1355-1383) at Brussels. De Winter (1982, 793-96 et passim; 1985,7-8, 10, 87-93) has 
analyzed work of the Boqueteaux Master (De Winter's preferred name) in terms of an atelier 
made up of a Ma~ter and two assistants. See also below on MS A (table 4.5). 

3. Master of the Coronation of Charles VI (fl. ea. 1372-80). This illuminator is named after a 
miniature in a copy of the Grandes Chroniques made for Charles V, F:Pn 28!3, a 
manuscript produced between ea. 1375-80; see Delisle 1907, I :312-14, 412; Avril 1973, 
97-98 (with much additional bibliography); 1978, 29, plate 35, with bibliography, p. 32; 
De Winter 1978, 187 (s.v. Henri du Trevou), 193 (s.v. Pierre [le] Portier); Baron/Avril 

12 De Winter (1982, 794 n. 31) suggested that the Bible ofJ ean de Sy was decorated 1360-64, 
after the return of King John 11 from captivity, and that work was broken off on his death 
in 1364. More recently, he has again dated the beginning of the style to 1356 (De Winter 
1985, 87). 
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!981, nos. 272, 281, 284, 286 (with additional bibliography for each manuscript); De 
Winter !982, 796--97 et passim; !985, 90-91; Sterling !987, 248--49. On this artist's 
contribution to MS Vg, as well as the possible contributions of an assistant, see Avril 
!982a, 125 n. 22. 

4. Minor Master of the Grandes Chroniques of Charles V (fl. ea. 1372-79). On the Grandes 
Chroniques (F:Pn 2813) see above, artist 3. This artist also contributed to the decoration of 
F:B 434, a miscellany copied in 1372 for Charles V; see Delisle 1907, 258--{50; Avril/ 
Lafaurie !968, no. 184; De Winter 1978, 187 (s.v. Henri du Trevou); Baron/Avril !981, 
329-31 no. 284 (with additional bibliography); Sterling !987, 245--48 (with additional 
bibliography). On this artist's contribution to MS Vg, see Avril !982a, 125 n. 23. 

5. Master of Jean de Mandeville (fl. early 1370s). The Voyages of Jean de Mandcville, F:Pn 
4515-4516 (dated 1371), were illuminated for Charles V by this artist in 1372; see Delisle 
1907, I :275-76, 411-12; Avril/Lafaurie !968, no. 178; De Winter 1978, !93. On this 
artist's contribution to MS Vg, see Avril !982a, 125 n. 24. 

MIN. 
I 
2 
3 
4 

5-9 
!0-15 
16--17 
18-20 
21-22 

23 
24--25 
26--35 

WORK 

Table 4.3 
Artist in MS J [ !6) 

ARTIST 
Loange same artist throughout (Parisian atelier) 
Vergier 
Jug. Behaingne 
Qui bien aimme (L22/16) 
Remede 
Lyon 
Confort 
Fonteinne 
Un mortellay (Ll2/8) and Amours, se plus (L9) 
Chaste/ d' Amours (not by Machaut) 
Voir Dit 
Cerf Blanc (opus dubium; see chap. 5.19) 

Bibliography on the artist in MS J: 
The artist of the miniatures in MS J also painted the miniatures in MS K (Mackawa !985, 

46). 

MIN. 
I 
2 

3-5 
6--9 

!(). 

!I 
12-13 

WORK 

Table 4.4 
Artist in MS K [IS] 

ARTIST 
Loange same artist throughout (Parisian atelier) 
Vergier 
Remede 
Lyon 
Fonteinne 
Chaste/ d' Amours (not by Machaut) 
Voir Dit 

Bibliography on the artist in MS K: 

The miniatures stem from a Parisian atelier of secondary importance (Avril 1982a, 124 n. 18). 
See above, MS J (table 4.3). 
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MIN. 
1-2 
3 

4-7 
8-11 

12 
13-24 
25-50 

51 
52-77 
78-102 
103-16 

117 
118 

119-48 
149 
150 
151 
152 
153 
154 

WORK 

Prologue 
" 

Vergier 
Jug. Behaingne 
Jug. Navarre 
Remede 
Lyon 
Alerion 
Confort 
Fonteinne 
Harpe 
Loange 
Marguerite 
Voir Dit 
Prise 
Rose 
Les biens 
Lais 
Motets 
Ballades 

Table 4.5 
Artists in MS A [5] 

ARTIST 
1. Master ofthe Bible of Jean de Sy 
2. Provincial master, perhaps at Reims 
(the same artist for the rest of the manuscript) 

Bibliography on artists in MS A: 

THE MINIATURES 

1. Master of the Bible of Jean de Sy (fl. ea. 1355-80). See above, MS Vg (table 4.2). Studies 
of the two Prologue miniatures, this artist's masterpiece, include Martin 1923,45-46,94-
95, fig. lxv-lxvi; Ludwig 1926-43, 2:9a* n. 1; Martin 1928, 50-51, 105, fig. lxiii; 
Porcher 1959,56 and plate !vi; Avril1978, plates 29-30; Baron/Avril1981, no. 283 (with 
additional bibliography); Avril1982a, 126-27; De Winter 1982, 801 n. 50; Ferrand 1987; 
Sterling 1987, 180-83 (with additional bibliography). 

2. Provincial master, perhaps at Reims. Baron/Avril 1981, 307 no. 256; on this artist's 
contribution to MS A, see Avril 1982a, 126-27. 

MIN. 
1-3 
4-7 
8-11 

12 
13-24 
25-45 
46-50 
51-72 
73-85 

86 
87-111 

112 
113 
114 

WORK 
Prologue 
Vergier 
Jug. Behaingne 
Jug. Navarre 
Remede 
Lyon 
Confort 
Fonteinne 
Harpe 
Marguerite 
Voir Dit 
Rose 
Les biens 
Alerion 

Table 4.6 
Artist in MS Pm [ 18) 

ARTIST 

Related to style of the Medal ion Master 
(the same artist for the entire manuscript) 

Bibliography on the artist in MS Pm: 

Related to style of Medalion Master (fl. ea. 1425-30). Avril (1982a, 130 n. 40) cited the style 
of the Medalion Master as close, though not identical, to the work of the artist of Pm. On 
this artist's contribution to MS Pm, see Avril 1982a, 129-30. The 1940 dossier at the 
Pierpont Morgan Library distinguishes three artists (dossier, p. 4 ). 
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MIN. 
1-5 
6--9 

10-12 
13 

14-15 
16--33 

34 
35--{)1 
62-88 
89-103 
104-40 

141 
142 
143 
144 
145 
146 
147 
148 

WORK 
Prologue 
Vergier 
Jug. Behaingne 
Jug.Navarre 
Remede 
Lyon 
Alerion 
Confort 
Fonteinne 
Harpe 
Voir Dit 
Marguerite 
Prise 
Loange 
Complaintes 
Lais 
Ballades 
Rondeaux 
Virelais 

Table 4.7 
Artist in MS F-G [6] 

ARTIST 
Remiet (or Perrin Remy) 
(the same artist for the entire manuscript) 

Bibliography on the artist in MS F-G: 

137 

Remiet (or Perrin Remy; fl. ea. 1368-ca. 1401, Parisian). See Delisle 1868-81, 1:37 and n. 
6, 3:310-11; Avrii/Lafaurie 1968,90, nos. 195 and 203; Avril1969, 303 n. 3, 307-8; De 
Winter 1978, 176 n. 12, 190--91 (s.v. Oudin de Carvancy), 194 (s.v. Regnault du Monte!), 
196-97 (s.v. Thevenin I'Angevin; see De Winter 1980,291 and 1985, 91); Baron/Avril 
1981, no. 294 (with additional bibliography); Avrill982a, 128-29; De Winter 1985,88, 
91-93, 96. On this artist's contribution to MS F-G, see Avril 1982, 128-29. 

MIN. 
1 

2-5 
6 
7 

8--9 
10 

11-12 
13-16 
17-21 
22-25 
26--29 

30 
31 

32-35 
36--38 

WORK 
Prologue 
Complaintes 
Rondeaux of Loange 
Vergier 
Remede 
Jug. Behaingne 
Jug.Navarre 
Lyon 
Alerion 
Fonteinne 
Confort 
Harpe 
La is 
Voir Dit 
Prise 

Table 4.8 
Artists in MS E [7] 

ARTIST 
I. Master of the Policraticus of John of Salisbury 
I. Master of the Policraticus of John of Salisbury 
I. Master of the Policraticus of John of Salisbury 
2. Master of a Grandes Chroniques de France 
(the same artist for the rest of the manuscript) 

Bibliography on artists in MS E: 

I. Master of the Policraticus of John of Salisbury (fl. ea. 1372-1390s, Parisian). The 
Policraticus of John of Salisbury refers to the French translation by Denis Foullechat for 
Charles V in F:Pn 24287, dated 1372; see Delisle 1907, 1:85-88, 263--64; J. White 1957, 
221-22; Avrii/Lafaurie 1968, no. 206, color plate on cover (the first artist of the 
Policraticus is the same as the first artist of MS E); De Winter 1978, 187 (s.v. Henri du 
Trevou), 193 (s.v. Pierre [le] Portier); De Winter 1985, 91. On this artist's contribution to 
MS E, see Avril 1982a, 128. 
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2. Master of a Grandes Chroniques de France (fl. ea. 1390). The manuscript of the Grandes 
Chroniques in question is F:Pn 20350. On this artist's contribution to MS E, see Avril 
I982a, I28 n. 36. 

MIN. 
I 

2-3 
4 

5-8 
9-I2 

WORK 
Loange 
Complaintes 
Vergier 
Jug. Behaingne 
Jug.Navarre 

Table 4.9 
Artist in MS D [I I] 

ARTIST 
Parisian emulator of the Master of the duke of Bedford 
(the same artist for the entire manuscript) 

Bibliography on the artist in MS D: 
Parisian emulator of the Master of the Duke of Bedford (fl. ea. I430). See Panofsky I953, 

I:384-85 n. 3; Porcher I959, 67-{58 and plate lxxii; De Winter I985, 99 (with additional 
bibliography). On this artist's contribution to MS D, see Avril I982a, 130. 

MIN. WORK 
I-10 Lyon 

Table 4.IO 
Artist in MS B k [2 I] 

ARTIST 
Assistant to Remiet (or Perrin Remy) 

Bibliography on the artist in MS Bk: 

Assistant to Remiet (or Perrin Remy; fl. ea. 1375-95). For Remiet, see the bibliography for 
MS F-G (table 4.7). The assistant collaborated with Remiet in a copy of the Nlerinages 
of Guillaume de Digulleville, now F:Pn 823, copied in 1393; see Deiisle I868-8I, I:37, 
n. 6, 3:3IO-Il; Avril!Lafaurie I968, 90, nos. I95, 203; Avril I969, 303 n. 3, 307-8; 
Baron/Avril I98I, no. 294 (with additional bibliography). He was one of the five artists 
that decorated the Grandes Chroniques of Charles V, F:Pn 28/3 (Baron/Avril I98I, no. 
284). Wescher (I93I, 40) describes each miniature in Bk. 

To finish this index of artists, let us briefly consider three manuscripts 
containing illuminations of individual narrative poems. 

Pe [20] was probably originally a manuscript transmitting only the Remede. 
It contains a single miniature on fol. 12v, of mediocre quality. It is unusual that 
the opening of the poem is not illustrated. See the description by Leech­
Wilkinson (1982, 100--103). 

P [31], an anthology of narrative poems, contains Machaut's Jugement 
Behaingne, with a single miniature at the beginning. Fran~ois Avril (personal 
communication) places this artist in the early 1360s, before the reign of Charles 
V. A similar artist is seen in the Moralized Bible of John the Good (F:Pn 167), 
discussed in Avril 1973, 104 (artist E), with several other manuscripts cited. 

Ar [32] also contains Machaut's Jugement Behaingne, with a single miniature 
at the beginning, described by Wimsatt/Kibler (1988, 20) and Liborio (1973, 
127). 



4.3. Comparative table of miniatures 

3. Comparative table of miniatures 
Note that the miniatures appear before the cited line number or poem. 

Poem 
or Manuscripts 

Work line 
A Pm F-G 

a. Prologue !Bal 2 I I 
2Bal 2 
3Bal I 2 3 
4Bal 4 

I 3 3 s 
c Vg J K A Pm F-G 

b. Vergier I 62 7 2 2 4 4 6 
109 s s 7 
IS9 63 
207 6 6 8 
24S 64 
247 7 7 9 
377 6S 
1039 66 
119S 67 

c Vg J K A Pm F-G 
c.Jugement I I 8 3 8 8 10 
Behaingne t 41 9 9 [10] 

81 2 
2S7 3 
881 4 
973 s 
118S 6 10 10 11 
1381 
146S 7 
IS09 11 11 12 
1609 8 
1941 9 

c Vg J K A Pm F-G 
d.Jugement I 9 12 12 13 
Navarre 46S 

S41 
S49 
147S 
[L22] !02 4 

c Vg J K A Pm F-G 
e.Remede I 10 10 s 3 13 13 14 

13S 11 
431 12 
693 13 
771 11 6 4 14 14 IS 
921 J4a-b 
1001 IS 7 IS IS 
1!93 16 
1273 17 
1401 18 
1481 19 * 

--------·----

tIn addition, MSS P !31] and Ar [32] each have a miniature at the beginning. 
• Location of large initials in MS V g. 

E 
la 

lb 

E 
7 

E 
10 

E 
I I 

12 

E 
8 

9 

/39 

D 
4 

D 
s 

6 
7 
8 

D 
9 
10 

11 
12 

I 



140 

Work line 
c Vg 

Remede, 1671 20 
cont'd. 1821 21 

1863 * 
1881 22 
1977 23 
2039 24 
2097 * 
2148 2S 
2287 26 
2289 * 
23S3 27 
2403 28 
2S22 29 
268S 30 
28S7 31 
2893 32 
3013 33 12 
3077 34 * 
3181 3S 
320S * 
3349 * 
34SI 36 
3S73 37 
3729 38 
3847 39 
3947 40 
4077 41 
4107 42 
4IIS * 
4217 43 
427S * 

c Vg 
f. Lyon I 68 13 

107 14 
!SI 69 IS 
17S 70 16 
279 71 17 
32S 72 18 
433 73 19 
442 
4S3 20 
SIS 74 21 
S3S 
S91 22 
62S 7S 23 
709 24 
747 76 2S 
767 26 
923 77 27 
989 78 28 
III9 79 29 
1213 80 30 
I34S 81 31 

* Location of large initials in MS V g. 
t Space left for a miniature in MS Bk. 

J 

8 

9 

J 
10 

ll 

12 

13 

THE MINIATURES 

Manuscrit ts 
K A Pm F-G E Pe 

s 16 16 

17 17 

18 18 

19 19 

20 20 

21 21 
22 22 

23 23 

24 24 
K A Pm F-G E Bk 
6 2S 2S 16 13 I 

t 
26 26 17 2 
27 27 18 3 
28 28 19 14 t 

4 
29 29 20 IS t 

30 30 21 s 
31 31 22 6 

7 
32 32 23 t 
33 33 24 t 
34 34 2S t 

t 
3S 3S 26 16 
36 36 27 7 
37 37 28 t 

8 38 38 29 t 
39 39 30 t 
40 40 8 



4.3. Comparative tahle of miniatures 141 

Work line Manuscripts 
c Vg J K A Pm F-G E Bk 

Lyon, 1505 82 32 41 41 31 9 
cont' d. 1523 83 33 32 t 

1545 14 9 
1587 84 34 42 42 t 
1607 35 43 33 t 
1621 85 36 44 10 
1635 86 37 45 t 
1657 87 38 46 t 
1667 88 39 47 t 
1773 89 
1801 40 48 43 t 
1810 IS 
1845 90 41 49 44 t 
1975 42 so 45 t 
2077 43 t 
2129 91 

c Vg A Pm F-G E 
g. Alerion I 44 44 SI ll4 34 17 

477 45 18 
775 46 
863 45 
945 47 46 
1015 47 
llll 48 48 
IISI 49 
1307 49 
1495 so 
ISII so 
1819 SI 
2091 52 
2181 53 
2401 54 
2471 SI 19 
2761 55 
3029 56 20 
3401 57 
3803 58 
3987 21 
4209 59 
4341 60 
4569 61 

Vg J K A Pm F-G E 
h. Confort I 52 16 52 35 26 

57 53 53 36 
73 54 
83 55 54 37 

135 56 
161 57 ss 38 
181 58 56 39 
199 59 
221 60 
253 61 57 40 
273 62 58 41 
329 63 42 

t Space left for a miniature in MS Bk. 
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Work line Man uscriJ; ts 
Vg J K A Pm F-G E 

Confort, 330 59 
cont'd. 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 
633 27 
671 72 
719 28 
753 73 65 46 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 47 53 29 
1225 82 54 
1245 83 55 
1257 71 48 
1421 84 72 56 
1979 17 
2277 85 73 49 57 
2517 86 74 58 
2535 87 75 59 
2645 88 76 60 
2683 89 77 50 61 
3979 90 

Vg J K A Pm F-G E 
i. F onteinne I 91 18 78 51 62 22 

55 92 79 52 63 
235 93 80 64 
539 94 81 53 65 
555 95 66 
571 96 82 54 67 
587 97 19 10 83 55 68 
603 98 84 56 69 
619 99 85 57 70 
651 100 86 58 71 
667 101 87 59 72 
811 88 60 73 
1075 102 89 61 74 
1135 103 90 62 75 
1205 104 
1313 20 91 63 76 
1333 105 92 64 77 
1371 106 93 65 78 23 
15II 107 94 66 79 
1609 108 95 67 80 
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Work line Manuscripts 
Vg J K A Pm F-G E 

Fonteinne, 1715 109 96 68 81 
cont'd. 1851 110 97 82 

2125 111 98 69 83 
2145 112 99 70 84 
2207 113 100 71 85 24 
2527 114 86 
2745 115 101 72 87 25 
2789 116 102 88 

Vg A Pm F-G E 
j. Harpe I 117 103 89 30 

31 104 90 
83 73" 91 
Ill 105 74 92 
129 106 75 93 
143 107 76 94 
!57 108 77 95 
165 109 78 96 
175 110 79 97 
187 111 80 98 
197 112 81 99 
207 113 82 100 
221 114 83 101 
233 115 84 102 
285 116 85 103 

J K A Pm F-G E 
k. Voir Dit I 119 87 104 32 

169 105 
315 120 88 106 
571 107 
637 121 89 108 
1003 122 90 109 
1228 123 91 110 
1250 124 92 I 11 
1384 125 93 112 
1503 126 94 113 
2245 127 95 114 
2623 !28 96 115 
2891 129 97 116 
3712 117 
3760 130 118 
3947 119 
4362 131 120 
4563 132 98 121 
4814 133 99 122 
4910 123 
4990 134 100 124 
5124 125 
5244 126 
5462 
5468 135 101 127 
5536 136 102 128 
5907 137 129 
6063 138 130 
7070 139 131 

• Miniature Pm73 is between the columns of text. 
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Work line Manuscriuts 
Vg J K A Pm F-G E 

Voir Dit, 7292 140 103 132 33 
cont'd. 7616 141 104 133 

7719 142 105 134 
7773 143 106 135 
7863 144 107 136 
8111 145 108 
8147 137 
8179 146 109 138 
8239 24 12 147 110 139 34 
8652 25 13 148 111 140 35 

A Pm F-G E 
I. Marf!.. 1 118 86 141 

A Pm F-G E 
m. Rose 1 !50 112 

A Pm F-G E 
n. Les biens 1 151 113 

Vg A Pm F-G E 
o. Prise 1 118 149 142 36 

5004 37 
7896 38 
poem c Vg J K A F-G E 

p. Loange Lol 92 I 1 I 117 143 
[Lo27 6]1 
Lo67 2 
Lo94 3 
Lol09 4 

Vg A F-G E 
q. Compl. Cpl 5 144 2 

Cp3 6 3 
Cp4 4 
Cp6 5 

E 
r. Lo Rond. Lo27 6 

c Vg J K A F-G E 
s. Lais Ll 93 152 145 31 

L2 94 
L3 95 
•L4 96 
L5 97 
L6 98 
L7 99 
LIO 100 
Ll2 101 
L22 102 4 
Ll4 103 

•L11 104 
•Ll3 105 
•L8 106 
•L9 107 

c Vg A F-G E 
t. Motets Ml 153 

tIn MS E, Lo27 is placed in a separate section of rondeaux; see below, section r. 
• Asterisk indicates a lai without music. 

D 
I 

D 
2 
3 



4.3. Comparative table of miniatures 

Work poem Manuscrij)ts 
c Vg A F-G E 

u. Ballades Bl !54 146 
c Vg A F-G E 

v. Rondeaux RI 147 
c Vg A F-G E 

w. Virelais VI 148 
line J K 

x. Chaste/• I 23 11 
J 

CerfB/anc t I 26 
125 27 
189 28 
228 29 
421 30 
472 31 
509 32 
576 33 
601 34 
697 35 

* Chaste/ d' Arrwurs is not by Machaut. 
t Cerf Blanc is an opus dubium; see chap. 5.19. 

4. Concordance of miniatures 
Note: miniatures appear before the line number or poem cited in the table. 

a. Prologue 13 

Ballade 1: Je, Nature, par qui tout estfourmi 

145 

A2 14 Comment Nature, voulant orendroit plus que onques mes reveler etfaire essaucier /es 
biens et honneurs qui sont en Arrwurs, vient a Guillaume de Machaut etli ordene et 
encharge afaire sur ce nouveaux dis arrwureux, etli bailie pour li conseillier et aidier 
ace faire trois de ses enfans, c' est a savoir Sens, Retorique et Musique. Etli dit par 
ceste maniere [How Nature, wishing more than ever before to make known and 
exalted the goods and honors pertaining to Love, comes to Guillaume de Machaut, 
ordering and charging him herein to compose new poems about love, entrusting to 
him, for counsel and aid in this enterprise, three of her children, to be specific 
Meaning, Rhetoric, and Music. And she speaks to him thus: (trans. Palmer 1993, 
3)]. Nature, dressed as a queen, presents her son Sense and her daughters Rhetoric and 
Music to Guillaume de Machaut, who stands before a building; a fountain, shepherd, 
and peasant farmer are visible in the background (fol. Er). 15 

Pm I Comme Nature, voullant orendroit plus que onques mais reveller etfaire essaucier /es 
biens et honneurs qui sont en Arrwurs, vient a Guillaume de Machaut etly ordonne 
et encharge a faire sur ce nouviaux dis arrwureux, et luy bailie pour luy aidier et 
conseillier a cefaire trois de ses enfans, c' est assavoir Sens, Rhetorique et Musique. 
Et luy dit par ceste maniere [see trans. of miniature A2]. Nature, dressed as a queen, 

13 For a discussion of author portraits in the Prologue and elsewhere in the Machaut manu­
scripts, see Maekawa 1985, 51-54, 128-31; 1988, !48-50. 

14 Iconography described in Mulder 1978, 44-49, 56-64; Ferrand 1987, 14-16; Sterling 
1987, 182; Mulder 1990, 203-9. Cerquiglini (1984, 479-80n.; 1985b, 112-13; cf. also 
1985a) discusses the depiction ofGuillaume's eyes, his borgne oeil. 

15 Color reproductions in Porcher 1959, plate !vi; Chailley 1972, 78; Early Music 5/4 
(October 1977), front cover; Avril 1978, plate 29; Mulder 1990, 206; black-and-white 
reproductions in Chichmaref 1909, vol. I, facing p. 2; Martin 1923, fig. lxvi; Gerold 
1936, facing p. 364; Borren 1946, 115; Reaney 1961, 123; Meiss 1969, 385 (plate vol.); 
Poirion 1971, plate 4 (detail); Heitmann 1978, 355; Mulder 1978, 42; Reaney 1980a, 429; 
Avril 1982a, fig. I!; Ferrand 1987, 204; Sterling 1987, fig. !05; Wimsatt 199lb, plate I. 
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presents her son Sense and her daughters Rhetoric and Music to Guillaume de 
Machaut, who stands before a building holding a book (fol. Ir).16 

Fl Comment Nature, voulant orendroit plus que onques mais reveler etfaire essaucier les 
biens et honneurs qui sont en Amours, vient a Guil/aume de Machau et li ordene et 
encharge afaire seur ce nouviaus dis amoureus, etli bailie pour lui consillier et aidier 
ad cefaire trois de ses enfans, c' est assavoir Sens, Retorique et Musique. Et li dit par 
ceste maniere [see trans. of miniature A2). Nature, dressed as a queen, presents her 
daughters Sense, Rhetoric, and Music to Guillaume de Machaut, who kneels before 
them (fol. Ir)P 

Ela [left-hand scene of two-column-wide miniature] Comment Nature, voulant orendroit 
plus que onques mais reveler et faire exaucier les biens et honneurs qui sont en 
Amours, vient a Guil/aume de Machaut. Et lui ordenne et encharge a faire sur ce 
nouveaux dis amoureux, et lui bailie pour lui conseil/er et adviser a ce faire .iii. de 
ces enffans, c' est a sa voir Sens, Rhetorique, Musique. Et lui dist par ceste maniere 
[sec trans. of miniature A2). Nature presents her daughters Sense, Rhetoric, and 
Music to Guillaumc de Machaut, who kneels before them (fol. Ir). 18 

Ballade 2: Riens ne me doit excuser ne deffendre 
F2 Comment Guil/aume de Machau respont a Nature [How Guillaumc de Machaut 

answers Nature]. Guillaume kneels before Nature (fol. le). 

Ballade 3: Je sui Amours qui maint cuer esbaudi 
A J 19 Comment Amours qui a ouy Nature vient a Guil/aume de Machaut et /i ameine trois 

de ses enfans, c' est a sa voir Doux Penser, Plaisance et Esperance, pour li donner 
mate re a faire ce que Nature /i a enchargiC. Et li dit par ceste maniere [How Love, 
hearing Nature, comes to Guillaume de Machaut leading three of his children, and 
these are Sweet Thought, Pleasure, and Hope, in order to provide him the material to 
carry out what Nature has charged him with. And he speaks to him in this way: 
(trans. Palmer 1993, 5)]. The god of Love presents his son Sweet Thought, and his 
daughters Pleasure and Hope to Guillaume, who is seated in his chamber with an 
open book on his desk (fol. Dr).2° 

Pm2 [large two-column format] Comment Amours qui a ouy Nature vient a Guil/aume de 
Machaut et ly amaine trois de ses enfans, c' est assavoir Doulx Pens er, Plaisance et 
Esperance, pour luy donner matere afaire ce que Nature ly a enchargiC. Et ly dit par 
ceste maniere [see trans. of miniature A I]. The god of Love presents his son Sweet 
Thought, and his daughters Pleasure and Hope to Guillaume, who is reading a book 
at his desk, which has three closed books scattered upon it (fol. I v). 

F3 Comment Amours qui a oy nature vient a Guil/aume de Machau et li amaine trois de 
ses enfans, c' est assavoir Do us Penser, Plaisance et Esperance, pour lui donner voie a 
faire ce que Nature /i a enchargiC. Etli dit par cest maniere [see trans. of miniature 
A I]. The god of Love presents his three daughters Sweet Thought, Pleasure, and 

16 Color reproduction in Cosman 1978, frontispiece; black-and-white reproduction in Hoppin 
1978b, 404. For MS Sm. the new foliation at top right recto is always given. 

17 Reproductions in Mackawa 1988, plate 3; I989b, 90 plate 7a. 
18 See also n. 21. Reproductions in Machabey 1960, 1393-94; Wilkins 1972, facing p. 96, 

Mulder 1978, 49 (detail); Avril 1982a, fig. 13. Ccrquiglini (1985b, Ill) discusses the 
Prologue miniature in MS E. 

19 Iconography described in Ferrand 1987, 16-18; Sterling 1987, 182 (resembles 
Annunciation). 

20 Color reproduction in Avril 1978, plate 30; B. and J. Cerquiglini 1984, 29; Sterling 1987, 
fig. 104; Mulder 1990, 207; Eggcbrecht 1991, plate 7 after p. 416; black-and-white 
reproductions in Suchier/Birch-Hirschfcld 1900, 236 (=1913 ed., 243); Chichmaref 1909, 
vol. I, between pp. 4 and 5; Coudcrc 1910; Foulct 1923, 87 (=1948 ed., 115); Martin 
1923, fig. lxv; 1928, fig. lxiii; Bcsseler 1931, 138; Douce 1948, facing p. 56 (detail); de 
Van 1943, facing p. 24; J. White 1957, plate 52d, facing p. 221; Komma 1961, 51 no. 
121; Loomis 1965, plate 9; Machabcy 1966, 217; Keitel 1977a, 469; Mulder 1978, 55; 
M. Thomas 1978, 160 fig. 9; Reancy 1980a, 429; Avril 1982a, fig. 12; Ferrand 1987, 
203; Lecch-Wilkinson 1990a, 230 fig. 68; Wimsatt 199Ib, plate 2. 



4.4. Concordance: a. Prologue 147 

Hope to Guillaume, who kneels before them (fol. I c). 
El b [right-hand scene of two-column-wide miniature) Comment Amours qui a oy Nature 

vient a Guil/aume de Machaut. Etlui amaine .iii. de ses enfans, c' est assavoir Doulz 
Penser. Plaisance et Esperance, pour lui donner matere afaire ce que Nature lui a 
enchargie (see trans. of miniature A I]. The god of Love presents his three daughters 
Sweet Thought, Pleasure, and Hope to Guillaume, who kneels before them (fol. 
Ir).21 

Ballade 4: Graces ne say, loange ne me rei 
F4 Comment Guil/aumes de Machau respont a Amours. Guillaume kneels, paying 

homage to the god of Love (fol. Id). 

line I (Narrative portion of Prologue:] 
A3 Guillaume seated at his desk, writing in a book (fol. Fv).22 
Pm3 Guillaume seated at his desk, writing in a book (fol. 2r).23 

F5 Guillaume seated at his desk, writing in a book (fol. 2r).24 

line 184 End 

Total number of miniatures for the Prologue: 

b. Le Dit dou Vergier 25 

A 3 
Pm 3 

line I [11. 1-154: Evocation of Spring, entry into the garden] 

F 
E 

5 
I 

C62 [two-column format] The young narrator stands in a garden looking at a flowering 
bower (fol. 93r). 26 

V g7 Ci commence le Dit dou Vergier [Here begins the Poem of the Garden]. Guillaume 
stands before a grove of trees filled with birds (fol. 39r). 

D4 [two-column format] Comment le Dieu d'Amours est assis sur .i. abre et ne voit 
goute ettient en sa main .i. dart et en/' autre .i. brandon de feu et .vi. demoisel/es et 
.vi. escuriers qui dancent et /' acteur se dort sos un ab re. Ci commence le Dit du 
Vergier. [How the god of Love is seated on a tree and is blind and holds an arrow in 
his hand and a torch in the other; and six ladies and six squires dance, and the author 
is asleep under a tree. Here begins the Poem of the Garden]. Guillaume asleep on a 
hill; the god of Love seated on a tree, holding a torch and an arrow; his entourage 
dances in a circle below (fol. 48r). 

J2 Ci commence le Dit du Vergier. The god of Love, holding a torch and an arrow sits 
in a tree; the narrator sits below the tree (fol. 21 r).V 

K2 Ci commence le Dit du Verger. The god of Love, holding a torch and an arrow sits in 
a tree; the narrator sits below the tree (fol. 2Ir [new 7r]). 

A4 [fol. Gv:] Ci apres commence le Dit dou Vergier. The narrator at the gate of the 
walled garden; within, birds sing in the trees (fol. Ir). 

Pm4 The narrator at the gate of the walled garden (fol. 3r). 
F6 Ci commence le Dit dou Vergier. Guillaume within the wall of the garden; birds sing 

in the trees. Elements of an unidentified coat of arms form the decorative background 
(fol. 3r).28 

21 See also n. 18. Reproductions in Wilkins 1972, facing p. 96; Avril I982a, fig. 13. 
22 Discussion in Huot 1987, 284 n. 7, 294-96. Cf. miniature A 78, to Fonteinne (chap. 

4.4i). 
23 Reproduction in Hoppin 1978b, 399. 
24 Reproduction in Lanson 1923, 108. 
25 On the depiction of the god of Love, see Panofsky 1939; Davis 1991, 25-31. 
26 Iconography discussed in Huot 1987,244. 
27 Reproduction in Bossuat 1931, plate xxi no. 4, facing p. 368. 
28 Color reproduction in Cerquiglini I987a, 5; whole page reproduced in Maekawa 1988, plate 

12. 
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E7 Cy commence le Dit du Vergier. The narrator kneels before the god of Love, who sits 
in a tree holding an arrow and a torch; six people from his entourage dance in a circle 
on the left (foL I8r)_29 

line 109 
AS The god of Love sits in a tree holding an arrow and a torch; maidens on his left and 

youths on his right render homage (foL Iv). 
PmS The god of Love sits in a tree holding an arrow and a torch; maidens standing below 

on his left and youths standing below on his right render homage (foL 4r). 
F7 Guillaume sits pensively in the garden, near a fountain; birds sing in the trees (foL 

3v)_3o 

line I 59 [11. ISS-246: description of the god of Love and his entourage) 
C63 The god of Love, winged, with his eyes closed, holding an arrow in his left hand and 

a torch in his right, and wearing a chaplet of pink flowers, sits in a tree; four maidens 
seated on the left and five youths on the right render him homage (fol. 94r). 

line 207 [The narrator approaches and salutes the god of Love; he asks the 
significance of his accoutrements] 

A6 The god of Love sits on a tree; the narrator stands speaking to him (foL 2r). 
Pm6 The god of Love sits on a tree with his accoutrements; Guillaume stands before him 

(=Pm7) (foL 4v). 
F8 The god of Love in a tree, holding an arrow and a torch; his entourage standing below 

looks up to him, while the narrator kneels in supplication (fol. 4a). 

line 245 
C64 Four people look on as the narrator kneels before the god of Love, seated in a tree 

(foL 95r). 

line 247 [IL 247-376: first speech of the god of Love] 
A 7 The god of Love on a tree talks as the narrator kneels before him (fol. 2v). 
Pm 7 The god of Love sits on a tree with his accoutrements; Guillaumc stands before him 

(=Pm6) (foL Sr). 
F9 The god of Love on a tree talks as the narrator kneels before him (fol. 4b ). 31 

line 377 [L 376: the god of Love names himself; 11. 377-400: the narrator kneels and 
prays to him] 

C65 Five people look on as the narrator kneels before the god of Love, who is seated on a 
stone bench (fol. 96r). 

line 1039 [11. 40I-1070: the second speech of the god of Love, in which he describes 
his accoutrements and allegorical entourage; 11. 1037-38: the Friend is brought before 
the god of Love by the six maidens and six youths in Love's entourage] 

C66 Six people look on as the Friend kneels before the god of Love, who is seated on a 
stone bench (fol. I OOv ). 

line 1195 [11. 115I-94: third speech of the god of Love; 11. 1195-I210: departure of 
the god of Love as the narrator awakens from his trance) 

C67 The torso of the god of Love is visible above the trees; the narrator sits on the 
ground looking over his right shoulder at him (fol. 102r). 

line I293 End 

Total number of miniatures for Vergier: 

29 Reproduction in Droz(fhibault I924, facing p. 13. 
30 Color reproduction in Cerquiglini I987a, II6. 
31 Color reproduction in Ccrquiglini I987a, 71. 
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c. Le Jugement dou Roy de Behaingne 

line I [ll. l--40: in a springtime landscape, the narrator hides himself to hear the song 
of a bird] 

C I [two-column format] The narrator, wearing a pink hat, listens from behind a grove of 
trees as the Knight talks to the lady (fol. 1r).32 

P3 The Knight and lady plead their cases before the king, who is seated on a throne with 
four courtiers behind him (fol. 64r). 

Ar Two scenes. The Knight and the lady, the latter accompanied by a maidservant and a 
dog, amongst some trees; the narrator seated beneath a tree, hidden (fol. 152v).33 

V g8 Ci commence le Temps Pascour [Here begins Easter Time]. The narrator sits looking 
up at birds in a tree (fol. 47v). 

DS [two-column format] Ci commence le Jugement du Roy de Behanie comme /' acteur 
est en .i. jardin et d' une autre part .i. chevalier et d' autre une dame. et une puce lie et 
.i. petit chien [Here begins the Judgment of the king of Bohemia, how the author is 
in a garden and at one side a knight and at the other side a lady, a maidservant, and a 
little dog]. Guillaume observes the meeting between the Knight and the lady, the 
latter accompanied by her maidservant and dog, all within an enclosed garden (fol. 
58v). 

J3 Le Jugement du Roy de Behaine. The king of Bohemia gestures to the kneeling 
Knight, and to the lady, maidservant, and dog; behind them, with only his face 
visible, the narrator is seen observing from within a bush (fol. 30v).34 

[K lacuna] 
A8 [fol. 9r:] Ci apres commence le Jugement dou Roy de Behaingne. The narrator stands 

next to a stream within a walled garden with tower, looking at a bird in a tree (fol. 
9c). 

Pm8 A landscape scene: a stream flows through a walled garden to a tower on the left (fol. 
1lr). 

F10 [two-column format] Ci commence le Jugement du bon Roy de Behaingne. Kneeling 
behind some trees, Guillaume observes the meeting between the Knight and the lady, 
the latter accompanied by her maidservant and dog; many birds sing in the trees (fol. 
9v). 

E10 Cy commence le Jugement du Roy de Behangne. The narrator reclines behind some 
trees, observing the meeting between the Knight and the lady, the latter accompanied 
by her maidservant and dog; behind, a tower of Durbuy Castle is visible (fol. 37r). 

line 41 [ll. 41--SO: the Knight and the lady meet by chance] 
A9 The Knight and the lady, the latter accompanied by her maidservant and dog, discover 

the narrator, who is hiding behind a bush (fol. 9d). 
Pm9 The narrator, hiding behind some trees, observes the meeting of the Knight and the 

lady, the latter accompanied by her maidservant and dog (fol. 11 v). 
[F10 is two-columns wide, and serves here also] (fol. 9v) 

line 81 [ll. 81-205: the lady tells her story, after which she faints) 
C2 The Knight talks to the lady; nearby, the maidservant plays with the dog (fol. 1 v). 

line 257 [ll. 206--57: the Knight revives the lady and agrees to tell his story; ll. 258-
880: the Knight tells his story] 

C3 The Knight holds the lady's arm to support her as she faints; nearby, the maidservant 
plays with the dog (fol. 3r). 

line 881 [I!. 881-1184: the debate between the lady and the Knight] 
C4 The lady talks to the Knight (fol. 9r). 

line 973 [the detailed rebuttal by the Knight begins] 
C 5 The Knight talks to the lady (fol. lOr). 

32 Color reproduction in Maekawa 1989b, 87 plate 4a. Iconography discussed in Huot 1987, 
244. 

33 See the descriptions in Liborio 1973, 107; Wimsau/Kibler 1988, 20. 
34 Reproduction in Bossuat 1931, plate xxi no. 1, facing p. 368. 
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line II85 [11. II60-II84: the Knight and lady call for a judge; 11. 1185-1378: the 
narrator approaches, and proposes John of Luxembourg as a judge] 
The narrator, with the dog barking at him, approaches the Knight and lady, who have 
not yet noticed him (fol. 12v). 
Comment/' acteur parle au chevalier et a la dame dedens le jardin [How the author 
speaks to the knight and lady in the garden). Guillaume talks to the Knight and the 
lady (fol. 67v). 
The king of Bohemia sits on his throne, with the Knight and the lady standing on 
either side of him (fol. I6v).35 
The king of Bohemia sits on his throne, with the narrator (sic) and the lady standing 
on either side of him (=Pm 11) (fol. 17v). 
Guillaume, holding the dog, approaches the Knight and the lady (fol. I5r). 

line 1381 [11. 1379-1422: description of Durbuy castle) 
Comme le chevalier et la dame et /' acteur regardent Durbui le chaste/ [How the 
knight, lady, and the author look at Durbuy Castle). Guillaume shows Durbuy Castle 
to the Knight and lady (fol. 69r).36 

line 1465 [11. 1445--{57: The Knight and lady are taken to the King by Honor and 
Courtesy) 
The Knight and lady before the steps of Durbuy Castle are greeted by Honor and 
Courtesy (fol. I6r). 
[two-column format) Comme il sont assis a .ii. castes du bon roy et sont et /es 
compaignent plusieurs dames [How they are seated on either side of the good king 
and are accompanied by several ladies). The King and his entourage welcome the 
Knight and lady to Durbuy Castle (fol. 70r). 

line 1509 [11. 1509-1608: the Knight recounts the whole story to the King and asks 
for a judgment) 
The Knight and lady before the king of Bohemia (fol. I8v). 
The king of Bohemia sits on his throne, with the narrator (sic) and the lady standing 
on either side of him (=Pm!O) (fol. 19v). 
The Knight and lady kneel before the king of Bohemia; some courtiers stand behind 
the king. Elements of an unidentified coat of arms form the decorative background 
( fol. I6v ).37 

line 1609 [11. 1609-1922: the King restates the facts of the case and hears counsel of 
Reason, Love, Loyalty, and Youth) 
The narrator stands behind the lady and the Knight as they kneel before the king of 
Bohemia, who is speaking; several courtiers stand behind the king; complex towers, 
roofs, and gables provide the upper frame of the miniature (fol. 17v).38 

line 1941 [11. 1923-56: the judgment in favor of the Knight) 
Scene as in miniature C8; the King holds the hands of the kneeling lady and Knight 
as he pronounces his judgment (fol. 2Ir).39 

line 2079 End 

Total number of miniatures for Jugement Behaingne: C 9 
Vg I 
D 4 
J I 

A 4 
Pm 4 
F 3 
E I 

35 Reproduction in R. Cazelles 1947, facing p. 287. 
36 Reproductions in Machabey 1930, 424; I955b, vol. I, facing p. 16; E. Pulido 1978a, 19; 

1978b, 10. 
37 Whole page reproduced in Maekawa 1988, plate 10. 
38 Reproduction in Avril I982a, fig. 7. 
39 Reproduction in R. Cazelles 194 7, facing p. 17. 
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DI2 

d. Le Jugement dou Roy de Navarre 

line I 
Ci commence le Jugement dou Roy de Navarre [Here begins the Judgment of the 
King of Navarre]. The narrator standing (nothing else is visible) (fol. 60v). 
Comment /' acteur se meict a merencolier pour le temps qui se change [How the 
author begins to lament about the changing times]. Guillaume stands in his chamber; 
a book is on the table (fol. 74v).40 

[fol. 22r:] Ci apres commence le Jugement dou Roy de Navarre, contre le Jugement 
dou Roy de Behaingne [After this begins the Judgment of the King of Navarre, 
against the Judgment of the King of Bohemia]. Guillaume looks sadly out of the 
window of a tower (fol. 22v). 
Guillaume looks sadly out of the window of his house (fol. 23r). 
Le Jugement du Roy de Navarre contre le Jugement du bon Roy de Behangne. 
Guillaume in his bed chamber (fol. I9v). 
Cy commence le Jugement du Roy de Navarre. Machaut. Guillaume sits at his 
writing desk with a book; outside, flowering trees are visible (fol. 45r). 

line 465 
Comment /' atteur regarde les noce qui se font apres la grant morie [How the author 
observes the marriages that take place after the great mortality]. Guillaume stands 
watching a wedding feast (fol. 78r). 

line 541 
Three men on horseback (one of them the narrator) and three dogs hunting, as Lady 
Good Fortune approaches on horseback (fol. 46v). 

line 549 
[two-column format] 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 
lui [How Guillaume rides on Grisart and runs after the rabbit and the lady rides with a 
great entourage and has Guillaume de Lorris come to her and argues with him). 
Guillaume on horseback, leading the rabbit hunt (fol. 79r).41 

line 1475 
[two-column format] Comme le Roy de Navarre se siet et la royne et les .xii. 
demoissel/es en estant devant le roy desputantes a /' encontre de Guillaume de Loris 
[How the king of Navarre is seated and the queen and the twelve ladies are before the 
king arguing against Guillaume de Lorris]. The King and Queen (Good Fortune) 
seated; nine allegorical ladies are on the right, Guillaume in the middle (fol. 86v). 

line 4212 End 

Total number of miniatures for Jugement Navarre: Vg I 
D 4 
A I 

Pm I 
F I 
E 2 

40 This miniature provides the only separation (there are no rubrics or extra space) between the 
twojugement poems in MS D. Reproduction in Douce 1948, facing p. 56 (no. I). 

41 Color reproduction in Machabey 1970, plate 117; black-and-white reproductions in 
Machabey 1930, 424; 1954, 36-37 (large format); I955b, vol. I, facing p. 32. In 
miniatures D ll and D 12, "Loris" appears over an erasure. Cerquiglini (1985b, 127) 
discusses the rubric. 
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e. Remede de Fortune 42 

line I 
C I 0 [two-column format] The lover, accompanied by a young manservant, observes the 

lady of a magnificent castle; three ladies also look up to her, as she gestures towards 
the lover. She is identified by a pink hat (fol. 23r).43 

Vg!O Ci commence Remede de Fortune [Here begins the Remedy of Fortune]. A lady, 
holding a child's hand, stands before a clerk, who is instructing the child (fol. 90r).44 

JS Ci commence Remede de Fortune. The lady gives a ring to the narrator, who holds 
out his hand; Hope(?) stands behind him (fol. 47r).45 

K3 Ci commence Remede de Fortune. The lady gives a ring to the narrator, who holds 
out his hand; Hope(?) stands behind him (fol. 43r [27r]). 

A 13 Ci commence Remede de Fortune. An old man with a beard sits instructing a child 
(fol. 49v). 

Pm 13 Cy commence Remede de For tune [hairline within the frame of the miniature]. An 
old man holding a rod for discipline sits instructing a young man (identifiable as the 
lover of miniatures Pm 17 and following) (fol. 47v). 

Fl4 Ci commence Remede de Fortune. Guillaume sits at a rostrum, reading from a book 
to a group of students (cf. miniature F34, chap. 4.4g) (fol. 40r).46 

E8 Ci commence L'Ecu Bleu [Here begins the Blue Shield]. The narrator walks in a 
grove of trees holding a flower (fol. 22r). 

line 135 
C 11 Comment Amours chastie /' amant. The goddess of Love talks to the lover (fol. 

24r).47 

line 431 [before the lai Qui n' aroit (RFI)] 
C 12 [two-column format] Comment /' amant fait un lay de son sentement. The lover sits 

on the grass in a grove of trees, writing his lai on a long scroll (fol. 26r).48 

line 693 [after the lai RFI] 
Cl3 Comment/a dame fait/ire a /'amantle lay qu'il a fait. The lady, holding a small dog, 

directs the lover to read from the long scroll he is holding; off to the side, a king sits 
on a hill talking to courtiers (the game of "le Roi qui ne ment'') (fol. 28v).49 

line 771 
Vgll A king and some courtiers sit on a bench (the game of "le Roi qui ne ment") (fol. 

95v). 
J6 Comment/' amant se depart de sa dame [How the lover takes leave of his lady]. The 

42 Huot (1987, 249-59) discusses the iconography of the Remede in MS C; she also 
compares MSS C and A (1987, 275-80), and includes a Table of Miniatures (appendix B) 
with descriptions of the miniatures in the Remede in MSS C and A (1987, 343--45). Huot 
(1987, 250) links the technique of rubrication in MS C to the Roman de la Rose. 

43 Color reproduction in Avril 1978, plate 23; black-and-white reproductions in Avril !982a, 
fig. 2; !982b, 27; Byme 1984, 76; Sterling 1987, fig. 84; Wimsatt/K.ibler 1988 miniature 
I; Wimsatt !99ib, plate 17; discussed in Schmidt 1977-78, 192-93, plate 101; Huot 
1987, 244, 250. 

44 The whole page is reproduced in Maekawa 1988, plate 7; !989b, 88 plate Sb. 
45 Reproduction in Bossuat 1931, plate xxi no. 2, facing p. 368. 
46 Reproductions in Douce 1948, facing p. 56 (no. 4); Salter/Pearsalli980, 122 (discussed p. 

116); Wimsatt !99ib, plate 10. 
47 Reproduction and trans. of rubric in Wimsatt/K.ibler 1988 miniature 2. 
48 Reproductions in Huot 1987, 251 fig. 19 (discussed pp. 250-51); Wimsatt !99ib, plate 

18; Kibler/Earp 1995, 574; reproduction and trans. of rubric in Wimsatt/K.ibler 1988 
miniature 3. 

49 Color reproduction in Avril !982b, 27; black-and-white reproductions in Avril 1973, fig. 
23; Fallows 1980, 364; Wimsatt/K.ibler 1988 miniature 4 (with trans. of rubric). On the 
game of "le Roi qui ne ment," see Green 1990; the game is also depicted in the Voir Dit, 
miniatures Al34 and Pm lOO (chap. 4.4k). 
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K4 

Al4 
Pml4 
Fl5 

[Vg 

narrator and the lady, standing (fol. 51 v). 
Comment/' ament se depart de sa dame. The narrator and the lady, standing (fol. 46v 
[30v]).50 

Guillaume takes leave of his lady and enters the Park of Hesdin (fol. 54v).51 

Guillaume takes leave of his lady (fol. 52r). 
The narrator washes his hands at a fountain (fol. 44r). 

line 841 
very large initial] (fol. 96r)52 

line 921 [after music for first strophe of the complainte Tels rit (RF2)] 
C 14a-b [two-column format, two large miniatures] Comment/' amant fait une complainte de 

For tune et de sa roe. At the top (a), the lover sits in a walled garden (the Park of 
Hesdin), writing his complainte; at the bottom (b), Fortune, blindfolded, turns a 
wheel with three people on it: at the top a king, on the right side a man falling off, 
and on the left side another man climbing up (fol. 30v).53 

Cl5 

J7 

[K 
Al5 
Pml5 

Cl6 

line 1001 [Nebuchadnezzar's drearn54: Daniel ii.3!-35] 
[fol. 3ir:] Comment Nabugodonosor song a qu' il veoit une figure qui se c/aimme 
statua. King Nebuchadnezzar asleep in bed; a black statue with gold head and brown 
feet stands beside the bed (fol. 31 v).ss 
Le songe du Roy Nabugodonosor [King Nebuchadnezzar's dream]. King Nebuchad­
nezzar asleep in bed; the statue stands on the bed (fol. 53r). 
lacuna] 
A black statue with gold hair and savage appearance (fol. 56v).56 

A statue with a gold head, dark copper torso, bronze legs, grey feet, and savage 
appearance (fol. 53v). 

line 1193 
Commant /' amant se plaint de Fortune. The lover sits on the ground with his head in 
his hand, pointing to a blindfolded Lady Fortune (fol. 32v).57 

50 Reproduction of entire folio in Hamburger 1953, plate 30 (description pp. 124-25). 
51 The number "xi" is visible beside the miniature. 
52 A similar amount of space is supplied with a miniature elsewhere in Vg (cf. Alerion and 

Confort). 
53 Col or reproductions in Wimsatt/Kibler 1988, frontispiece; Cerquiglini-Toulet 1993b, xiii; 

detail of the Wheel of Fortune on the sound recording New Albion NA068CD (chap. 8.8); 
black-and-white reproductions in Patch 1927, plate 9, facing p. !58 (miniature Ci4b); 
Loomis 1965, plate 58; Kurose 1977,315 plate 137; A.H. Nelson 1980, plate 23a; Avril 
1982a, fig. 1; cover of Cerquiglini 1985b; Wimsatt/Kibler 1988 miniature 5 (with trans. 
of rubric); Leech-Wilkinson 1990a, 226 fig. 66. Discussion in Huot 1987, 252; on the 
Park of Hesdin, see Van Buren 1986a, esp. 123. A.H. Nelson (1980, 227) makes the 
following observation about the depiction of Lady Fortune in this miniature: "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." 

54 The iconography of this scene is comparable to an image that heads many manuscripts of 
the Roman de la Rose, with Dangier standing beside the dreamer asleep in bed; see Huot 
1987, 258-59. 

55 Reproductions in Huot 1987, 253 fig. 20 (discussed pp. 252-54); Wimsatt/Kibler 1988 
miniature 6 (with trans. of rubric). 

56 Reproduction in Huot 1987,276 fig. 27 (discussed pp. 275-77). 
57 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 7; whole page 

reproduced in Maekawa 1988, plate 6. Discussion in Huot 1987, 254. 
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line 1273 
C I 7 Comment /' amant entrevit sa dame. The lover sees his lady entering the castle; a 

maidservant holds the train of her dress (fol. 33v). ss 

line !401 
Cl8 [fol. 34r:] Comment/' amant se complaint a lui meismes. The lover sits dejected on a 

hill (fol. 34v).59 

line 1481 [after the text of the complainte RF2] 
Cl9 Comment Esperance vint conforter /' amant. Hope, with a transparent scarf in her 

hair, holds the lover's hand as he begins to doze off (fol. 35r).60 

Pe I Hope sitting on grassy slope next to castle, talking to the narrator, who is reclining 
on one elbow (fol. 12v). 

[V g very large initial (fol. !OOv)) 
E9 [room for rubric, but none entered] The narrator and Hope recline next to a spring in a 

walled garden (fol. 27r). 

C20 

C21 

[Vg 
J8 

K5 

Al6 
Pml6 

C22 

C23 

C24 

line 1671 
[fol. 36r:] Comment Esperance ensaigne et aprent /' amant. The lover listens to Hope 
(fol. 36v).61 

line 1821 
Comment Esperance chastie /' amant. Hope stands scolding the lover (fol. 37v).62 

line 1863 
very large initial) (fol. !03r) 
Les droites armes des amans: /' escu bleu [The true lover's arms: the blue shield]. A 
blue escutcheon with white teardrops (cf. miniature A 16) (fol. 59r). 
Les droites armes des amens: el escu bleu. A blue escutcheon with white teardrops 
(cf. miniature A 16) (fol. 53r [35r]). 
A blue escutcheon with a red heart pierced by an arrow (fol. 62r).63 

A blue escutcheon with white teardrops and a red heart pierced by an arrow (fol. 58v). 

line 1881 
Comment Esperance moustre /es droites armes d'Amours a /'amant. The lover and 
Hope sit on either side of an escutcheon (a red heart pierced by an arrow), which is 
hanging from a tree (fol. 38r).64 

line 1977 
Comment /' amant s' en dort en ooiant chanter Esperance. Hope sits singing from 
long scroll while the lover sleeps (fol. 38v).65 

line 2039 
Comment Esperance demande a /' amant s' e/le a bien chant e. Hope, with her hand on 
the lover's head, places a ring on his finger (fol. 39v).66 

58 Reproductions in Wimsatt/Kibler 1988 miniature 8 (with trans. of rubric); Maekawa 
1989b, 86 plate 2. Discussion in Huot 1987, 254. 

59 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 9. Discussion in Huot 
1987, 254. 

60 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 10. Discussion in 
Huot 1987, 252. 

61 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 11. 
62 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 12. 
63 The number "xiii" is visible beside the miniature. Reproduction in Huot 1987, 278 fig. 28 

(discussed pp. 275-77). 
64 Reproductions in Huot 1987, 255 fig. 21 (discussed pp. 254--56); Wimsatt/Kibler 1988 

miniature 13 (with trans. of rubric). 
65 Reproductions in Wimsatt/Kibler 1988 miniature 14 (with trans. of rubric); Wimsatt 

199lb, plate 20. Discussion in Huot 1987,256. 
66 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 15. Discussion in 

Huot 1987, 256. 
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[Vg 
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[Vg 
A 18 
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C27 

C28 

C29 
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C31 

C32 

Al9 
Pml9 
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Vgl2 

C34 

line 2097 
very large initial] (fol. 104v) 
Hope places a ring on Guillaume's finger as he sleeps on a hillside (fol. 63v).67 

Hope places a ring on the lover's finger as he sleeps beneath a tree on a hillside (fol. 
60r). 

line 2148 
[fol. 40r:] Comment Esperance dit a /' amant que/ pouer e/le a. Hope talks to the 
lover (fol. 40v).68 

line 2287 
Comment /' amant par le a Esperance. The lover talks to Hope, who has her back 
turned to him (fol. 41 v).69 
very large initial] (fol. 105v) 
Guillaume talks to Hope (fol. 65r). 
The lover and Hope (fol. 6lr). 

line 2353 
Commant /' amant mercie Esperance. The lover, cape in hand, bows to thank Hope 
(fol. 42r).70 

line 2403 
Comment Esperance parle a/' amant de Fortune. Hope talks to the lover (fol. 42v).71 

line 2522 
Comment/' amant par/ea Esperance. The lover talks to Hope (fol. 43r).72 

line 2685 
Comment Esperance par/ea/' amant. Hope and the lover converse (fol. 44v).73 

line 2857 [before the ballade En a mer (RF4)] 
Comment Esperance bailie a /' amant une chancon et/a chante devantli. Hope offers 
a scroll to the lover (fol. 45v).74 

line 2893 [after the ballade RF4] 
Comment Esperance se depart de /' amant. Hope's torso is visible above the trees; 
below, the lover holds a scroll (fol. 46v).75 

Guillaume listens as Hope sings the ballade (no scroll present) (fol. 69v). 
The lover and Hope (fol. 65r). 

line 3013 [before the ballade Dame, de qui (RF5)] 
Comment /' amant fait une balade. The lover sits on the ground with his legs crossed, 
writing on a scroll draped across his knee (fol. 4 7v).76 

The narrator kneels with an open book before Hope, who holds a dog (fol. 47v). 

line 3077 
Comment Esperance tient /' amant par la main et le mainne veoir le manoir sa dame. 

67 The number "xiiii" is visible beside the miniature. 
68 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 16. 
69 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 17. 
70 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 18. 
71 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 19. 
72 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 20. 
73 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 21. 
74 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 22. Discussion in 

Huot 1987,256. 
75 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 23. Discussion in 

Huot 1987, 256. 
76 Reproductions of the whole page, with the music of the ballade Dame, de qui in Parrish 

1957, plate xlix; Reaney 1980a, 433; Wimsatt/Kibler 1988 miniature 24 (with trans. of 
rubric); reproduction of miniature in B. and J. Cerquiglini 1984, 34. Discussion in Huot 
1987, 256. 
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C37 

C38 

C39 

C40 
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Hope holds the hand of the lover in front of the castle (fol. 48r).77 

very large initial) (fol. 112v) 
[fol. 7lr:) L' amant. Guillaume and Hope speak (fol. 71 v). 
L' amant [hairline). The lover and Hope (fol. 66r). 

line3181 
Commant /' amant s' agenoille en la saute devant le manoir sa dame. Hope's head is 
visible above the trees; the lover, seated before his lady's castle, writes on a scroll 
draped across his knee (fol. 49r).78 

line 3205 [before the priere] 
very large initial] (fol. 113r) 
Les graces et mercis que /' amant rent a Amours [The thanks the lover renders to 
Love). The narrator thanks the god of Love (fol. 69r). 
lacuna) 
L' amant. Guillaume kneels before his lady's castle, his hands clasped in prayer (fol. 
72r).79 

The lover kneels before his lady's castle, his hands clasped in prayer (fol. 67r). 

line 3349 [after the priere] 
very large initial) (fol. 114r) 
Guillaume is welcomed by the lady and courtiers onto the grounds of the castle (fol. 
73r). 80 

The lover is welcomed by the lady and courticrs onto the grounds of the castle (fol. 
67v). 

line 3451 [before the virelai Dame, a vous (RF6)] 
[two-column format] Comment/' amant chante empres sa dame. Five ladies and five 
men in a round dance near the castle; the lady with the pink hat directs her gaze at the 
lover, who approaches from the right with two other men (fol. 5lr).81 

line 3573 
Commant /' amant parle a sa dame. Three couples converse as they return to the 
castle; the last couple is the lady and the lover (fol. 52r). 82 

line 3729/3731 
Comment la dame parle a /' amant. The lady and the lover talk face to face; a 
maidservant holds the lady's train (fol. 53v).83 

line 384 7/3849 
[fol. 54v:] Comment /' amant mercie sa dame. The lover kneels before his lady as 
three other ladies look on (fol. 54r).84 

line 394 7/3949 
[two-column format) Comment /' amant fu au disner sa dame. The lady and the lover 

77 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 25. 
78 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 26. Discussion in 

Huot 1987, 256. 
79 The number "xviii" is visible beside the miniature. 
80 The number "xix" is visible beside the miniature. 
81 Color reproductions on the cover of the sound recording Reflexe lC 063-30 106 (chap. 

8.8); Avril 1978, plate 24; 1982b, 26; black-and white reproductions in Besseler 1931, 
141; Reaney 1952a, 1043--44; Komma 1961, 51 no. 122; Machabey 1966, 218; Roussel 
1967, 55; Chailley 1972, 77; Sterling 1987, fig. 86; Wimsatt/Kibler 1988 miniature 27 
(with trans. of the rubric); Wimsatt 199lb, plate 19; Boulton 1993, frontispiece. Huot 
(1987, 344) indicates that the Lover is already taking part in the dance beside his Lady, a 
possible alternative interpretation (see also Wimsatt 199lb, commentary to plate 19). 
Further discussion of the carole in Huot 1987, 256, 272. 

82 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 28. 
83 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 29. 
84 Reproduction and trans. of rubric in Wimsatt/Kibler 1988 miniature 30. 
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(here wearing a pink hat like the lady's) stand at opposite ends of a large banquet hall 
in the castle; on the right are two musicians with straight trumpets; on the left are 
two bagpipers; a complex of chapel roofs, towers, and gables form the upper frame of 
the miniature (fol. 55r). ss 

line 4077/4079 
Comment la dame et /' amant changent d' aniaus. The lady and the lover exchange 
rings as Hope stands in between, with a hand on the back of each of the two (fol. 
56r).86 

line 4107/4109 [before the rondeau Dame, mon cuer en vous (RF7)] 
[two-column format] Comment /' amant s' en va chant ant. A tournament, with 
knights in armor jousting; the lover departs on horseback, singing from a scroll; in 
the back five ladies observe from a spectator's box (none wears a pink hat) (fol. 
56v).87 

line 4115/4117 [after the rondeau RF7] 
very large initial] (fol. 119v) 
The lover on horseback takes leave of his lady (fol. 78v).88 
The lover on horseback takes leave of his lady (fol. 72r). 

line 4217/4219 
Comment/' amant parle a sa dame. The lover and the lady talk (fol. 58r).89 

line 4275/4277 
very large initial] (fol. 120v) 
Guillaume on one knee renders hommage to the god of Love, who is sitting on a tree 
(cf. miniature A 7, chap. 4.4b) (fol. 80r).9° 
The lover on his knees renders hommage to the god of Love, who is sitting on a tree 
with his accoutrements (cf. miniature Pm7, chap. 4.4b) (fol. 73r). 

line 4298/4300 End 

Total number of miniatures for Remede: c 34 A 12 
Pe I Pm 12 
Vg 3 F 2 
J 5 E 2 
K 3 

f. Le Dit dou Lyon 91 

line 1 
The enchanted island: a springtime landscape with birds and animals in the woods, 
the encircling stream in the foreground, and a castle behind (fol. 103r).92 

Ci commence le Dit dou Lyon [Here begins the Poem of the Lion]. The narrator sits 
before the lion (fol. 122r). 

85 Color reproduction in Avril 1978, plate 25; black-and-white reproductions in Besseler 
1931, 143; Borren 1946, 116; Komma 1961, 58 no. 136; Machabey 1966, 220; Avril 
1982a, fig. 3; 1982b, 27; Sterling 1987, fig. 85; Wimsatt/K.ibler 1988 miniature 31 (with 
trans. of the rubric). Ehrhart (1990, 152 n. 14) notes that men and women occupy separate 
tables (see note to Fonteinne I. 1715, chap. 4.4i); further discussion in Huot 1987,257. 

86 Color reproduction in Coen Pirani 1966, 131; black-and-white reproduction and trans. of 
rubric in Wimsatt/K.ibler 1988 miniature 32. 

87 See comment in Huot 1987, 257-58. Reproductions in Baron/Avril 1981, 319; Wimsatt/ 
Kibler 1988 miniature 33 (with trans. of rubric). 

88 The number "xx" is visible beside the miniature. 
89 Reproduction and trans. of rubric in Wimsatt/K.ibler 1988 miniature 34. 
90 The number "xxi" is visible beside the miniature. Discussion in Huot 1987, 279. 
91 Aspects of the iconography of Lyon are discussed in Sasaki 1982,29-30,34-37. 
92 Color reproductions in Avril 1978, plate 26; 1982b, 27; Sterling 1987, fig. 83; Cerqui­

glini-Toulet 1993b, xii. Discussion in Huot 1987,244. 
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THE MINIATURES 

Ci commence le livre du Dit du Lyon. The narrator encounters the lion, who enters 
from behind some trees (fol. 77r). 
Ci commence le Dit du Lion. The narrator encounters the lion, who enters from 
behind some trees (fol. 69r [43r ]). 
Ci commence le Dit dou Lyon. Guillaume stands within a walled garden surrounded 
by a stream (fol. 80v). 
The lover stands in a grove of trees encircled by a stream (fol. 73v). 
[double scene] Ci commence le Dit dou Lyon. Guillaume washes his hands in his bed 
chamber; outside, the stream encircling the enchanted island, and a grove of trees with 
birds are visible (fol. 63v).93 

Ci commance le Dit du Lyon. The narrator in bed looks out on a garden (fol. 6!r). 
Ci commence le Dit du Lion. The narrator stands in a grove of trees beside a building 
with a stream in the foreground. A lion and other animals are visible among the trees 
(fol. la). 

line 107 
The narrator stands before the stream encircling the island (fol. !22v). 
blank space for miniature] (fol. Id) 

line 151 
The narrator rows a boat across the stream (fol. 104r). 
The narrator in a boat at the edge of a forest (fol. !23a). 
Guillaume in a boat (fol. Sic). 
The lover in a boat in the stream of miniature Pm25 (fol. 74r). 
Guillaume boards a boat at the forest's edge. Unidentified coat of arms (fol. 64c). 
The narrator rowing a boat in the stream (fol. 2a). 

line 175 
The narrator stands on the shore, with the boat in the stream; birds and animals are 
all around (fol. !04v).94 
The narrator in the forest next to the stream (fol. !23b). 
Guillaume ties the boat to a tree (fol. 8ld). 
The lover ties the boat to a tree in the grove (fol. 74v). 
Guillaume ties the boat to a tree. Unidentified coat of arms (fol. 64c). 
The narrator stands on the shore, with the boat in the stream, tied to a tree (fol. 2b). 

line 279 
The narrator stands as a lion emerges from the bush (fol. I 05v). 
The narrator stands in the forest (fol. !24a). 
The lion holds part of Guillaume 's robe in his jaws (fol. 82v). 
The lion holds part of the lover's robe in his jaws; the encircling stream is still 
visible (fol. 75r). 
The lion holds part of Guillaume 's robe in his claws as savage beasts threaten. 
Elements of an unidentified coat of arms form the decorative background (fol. 65r). 
Comment le lyon prist /' amant par le giron [How the lion took the lover by the 
robe]. The lion holds pan of the narrator's robe in his jaws as several savage beasts 
threaten from the side; the stream is visible in the background (fol. 6! v). 
blank space for miniature] (fol. 3a) 

line 325 
The lion holds pan of the narrator's robe in his jaws as several savage beasts threaten 
from the side (fol. 106r). 
The narrator stands in the forest, with the lion visible behind a tree (fol. !24b). 
The narrator, in the forest, pets the lion on the head (fol. 3b). 

line 433 
The narrator and the lion drink from the encircling stream (fol. I 06v).95 

93 The whole page is reproduced in Maekawa 1988, plate 9; 1989b, 90 plate 7b. 
94 The number "iii" is visible above the miniature. 
95 Reproduction in Avril !982a, fig. 8. 
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The narrator watches as the lion drinks from the stream (fol. 125a). 
The lion leads Guillaume to a fountain, holding part ofGuillaume's robe in his jaws 
(fol. 83c). 
The lion leads the lover to a spring, holding part of his robe in his jaws (fol. 76b). 
The narrator and the lion drink from a fountain (fol. 66a). 
Comment le lyon mena /' amant devant la dame [How the lion led the lover before the 
lady]. The narrator kneels before the lady, who is seated in front of a canopy; the lion 
looks up at her as savage beasts threaten from the side (fol. 62r). 
space for a miniature] (fol. 4a96) 

line 442 
The lion drinks from a fountain, with the narrator beside him (fol. 80r). 
lacuna] 

line 453 
The narrator stands before the lady (queen), who is seated (fol. 125b). 
Guillaume at the spring; two ladies and two men have appeared (fol. 83d). 
The lover at the spring; two ladies and two men have appeared (fol. 76b ). 
Guillaume and the lion beside a fountain; the lion holds part of Guillaume 's robe in 
his claw; the lady (a queen) appears with her entourage (fol. 66a). 
Two couples sit on either side of the lady (a queen), who is seated with her hand on 
the head of the lion, lying at her feet (fol. 4b).97 

line 515 
The narrator stands before the lady, who is seated on a throne under a canopy; the lion 
sits beside her, and her followers stand behind as several savage beasts threaten from 
the side, behind the narrator (fol. 107v). 
The lady pets her lion (fol. 125v). 
The lady and her lion (fol. 84r). 
The lion kneels before his lady (fol. 76v). 
The lady pets the lion's head; several savage beasts threaten from the side (fol. 
66v).98 

Five women seated; in the middle, the lady pets the lion (fol. 4d). 

line 535 
The lady pets the lion's head (fol. 80v). 
The lady pets the lion's head (fol. 72r [45r]). 

line 591 
The lady standing (fol. 126r). 
The lion kneels before his lady as several savage beasts threaten (fol. 84v).99 

The lion kneels before his lady as several savage beasts threaten from behind the lady 
(fol. 77r). 
Guillaume, the lady, and her lion; several savage beasts threaten. Elements of an 
unidentified coat of arms form the decorative background (fol. 67a).100 

blank space for miniature] (fol. Sb) 

line 625 
The narrator stands before the lady, who is seated on a throne under a canopy; the lion 
sits beside her, with two ladies on either side of her; savage beasts threaten the lion 
from the right (fol. 108r). 
The lady stands before the lion (fol. 126v). 
The lady proffers her hand to the lion (fol. 85r).10 1 

The lady pets the lion's head (fol. 77v). 

96 This folio reproduced in Olschki 1932, plate xlv. 
9? Reproductions in Wescher 1931, plate 31; Olschki 1932, plate xlv. 
98 Color reproduction in Cerquiglini 1987a, 95. 
99 The number "xxix" is visible beside the miniature. 
100 Reproduction in Avril 1982a, fig. 15. 
101 The number "xxx" is visible beside the miniature. 
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THE MINIATURES 

The lady speaks to the lion; several savage beasts are visible behind him (fol. 67a). 
blank space for miniature] (fol. Se) 

line 709 
The narrator stands before the lion (fol. 127a). 
Guillaume kneels before the lady (fol. 85v). 
The lover kneels before the lady (fol. 78r). 
Guillaume kneels before the lady; the lion is between them (fol. 67v). 
blank space for miniature] (fol. 6a) 

line 747 
An old knight talks to the narrator as the lady sits in a bower; three other ladies stand 
to the side (fol. 109r). 
The narrator kneels before the lady (fol. 127b). 
blank space for miniature) (fol. 6b) 

line 767 
The narrator and the lady sit next to each other (fol. 127v). 
A knight speaks to Guillaume (fol. 86r).102 

The old knight speaks to the lover (fol. 78v). 
The old knight (bearded, with the robe of a clerk) speaks to the lover in the lady's 
presence (fol. 68r). 
Comment la dame araisona /' amant. The narrator kneels before the lady, who is 
standing before her tent; the old knight stands by the narrator; the stream is visible 
on the side (fol. 63r). 

line 923 [11. 853-1800: speech of the old knight103; 11. 923-1586 on various types 
of men, 11. 939-88 on false men] 
The old knight talks to the narrator; to the right a king is surrounded by nobles and 
other men, including one with a bishop's mitre (fol. 110v).104 

The narrator and the lady stand conversing (fol. 128v). 
Three ladies and three gentlemen face each other (fol. 87r). 
Three ladies and three gentlemen face each other (fol. 79v). 
Three ladies sit on the left before a group of men; various estates are represented (fol. 
68v). 
Three groups of people outdoors: three kings on left, three clerics in middle, and five 
noble persons in a round dance on the right (fol. 7c ). 

line 989 [11. 989-1118: faithful men] 
Three noble couples talk (fol. lllr). 
Two men kneel before two ladies (fol. 129r). 
Three ladies and three gentlemen face each other (fol. 87v). 
Three ladies and three gentlemen face each other (fol. 80r). 
Three ladies sit on the left before three kneeling gentlemen (fol. 69r). 
blank space for miniature) (fol. 8a) 

line 1119 [11. 1119-212: deceitful men) 
Two men bow before two ladies (fol. 112r). 
A man stands before a monk (fol. 130r).105 

A couple converse standing beside three trees (fol. 83v). 
Desfaus amens [false lovers). A couple converse standing beside three trees (fol. 75v 
[48v]). 
Three ladies and three gentlemen face each other (fol. 88v). 
Three ladies and three gentlemen face each other (fol. 80v). 

102 Reproduction of a detail of the narrator in Maekawa 1988, plate 16; the whole page is 
reproduced in 1989b, 89 plate 6b. 

103 Here and below, I have borrowed several summary descriptions from Ke11y (1978, 105). 
104 Reproduction of a detail of the narrator in Maekawa 1988, plate 15. 
105 Maekawa (1985, 105 n. 284), notes that a11 of the types of lovers condemned in the 

fo11owing passage are represented in Vg by priests (see the miniatures Vg29, 32, 35). 
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Three ladies sit on the left before two kneeling gentlemen (fol. 69v). 
blank space for miniature] (fol. 9a) 

line 1213 [ll. 1213-344: recreants] 
A tournament: two knights in armor charge each other with lances, while three ladies 
observe from a spectator's box (fol. 113r). 
Two knights in armor charge each other with lances (fol. 130v). 
A knight, fully armed, mounted on a charging horse (fol. 89r). 
A knight, fully armed, mounted on a charging horse (fol. 8lr). 
Two knights in armor, each with a shield, ride towards three ladies (fol. 70r). 
blank space for miniature] (fol. 9c) 

line 1345 [ll. 1345-504: chivalrous knights] 
Five knights on horses bid farewell to two ladies who observe from behind the walls 
of a castle (fol. 114r). 
Four men sit on the left; one points towards three ladies, who stand off to the right 
(fol. 131 v). 
Several knights mounted on horses (fol. 90r).l06 
Several knights in armor, mounted on horses (fol. 82r). 
Three ladies stand at the door of a castle; one man holds both hands of the first lady; 
another man stands behind him (fol. !Oc). 

line 1505 [ll. 1505-22: braggarts] 
The philanderer sits holding the hand of each of two ladies beside him; another lady 
stands to the right (fol. llSr). 
Three monks and three nuns stand before each other (fol. 132c). 
The philanderer speaks to two ladies (fol. 91r). 
The philanderer speaks to two ladies (fol. 83r). 
Three ladies sit before two kneeling gentlemen (fol. 71 v). 
Three men and two ladies seated on a grassy hill (fol. llc).107 

line 1523 [ll. 1523--86: peasants] 
Six peasant couples dance in a circle; on the left, a peasant couple (Robin and Marote 
of I. 1545) and dog (fol. 115v). 
Two peasant couples seated (fol. 132d). 
A peasant couple eat with three other peasants (fol. 72a). 
blank space for miniature] (fol. lid) 

line 1545 
De Robin et de Marote en sot has [?] [On the peasants Robin and Marote (?)].Robin 
hands Marote a purse (fol. 86bis r). 
De Robin et de Mariom en sot has[?]. Robin hands Marion a purse (fol. 78r [Sir]). 

line 1587 [ll. 1587-{)98: on types of women; ll. 1593-606 on deceitful ladies] 
A bearded gentleman gestures to a group of five ladies and gentlemen (fol. 116a). 
A lady kneels before a man (fol. 133b). 
The beguiling woman begins to embrace a gentleman (fol. 9ld). 
The beguiling woman begins to embrace a gentleman (fol. 83v). 
blank space for miniature] (fol. 12b) 

line 1607 [ll. 1607-20: perspicacious ladies] 
Two ladies stand before two kneeling monks (fol. 133b). 
Two lovers; the lady dismisses a third man (fol. 9ld).108 

lacuna] 
A lady places a chaplet on a kneeling gentleman (fol. 72b). 

106 The number "xxxvii" is visible beside the miniature. 
I 07 Written instructions to the illuminator are partially visible in the bottom margin: "i 

jardin ou il ara damez hommez asis ensemble et requiroient les damez d'amer et dariere eux 
a-I ... " (trimmed) [a garden with ladies and men seated together and the men beseech the 
ladies to love them and behind them trees(?)]. 

108 The number "xl" is visible beside the miniature. 
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THE MINIATURES 

blank space for miniature] (fol. 12b) 

line 1621 [11. 1621-34: women who pursue pleasure and amusements] 
Three men and two ladies dance in a circle, accompanied by a fourth man playing 
bagpipes (fol. 116b). 
Three men and two ladies dance in a row (fol. 1 16b). 
Four couples dance in a circle (fol. 92a).109 

lacuna] 
Three couples in a round dance before a grove of trees (fol. 12c). 

line 1635 [11. 1635-56: ladies devoted to chivalrous knights] 
Two pairs of knights on horseback in hand-to-hand combat; three ladies observe from 
the tower of a castle (fol. 116c). 
A lady stands looking on as several knights on horseback do battle (fol. 133d). 
A lady standing alone between two trees (fol. 92b). 
lacuna] 
blank space for miniature] (fol. 12d) 

line 1657 [II. 1657-{56: seductresses] 
A gentleman bows before a lady, who holds his hand as she places a chaplet of 
flowers on his head (fol. 116d). 
A lady kneels holding a chaplet to a man standing before her (fol. 133d). 
A lady gives a chaplet of flowers to Guiiiaume (fol. 92c). 
lacuna] 
blank space for miniature] (fol. 12d) 

line 1667 [11. 1667-98: ladies haughty because they fear deception] 
A gentleman and a lady stand holding hands (fol. 117r). 
A man and a lady sit in a forest, conversing (fol. 134r). 
A man and a lady converse (fol. 92c). 
lacuna] 
blank space for miniature] (fol. 13a) 

line 1773 
A bearded gentleman, standing next to the stream with the boat, appears to bless the 
island (fol. 117v).110 

line 1801 
The narrator and the lady talk, her hand on the head of the lion beside her (fol. 134v). 
Seated on a cushion beside a spring, the lady pets the head of the lion lying beside 
her as she talks with Guiiiaume (fol. 93c). 
Seated on a cushion beside a spring, the lady pets the head of the lion lying beside 
her as she talks with the lover (fol. 84c).l 11 

blank space for miniature] (fol. 13d) 

line 1810 
The narrator and the lady sit on the grass beneath a tree as the lady pets the lion (fol. 
87v). 
lacuna] 

line 1845 
The lady pets the head of the lion lying beside her as she talks to the narrator, who is 
seated beside her; savage beasts threaten from the left, and two other men look on 
(fol. 118r). 
The narrator and the lady stand and talk (fol. 135r). 
Nearly the mirror image of miniature A48 (fol. 93d). 

109 Reproduction in MGG 8 (1960), plate 73, facing cols. 1409-10. 
110 Maekawa (1989b, 72-73) indicates that the iconography recaiis that of God creating the 

world (reproduction in 1989b, 85 plate la). 
111 Long written instructions for the iiiuminator (effaced), to the right of the frame of the 

miniature. 
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= Pm43, with the lover standing (fol. 84d).112 

blank space for miniature] (fol. 14b) 

line 197S 
The narrator kneels before the lady; the lion lies beside her (fol. 136r). 
The lady feeds the lion a leg of!amb or deer (fol. 94v). 
The lady feeds the lion a leg of lamb (fol. 8Sv).113 

blank space for miniature] (fol. !Sa) 

line 2077 
The narrator and the lion stand next to the stream; the boat is visible (fol. 136v). 
blank space for miniature) (fol. IS d) 

line 2129 
C91 The narrator rows the boat as the lion looks on from the bank of the stream (fol. 

120r). 

C44 
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line 2204 End 

Total number of miniatures for Lyon: C 24 
Vg 31 
J 6 
K 4 
A 26 

g. Le Dit de [' Alerion 

line 1 

Pm 20 
F 18 
Bk 10 (20 others left blank) 
E 4 

[two-column format) Springtime scene with four children playing: in the foreground, 
two catch butterflies with a net; to the right, another holds a bird in his hand; in the 
background, another sits beside a nest of birds with a bird perched on his finger, 
keeping another bird at bay with his outstretched hand (fol. S9r).114 

Ci commence le Dit de I'Aierion [Here begins the Poem of the Alerion). A clerk 
stands holding a crying child by the hand; a nobleman appears to instruct them (cf. 
miniature VglO, chap. 4.4e) (fol. 139r).11 5 

Ci commence le Dit de /' Alerion. A nobleman riding on horseback, with a hunting 
bird perched on his hand (fol. 96v). 
A nobleman on horseback with a hunting bird perched on his hand (fol. 183v). 
Ci commence le Dit de/' Alerion. Guillaume sits at a rostrum reading from a book to 
a group of students (cf. miniature Fl4, chap. 4.4e) (fol. 7Sv). 
Cy commance le Dit des .iiii. Oysiaulx [Here begins the Poem of the Four Birds). A 
Knight, with a bird perched on his hand, stands before a forest full of birds (fol. 
69r).l 16 

line 477 
The narrator walks pensively beside a grove of trees (fol. 62r). 
Comment /' amant s' en arrwura de /' espervier [How the lover fell in love with the 
sparrow hawk]. The narrator watches the sparrow hawk perched in a tree, holding a 
small bird in its claws; four other birds are in flight (fol. 70r). 

11 2 Short written instructions for the illuminator (effaced), to the right of the frame of the 
miniature. 

113 Written instructions for the illuminator to the right of the frame of the miniature: "Une 
dame tenant en sa main i. quantite de mothon dont elle repaist i. lion ... la buce" 
(deciphered in the dossier at the Pierpont Morgan Library) [A lady holding in her hand a 
quantity of mutton, which she feeds to a lion). 

114 Reproductions in Avril 1982a, fig. 9; Maekawa 1988, 146--47, plate 11. Discussion in 
Huot 1987, 244. 

115 This miniature has a multi-lobed frame with tricolor border, similar to those in the 
miniatures reproduced in Avril 1978, plate 32-33 (cf. the miniature Vgl, at the 
beginning of the Loange). 

116 Reproduction in Avril 1982a, fig. 14. 



164 

C46 

Vg45 

C47 
Vg46 

Vg47 

Vg48 
C48 

Vg49 

C49 

cso 

VgSO 

CS! 

C52 

C53 

C54 

VgSI 

El9 

css 

THE MINIATURES 

line 775 
The narrator, holding a stick in his gloved hand, looks up at four birds in a tree (fol. 
64v). 

line 863 
[fills only two-thirds of the column width117] The narrator looks up at a sparrow 
hawk in a tree (fol. l44r). 

line 945 
The sparrow hawk is perched in one tree as the narrator climbs another (fol. 65v). 
[fills only two-thirds of the column] The narrator looks up at a sparrow hawk in a 
tree (fol. 145a). 

line 1015 
[fills only two-thirds of the column) The narrator stands with the sparrow hawk 
perched on his hand (fol. 145b). 

line 1111 
[fills only two-thirds of the column] Two men stand by a forest and talk (fol. 146a). 
The narrator stands with the sparrow hawk perched on his hand (fol. 66v). 

line 1151 
[fills only two-thirds of the column] The god of Love talks to a lady and a man (fol. 
146b). 

line 1307 
A large sparrow hawk, perched on a pole extending between two trees, holds a 
smaller blue bird in its claws; a falconer's glove is draped over the pole (fol. 68r). 

line 1495 
The goddess of Love talks to the narrator (fol. 69v). 

line 1511 
[fills only two-thirds of the column) Two men, each with a bird perched on his arm, 
face the seated narrator (fol. 148v). 

line 1819 
Venus accepts the golden apple from Paris as two other ladies look on (fol. 71 v). 

line 2091 [Expedition of Guillaume Longue-Epee118] 

St. Louis and knights on horseback (fol. 73v). 

line 2181 
St. Louis sits on a throne before his tent as three knights stand on the right; one is 
in armor (Guillaume Longue-Epee); a walled city or castle is visible in the 
background (fol. 74r). 

line 2401 
The goddess of Love, with the alerion perched on her gloved hand, offers the bird to 
the narrator, who kneels to accept it; three ladies, two with red apples, look on (fol. 
76r). 

line 2471 
[fills only two-thirds of the column] The goddess of Love, with the alerion perched 
on her arm, offers the bird to the narrator (fol. 154v). 
Commant Amours envoi a /'a/er ion a /'am ant [How Love sent the alerion to the 
lover]. The god of Love, with the alerion perched on his gloved hand, offers the 
alerion to the narrator (fol. 75v). 

line 2761 
A man on horseback with a lure; six birds, with the alerion among them, are flying 
in the air (fol. 78v). 

11? The amount of space filled here with a miniature (the same practice is seen in Confort) is 
equal to the space that was filled with large initials in the Remede in MS V g. 

liS Hoepffner 1908-21, 2:lxv and n. 2, lxix; Calin 1974, 96-97; Brownlee 1984,74. 
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line 3029 
C56 The goddess of Love talks to the narrator (fol. 80r). 
E20 Comment/' amant s' enamoura de/' aigle [How the lover fell in love with the eagle]. 

A man shows an enormous eagle to the narrator, whose finger is held in the bird's 
beak (fol. 77v). 

line 3401 
C57 A king and others (among whom two lovers embrace), all on horseback, watch as a 

large blue falcon attacks a brown eagle, which sits on a bush with its wings 
outstretched (fol. 82v).ll9 

line 3803 
C58 Reason, holding an apple, appears to hit the narrator with a stick as two other ladies 

(Courtesy and Love) look on (fol. 85v). 

line 3987 
E2 I Comment/' amant demanda le gerfaut [How the lover asked for the gyrfalcon]. Inside 

a building, the narrator looks at the gyrfalcon, which is perched on the hand of a man 
dressed in blue; a man dressed in green holds the first man's arm (fol. 80r). 

line 4209 
C59 The narrator, holding a lure, has the gyrfalcon perched on his hand; on a hill are four 

birds, one holding a smaller bird in its claws (fol. 88r). 

line 4341 
C60 Lady Reason talks to the narrator (fol. 89r). 

line 4569 
C61 The narrator stands with two birds perched on each hand, one large (the alerion) and 

one small (fol. 9Ir). 

Vg52 
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[K 
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Vg53 

line 4814 End 

Total number of miniatures for Alerion: 

h. Le Confort d'Ami 120 

line I 

c 18 
Vg 8 
A I 

Pm 1 
F I 
E 5 

Ci commence Confort d' Amy [Here begins Friend's Comfort]. Guillaume kneels 
presenting his book to King Charles of Navarre, seated on a throne; two retainers 
stand behind the king (fol. 170a). 
Ci commence le livre de Confort d'Ami. Guillaume (clerk) talks to King Charles of 
Navarre, who is in a tower (fol. 91r). 
lacuna] 
Ci apres commence Confort d'Amy. Guillaume talks to King Charles of Navarre, 
who is leaning out the window of a tower (fol. 127a). 
lacuna] 
Ci commence Confort d' Ami. Guillaume stands on the opposite side of a stream, 
observing as King Charles of Navarre accepts a book from a valet; two courtiers 
stand behind him (fol. 98v). 
Cy commance le Confort d'Amy. Within a walled garden, the two elders stand on 
either side of Susanna, who is bathing nude in a stream (fol. 93r). 

line 57 
[fills only three-quarters of the column 121 ) Guillaume, in front of the king and his 

119 Discussion in Maekawa 1989b, 73-74,86 plate 3. 
120 Sources for the various interpolated exempla are derived from Hoepffner 1908-21, 3:i-xx. 

Aspects of the iconography of Confort are discussed in Wallen 1980, with a Table of 
Illuminations in MSS A and F (p. 204); she finds illustrations for the Ovide Moralise 
important sources for the five mythological miniatures in MS F (F57-61). 

121 The amount of space filled here with a miniature (the same practice is seen in Alerion) is 
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retainers, kneels praying to God, who looks down from behind the king, outside the 
upper-left frame of the miniature (fol. 170b ). 
Christ in Majesty (fol. 127b ). 
lacuna] 
Susanna and Joachim kneel in prayer, as God looks down from the upper right-hand 
corner (fol. 99a). 

line 73 [11. 73-410: the story of Susanna. Daniel xiii (Apocrypha)] 
[fills only three-quarters of the column) Susanna sits between two men (?) (fol. 
170c). 

line 83 
Susanna, Joachim and three others in the garden(?) (fol. 170c). 
Two ladies watch as two maidens bathe in a stream; a fourth lady (Susanna) is 
undressing (fol. 127v). 
lacuna] 
The two elders hide and watch Susanna talking to a maid, as another maid enters the 
castle (fol. 99b ). 

line 13S 
Susanna speaks to the two maids (fol. 17la). 

line 161 
[fills only three-quarters of the column) The two elders threaten Susanna (fol. 171b). 
The two elders and Susanna (fol. 128b). 
lacuna] 
One of the elders talks to Susanna as the other enters the castle. Unidentified coat of 
arms (fol. 99c). 

line 181 
Palace domestics arrive on the scene with Susanna and the elders (fol. 171b). 
The two elders watch as Susanna prays to God, who is visible in the upper right-hand 
corner of the miniature (fol. 128b). 
lacuna] 
Susanna, in the custody of a manservant, and a group of people hear the accusations 
of the two elders, who are sitting on a bench (fol. 99d). 

line 199 
Susanna kneels as four men stand over her, pulling her hair (fol. 171c). 

line 221 
The two elders and Susanna before the judges on the bench (fol. 171d). 

line 2S3 
[fills only three-quarters of the column) Susanna kneels in prayer as God looks down 
from above, blessing her (fol. 172a). 
The two elders and Susanna stand before two seated judges (fol. 128v).122 

lacuna] 
Susanna, barefooted and dressed in white, kneels in prayer; behind her are several 
people, including the two elders (fol. lOOb). 

line 273 
On one side, the baby Daniel in his mother's arms begins to speak; in the middle, 
S usanna, barefooted, with her hands tied, is held by two men; on the other side, 
people look on (fol. 172a). 
The elders look on as two men are about to toss Susanna into a fire (fol. 129r).123 
lacuna] 
From within a group of people, the baby Daniel speaks from his mother's arms; 
Susanna, barefooted and dressed in white with her hands tied, is being led off by a 

equal to the space that was filled with large initials in the Remede in MS V g. 
122 The number "liii" is visible beside the miniature. 
123 The number "liiii" is visible beside the miniature. 
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manservant (fol. lOOb). 

line 329 
Daniel questions one of the elders (fol. 172c). 
The young Daniel questions one of the elders; a group of people off to the side look 
on (fol. 1 OOd). 

line 330 
The baby Daniel, held by his mother, questions the elders; a group of people to the 
left look on (fol. 129c). 
lacuna] 

line 351 
Daniel questions the other elder; an angel behind brandishes a sword and is about to 
strike (fol. 172d). 

line 357 
The group of people approach Daniel and his mother as he questions the two elders 
(fol. 129d). 
lacuna] 
On the right, Daniel with a group of people question one elder; an angel hovering 
above the elder brandishes a sword and is about to strike; the other elder stands off to 
the left (fol. lOOd). 

line 393 
A group of people worship God (fol. 173r). 

line 481 [ll. 451--646: The fiery furnace. Daniel iii] 
King Nebuchadnezzar and his court stand before the golden statue(?) (fol. 173c). 
King Nebuchadnezzar and a bearded Daniel converse (fol. 130c). 
lacuna] 
King Nebuchadnezzar and others stand before the golden statue. Unidentified coat of 
arms (fol. lOlc). 

line 513 
Nebuchadnezzar and others worship the statue on their knees (fol. 173d). 
A group of people worship the statue on their knees as a group of musicians play 
two harps and two trumpets before it (fol. 130d).l24 

King Nebuchadnezzar and others stand looking at the golden statue as a group of 
musicians play a fiddle, a harp, and a trumpet before it (fol. 10ld)_l25 

line 545 
Nebuchadnezzar questions the three Jews; the statue is visible in the background (fol. 
174a). 

line 565 
Nebuchadnezzar gestures as the three Jews are led away to the furnace (fol. 174b). 
The three Jews stand in the furnace; two men outside fan the flames with bellows 
(fol. 13lr). 
lacuna] 
Nebuchadnezzar has three men toss the three Jews into the fiery pit (fol. 102a). 

line 583 
The three Jews stand in the furnace (fol. 174c). 
On the left, the three Chaldeans bum; on the right, the three Jews and an angel, all 
inside the furnace, remain unhwt. Unidentified coat of arms (fol. 102b). 

line 619 
An angel joins the three Jews in the furnace (fol. 131 v). 

124 The number "lviii" is visible beside the miniature. Machaut's text (1. 503) calls for a 
trumpet, flute, and harp. 

125 Color reproduction on the cover of the sound recording Reflexe lC 063-30 109 (see chap. 
8.8); black-and-white reproduction in Machabey 1960, 1397-98. 
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lacuna] 
Nebuchadnezzar and two others find the three Jews and the angel safe in the furnace; 
the fire has been extinguished (fol. 102v). 

line 624 
Nebuchadnezzar and the three Jews worship Christ in Majesty (fol. !74d). 

line 633 
Comment Nabugudonosor fist mettre /es .iii. juis en la fornaise ardant [How 
Nebuchadnezzar had the three Jews put in the fiery furnace]. King Nebuchadnezzar and 
two men watch the three Jews (one with a crown) in the fire; an angel hovers above 
them (fol. 94v). 

line 671 [ll. 661-954: Belshazzar's feast. Daniel v] 
King Belshazzar and several men at a banquet table; behind them on the right, a man 
stands writing on the wall (?) (fol. 175r). 

line 719 
Comment le roy Balthasar vit la main qui escrisoit [How King Belshazzar saw the 
hand that was writing]. King Belshazzar at a banquet table with his queen and another 
man; a hand is writing on the wall with a pen (fol. 95r). 

line 753 
Belshazzar turns toward the wall in a gesture of surprise; behind him Daniel explains 
the vision, as four people look on from the right (fol. 175v). 
King Belshazzar and Daniel converse (fol. 132v). 
King Belshazzar and Daniel converse (fol. 87r). 
King Belshazzar and Daniel converse (fol. I 03r). 

line 943 
Men wielding swords (mostly illegible; apparently represents the death of Belshazzar) 
(fol. 177a). 

line 955 [11. 955-1287: Daniel in the lion's den. Daniel vi, plus the last portion of 
the Story of Bel and the Dragon from the Apocrypha] 
The princes look on as Daniel talks to King Darius (fol. 177a). 

line 1045 
Three men kneel before King Darius, accusing Daniel (fol. 177d). 

line 1057 
On the left, Daniel prays to God above; on the right, two men inform King Darius 
(fol. 177d). 
Three bearded men accuse Daniel (not present) before King Darius (fol. 134c). 
lacuna] 
Three bearded men kneel before King Darius and point towards Daniel, who is held 
by another man. Unidentified coat of arms (fol. 104c). 

line I 089 
Daniel in a crenelated tower (the lion's den) (fol. 178a). 
Daniel sits in the lion's den, unharmed by the six lions (fol. 134d). 
lacuna] 
Darius and two others look on as a man drops Daniel naked into the lion's den (fol. 
104d). 

line 1131 
An angel carries Habakkuk by the hair (fol. 178b). 
King Darius and another man cover the opening of the lion's den with a stone; 
Daniel's head is visible underneath (fol. 135r). 
lacuna] 
An angel carries Habakkuk by his hair; he is carrying his stew pot to Daniel, who 
appears happy in the pit with the lions (fol. I 05c ). 

line 1155 
Habakkuk offers his stew pot to Daniel, who is in a tower with the lions (fol. 178c). 
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line 1157 
An angel carries Habakkuk by his hair; he is carrying his stew pot (fol. 135c). 
lacuna] 

line 1193 
Darius sees Daniel in the tower with a lion (fol. 178d). 
The angel lets Habakkuk with his stew pot down by the den that holds Daniel, whose 
head is visible (fol. 135d). 
The angel lets Habakkuk with his stew pot down into the den that holds Daniel, 
whose head is visible (fol. 89r). 
King Darius comes to the lion's den and finds Daniel safe with the lions (fol. lOSe). 
Comment li roys Daries vit Daniel en la fosse au Iyons [How King Darius saw 
Daniel in the lion's den]. King Darius and another man come up to the lion's den and 
find Daniel safe with the lions (fol. 96r). 

line 1225 
Darius speaks to Daniel; the lions stand behind (fol. 179a). 
Darius directs as a man with a rope and pulley frees Daniel from the lion's den (fol. 
105d).126 

line 1245 
Darius points as Daniel's accusers are eaten by the lions (fol. 179b). 
Darius directs another man to throw one of Daniel's accusers to the lions; the others 
are already being eaten (fol. lOSd). 

line 1257 
King Darius and others watch as the lions eat Daniel's accusers (fol. 136r). 
King Darius and others watch as the lions eat Daniel's accusers (fol. 89v). 

line 1421 [11. 1361-548: Manasseh. 2 Paralipomenon xxxiii.l0-13 and the Prayer of 
Manasseh from the Apocrypha] 
King Manasseh looking out of a tower (fol. 180v). 
King Manasseh sits head in hand in a tower, with irons on his ankles (fol. 137r). 
lacuna] 
King Manasseh in a tower, praying (fol. 106v). 

line 1979 
Comment le Roy Salemon requeroit a Dieu qu' ille gardast de grant riches se et de 
grant povrete [How King Solomon asked God to protect him from great wealth and 
from great poverty]. King Solomon prays as God looks down from the corner, 
smiling (fol. 103v). 
lacuna] 

line 2277 [ll. 2277-352: Orpheus and Eurydice] 
Orpheus (tonsured) kneels playing his harp before three ladies, Pride, Envy, and 
Trickery, who comb their hair (fol. 185v). 
Guillaume bends down to console King Charles of Navarre, whose head is visible at 
the window of the tower (fol. 142v). 
The narrator stands outside a tower, talking to King Charles of Navarre, who is 
visible at the window (fol. 94v). 
Orpheus plays his harp for Eurydice, who is held by two devils coming from the 
gates of hell (cf. miniature A 75) (fol. lllr). 

line 2517 [11. 2353-516: Pluto and Proserpina127; ll. 2517-640: continuation of 
Orpheus myth] 
Tantalus kneels by a stream; he and another man listen to Orpheus playing his harp 
(fol. 187r). 

126 Reproduction in Wallen 1980,203. 
127 Machaut's treatment of the myth and aspects of the iconography are discussed in An ton 

1967, 28-32. 
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P1uto, dressed as a king devil and holding Proserpina, gallops away on horseback 
(fol. 144r).l28 

lacuna] 
Orpheus plays his harp for Tan tal us, who is tied to a tree within a body of water (fol. 
112b).129 

line 2535 
Orpheus looks back at Eurydice with a mirror; three ladies (the Danaides), one with a 
crown, look on (fol. 187v). 
Orpheus plays his harp for Eurydice, who is held by a devil coming from the gates of 
hell (cf. miniature F57) (fol. 144v)P0 

lacuna] 
The three Danaides draw water from a river with buckets (fol. I 12b). 

line 264 5 [I I. 264 5-82: Paris and He! en] 
Paris holds the hand of Helen, who kneels before him; her castle is behind (fol. 
188r). 
Orpheus is cudgeled and stoned by the five Maenads (fol. 145r). 
lacuna] 
Paris holds the arm of Helen as she leaves a church (fol. 112v). 

line 2683 [ll. 2683-716: Hercules and Deianira] 
Ladies watch as a bearded Hercules strikes Achelous with his sword (fol. 188v). 
Paris, with several other armored knights in a boat, helps Helen, who has come from 
a castle, on board (fol. 145v). 
Paris, with several other knights in a boat, helps Helen on board (fol. 96r). 
Hercules (a knight in armor) strikes Achelous on the head. Elements of an 
unidentified coat of arms form the decorative background (fol. I 13r). 

line 3979 
[Only six text-lines in height] King Charles of Navarre raises up in bed (fol. 
196v). I3l 

line 4004 End 

Total number of miniatures for Confort: 
Vg 39 
J 2 
K 0 (1 missing) 
A 26 

Pm 5 (21 missing) 
F 27 
E 4 

i. Le Dit de la Fonteinne Amoureuse 132 

line 1 
Ci commence le Dit de la F onteinne Amoureuse [Here begins the Poem of the 
Fountain of Love]. The narrator sits before the Fountain of Love (fol. 197a). 
Ci commence le Livre de la Fontainne Amoureuse. Beside the fountain, Paris kneels 
and gives an apple to one of three ladies (Venus); a man with bird perched on his 
hand looks on (fol. 118r). 
lacuna] 
Le Livre de la F onteinne Amoureuse. Guillaume sits at his desk writing in a book 
(cf. miniature A3, chap. 4.4a) (fol. 154a).133 
The narrator sits at his desk, writing in a book (fol. 102a). 

128 Reproduction in Anton 1967, plate 5 fig. 8. 
129 Color reproduction in Cerquiglini 1987a, 28. 
130 Reproduction in Anton 1967, plate 5 fig. 9. 
131 This miniature is placed directly before the twenty-six-line coda supposedly composed by 

the king of Navarre. 
132 Huot (1987, 293-301) discusses aspects of the iconography of Fonteinne in MS A. 
133 Huot (1987, 284 n. 7) notes Guillaume's portrayal as a professional writer. 
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Ci commence le Dit de la Fonteinne Amoureuse. Guillaume looking at the Fountain 
of Love (fol. 119v). 
Cy commance le Livre Morpheus [Here begins the Book of Morpheus]. The narrator 
sits writing at a long desk; a pen case and ink well are visible on the desk (fol. 83r). 

line 55 
The lover lying in bed, dreaming; his lady stands at the foot of the bed (fol. 197b). 
Guillaume asleep in his bed chamber (fol. 154b). 
The narrator in his bed, trying to sleep (fol. 102b). 
Guillaume on his bed (fol. !20r). 

line 235 [before Complainte d' amant] 
Vecy la Compleinte de /' Amant [Here is the complainte of the lover]. The lover 
laments, as his lady stands behind him on the right (fol. 198v).134 

La Complainte de /' Amant. Guillaume sitting in his chamber taking dictation of the 
complainte from the lover, who stands outside (fol. 155v).135 

lacuna] 
Guillaume walking in a forest with his arms crossed. Coat of arms used as a 
decorative background (fol. 12lr). 

line 539 [11. 543-698: Ceyx and Alcyone] 
Ceyx drowned in the sea (fol. 200c). 
The lover despondent (fol. 157c).136 

The lover despondent (fol. 104r). 
Queen Alcyone stands yawning beside her bed. Coat of arms used as a decorative 
background (fol. 122c ). 

line 555 
Alcyone kneels in prayer before Queen J uno (fol. 200d). 
Alcyone kneels in prayer before Queen Juno (fol. 122c). 

line 571 
Iris (an angel) kneels before the god of Sleep (a king) (fol. 200d). 
King Ceyx drowned in the sea; Queen Alcyone kneels in prayer before J uno (fol. 
157d). 137 

King Ceyx drowned in the sea; Queen Alcyone kneels in prayer before Queen J uno 
(fol. 104c). 
Iris (an angel) kneels before Juno and Alcyone (fol. 122d). 

line 587 
Iris flies over the house of the god of Sleep (fol. 20ia). 
Le massage Venus fait au Dieu de Sommeil [The message Venus delivers to the god 
of Sleep]. The god of Sleep asleep on the grass (fol. !22r). 
Du Dieu de someil et de sa couche [On the god of Sleep and his bed]. The god of 
Sleep asleep on the grass (fol. llOv [79v ]). 
Iris (an angel) hovers over Queen Alcyone, asleep on her bed (fol. 158a).I 38 

Iris (an angel) hovers over Queen Alcyone, asleep on her bed (fol. 104d). 
Iris (an angel) flies over a lake (fol. 122d). 

line 603 
Iris kneels before a dozing god of Sleep as his children look on (fol. 20la). 
Iris flies over the god of Sleep, who is sleeping in a castle next to a stream (fol. 
158b). 139 

134 Page reproduced in Maekawa 1988, plate 8. 
135 Reproductions in Huot 1987, 295 fig. 31 (discussed pp. 284 n. 7, 294, 296); Wimsatt 

199lb, plate 16. 
136 Reproduction in Loomis 1965, plate 45. 
137 Reproduction in Loomis 1965, plate 45. 
138 Reproductions in Loomis 1965, plate 46; Poirion 1971, plate 23; S.J. Williams 1977, 

463. 
139 Reproductions in Loomis 1965, plate 46; Poirion 1971, plate 23; S.J. Williams 1977, 
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line 619 
The god of Sleep asleep in his bed as his children fly overhead (fol. 20lb). 
The god of Sleep sits on his bed, half asleep (fol. 158b).140 

The god of Sleep sits on his bed, half asleep (fol. I 05a). 
The god of Sleep awakens to see Iris; his children are under the bed (fol. 123a). 

line 651 
Morpheus kneels before his father, the god of Sleep (fol. 20lc). 
Morpheus comes to the sleeping Alcyone as the ghost of King Ceyx (fol. 158d). 141 

Morpheus comes to the sleeping Alcyone as the ghost of King Ceyx (fol. 105b). 
The god of Sleep sits on his bed talking to Morpheus (fol. 123b). 

line 667 
Morpheus, as the ghost of Ceyx, kneels before Queen Alcyone, who is in bed (fol. 
20ld). 
Ceyx and Alcyone stand by the sea and watch two sea birds flying above the water 
(fol. 158d).142 

Ceyx and Alcyone stand by the sea and watch two sea birds flying above the water 
(fol. I 05v). 
Morpheus, as the ghost of Ceyx in a boat, floats next to Queen Alcyone, who is in 
bed (fol. 123v). 

line 881 
The lover places an opium poppy nightcap on the head of the god of Sleep, who sits 
dozing on his soft feather bed [11. 807-9] (fol. 159v). 
The lover places an opium poppy nightcap on the head of the god of Sleep, who sits 
dozing on his bed (fol. I 06r). 
The lover kneels paying homage to the god of Love (fol. 124r).143 

line 1075 
A man with a hunting bird speaks to narrator (fol. 204r). 
A man with a hunting bird shows Guillaume the entry to the lover's chamber (fol. 
161 v). 
The lover with a hunting bird shows Guillaume the entry to the lover's chamber (fol. 
108a). 
A man with a hunting bird perched on his arm presents Guillaume to the lover in his 
bed chamber (fol. 125c). 

linell35 
A friend kneeling before the lover presents him with a horse, a sparrow hawk, and a 
dog (fol. 204v). 
A friend aided by a young page presents a horse, a sparrow hawk, and a dog to the 
lover; Guillaume is behind, with the castle and two courtiers off to the side (fol. 
162r). 
A friend aided by a young page presents a horse, a sparrow hawk, and a dog to the 
lover (fol. 108b). 
A friend kneeling before the lover presents him with a horse, a sparrow hawk, and a 
dog (fol. 125d). 

line 1205 
V g I 04 The narrator takes the kneeling lover by the hand (fol. 205r). 

465. 
140 Reproductions in Loomis 1965, plate 46; Poirion 1971, plate 23; S.J. Williams 1977, 

466. 
141 Reproduction in Loomis 1965, plate 47. 
142 Reproduction in Loomis 1965, plate 47. 
143 Color reproduction in Cerquiglini 1987a, 41. 
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line 1313 
La maniere et les contenances de la fontaine [The appearance and the countenances of 
the fountain]. Helen and Paris aboard a boat (cf. Confort, chap. 4.4h, miniatures to I. 
2683) (fol. 127r). 
lacuna) 
Guillaume and the lover stand beside the Fountain of Love (fol. 163r). 
Guillaume and the lover stand beside the Fountain of Love (fol. 109c).144 

Guillaume and the lover stand before the Fountain of Love (fol. 126v). 

line 1333 
Knights on horseback, fighting with swords (the combat between Achilles and 
Hector) (fol. 206a). 
A detail of the Fountain shows the mythological figures carved on it (fol. !63c). 
A detail of the Fountain shows the mythological figures carved on it (fol. !09d).l44 

Guillaume and the lover stand before the Fountain of Love; a twelve-headed serpent is 
visible on the fountain (fol. 127a). 

line 1371 
The lover and the narrator sit beside the Fountain of Love (fol. 206b). 
The Fountain Love with its mythological figures, surrounded by trees (fol. !63d). 
The Fountain Love with its mythological figures, surrounded by trees (fol. 110r).144 

The lover and Guillaume sit by the Fountain of Love, which is again depicted with 
the serpent (fol. 127b). 
Comment /' amant et /'amy regardent la fontaine [How the lover and the Friend look 
at the fountain]. The lover and the narrator stand beside the Fountain of Love (fol. 
86v). 

line 15ll 
The narrator hands a scroll (with the Complainte d' amant) to the lover (fol. 207r). 
The lover talks to Guillaume (fol. 164 v). 
The lover talks to Guillaume (fol. i!Ov).144 

The lover receives the Complainte d amant from Guillaume (fol. 128r). 

line !609 
The lover and the narrator asleep next to the fountain; in their dream, Venus looks on 
(fol. 208r). 
Guillaume and the lover (lying against Guillaume and covered by Guillaume's robe) 
asleep beside the Fountain of Love (fol. !65v). 
Guillaume kneeling beside the fountain; the lover is asleep, leaning against him (fol. 
Ill v). 144 

Guillaume and the lover (lying against Guillaume and covered by Guillaume's robe) 
asleep beside the Fountain of Love; in their dream, Venus (queen), holding the golden 
apple, is accompanied by the Beloved (fol. 128v). 

line 1715 [11. 1633-2144: Wedding ofPeleus and Thetis, Judgement ofParis]' 45 

Discord stands before three seated goddesses (Minerva, Juno, and Venus) (fol. 208v). 
Four queens (Minerva, Juno, Venus, and a sibyl) sit at a table; Discord displays the 
golden apple, labeled "a la plus bele" [to the most beautiful] (fol. 166r). 
Three queens (Minerva, Juno, and Venus) sit at a table; Discord displays the golden 
apple, labeled "a la plus belle." (fol. 112r). 
Three queens (Minerva, Juno, and Venus) sit at a table; Discord holds the golden 
apple as a courtier looks on (fol. 129r). 

line 1851 
The three goddesses stand before Paris, a shepherd with his sheep (fol. 209v). 
Vergil hung from a tower in a basket by the daughter of the emperor; two men stand 
behind her with torches, one of whom is setting fire to her dress (fol. 167r). 

144 Written instructions for the illuminator to the left of the frame of the miniature. 
145 Ehrhart (1990, 136) discusses this scene; inn. 14 (p. 152), she compares the banquet to a 

similar scene in Remede (miniature C40, chap. 4.4e). 
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lacuna] 
Mercury offers the golden apple to Paris, who is holding a bow and surrounded by 
cows and sheep; the three queens, Minerva, Juno, and Venus, stand behind Mercury 
(fol. 129v).146 

line 2125 
Paris speaks to the three goddesses (fol. 2llr). 
Paris, with a dog on a leash, gives an apple labeled "pulchriori dei" [to the more 
beautiful god] to Venus, as Minerva and Juno look on (all three are dressed as queens) 
(fol. 169a). 
Paris, with a club in his hand and a dog on a leash, gives the apple to Venus, as 
Minerva and Juno look on (fol. 113v).147 

Paris gives the apple labeled "belle" to Venus as the other two goddesses watch (fol. 
13la). 

line 2145 
The lover asleep on the right as Venus talks to the narrator (fol. 211 v). 
Guillaume and the lover asleep beside the Fountain of Love (fol. 169a). 
Guillaume and the lover asleep beside a spring (fol. 114a).148 
Venus, holding the hand of the Beloved, approaches the sleeping lover (fol. 13lb). 

line 2207 [before the Confort de I' Amant et de la Dame] 
[fol. 211 v:] Le Confort de Venus et de la dame [Poem of Comfort of Venus and the 
lady]. Venus and the Beloved talk to the seated lover (fol. 212r). 
Le Confort de /' Amant et de la Dame [The Poem of Comfort of the lover and the 
lady]. The Beloved, accompanied by Venus, speaks to the lover by the Fountain of 
Love (fol. 169v). 
The Beloved, accompanied by Venus, speaks to the lover by the spring (fol. 
114b).l48 
Le Confort de Venus. Et de la Dame. The Beloved, seated before the lover, holds his 
hand; Venus stands behind her (fol. 131v). 
Comment Venus et/a dame reconfortent /'amant [How Venus and the lady comfort 
the lover]. Venus (queen), with an apple in her hand, stands holding the hand of the 
Beloved beside the Fountain of Love; they observe the lover asleep across the lap of 
the narrator (fol. 89r).I49 

line 2527 [after the Confort de /' Amant et de la Dame] 
The narrator and the lover at the fountain; the lover washes his hands (fol. 214r). 
Guillaume and the lover wash their hands at the fountain (fol. 133r). 

line 2745 
A Knight kneels before the narrator and the lover (fol. 215c). 
Guillaume and the lover seated on either side of the Fountain of Love (fol. 173a). 
Guillaume and the lover seated next to the Fountain of Love (fol. 117v). 
A knight kneels before Guillaume and the lover (fol. 134r). 
Commant /'amy conforte /' amant [How the Friend comforts the lover]. The narrator 
and the lover sit next to the Fountain of Love (fol. 90v). 

line 2789 
The narrator watches as the lover gives money to the poor (fol. 215d). 
The lover, with two other men in a boat, bids farewell to Guillaume, who remains 
on the shore on horseback (fol. 173b). 
lacuna] 
Guillaume and the lover arrive on horseback by the sea (fol. 134v). 

146 Reproduction in Ehrhart 1987,217 fig. 6 (discussed p. 224). 
147 Written instructions for the illuminator to the left of the frame of the miniature. Brief 

mention of the iconography in Ehrhart 1987, 224. 
148 Written instructions for the illuminator to the left of the frame of the miniature. 
149 Color reproduction on cover ofCerquiglini-Toulet 1993d. 
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j. Le Dit de la Harpe 150 

line 1 

Vg 26 
J 3 
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A 25 

Pm 22 
F 27 
E 4 

Ci commence le Dit de la Harpe [Here begins the Poem of the Harp). The narrator 
sits playing a harp (fol. 216r). 
[fol. 173v:] Ci apres commence le Dit de la Harpe. King David plays a harp before a 
lady (fol. 174a). 
lacuna] 
Ci commence le Dit de la Harpe. A lover plays a harp for his lady (fol. 135a).151 

Cy commence le Dit de la Herpe. A young lady plays a harp outdoors next to a 
spring; birds are in the trees behind her (fol. 105r).152 

line 31 
Orpheus plays his harp for Eurydice, who is held by three devils coming from the 
gates of hell (cf. miniature A 75, chap. 4.4h) (fol. 174b). 
lacuna) 
Orpheus plays his harp for Eurydice, who is held by two devils coming from the 
gates of hell (cf. miniature F57, chap. 4.4h) (fol. 135a). 

line 83 
King David plays a harp (fol. 135c). 
[in the middle of the page, between the columns of text153] King David plays a harp 
as God looks down from heaven (fol. 118r). 

line 111 
King David plays a harp for God, who is seated with a halo and a ball-shaped scepter 
(fol. 74v).154 

Three men stand accusingly before a lady (fol. 118b). 
A crowned lady being accused by two courtiers (fol. 135c). 

line 129 
A lady avoided by three gentlemen (fol. 175a). 
A knight on horseback (fol. 118c). 
A man with a whip riding a horse with ornamental trappings (fol. 135d). 

line 143 
A knight on a horse with ornamental trappings (fol. 175a). 
Meekness (Debonnairete') and her sister Humility (Humilite') (fol. 118c). 
Meekness plays a harp for her sister Humility (fol. 135d). 

line 157 
Meekness and her sister Humility (fol. 175b). 
Honesty (Honeste') and her sister Truth (Verite') (fol. 118d). 
Honesty and her sister Truth shake hands (fol. 136a). 

150 Huot (1987, 286--93) discusses the iconography of Harpe in MS A. For MS F-G, see 
Huot 1987, 292 n. 10. 

151 Color reproduction in Cerquiglini 1987a, 18. 
152 Reproductions in Droz(Thibault 1924, facing p. 13; Besseler 1931, 139. 
153 Miniature Pm73 is catalogued in Ford 1988, 22 as item 64052. Note that the miniatures 

in MS A have become out of sequence, an error corrected in this unusual manner in MS 
Pm (on the location of this miniature in Pm, and the omission of a comparable 
miniature in A, see Maekawa 1985,42 n. 104). 

154 Erasure of an earlier sketch is apparent. 
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line 165 
Honesty and her sister Truth (fol. 175b). 
Charity (Charite) and her sister Sweet Pity (Douce Pite) hand out alms to the poor 
(fol. 118d). 
Charity and her sister Sweet Pity hand out bread from a basket to beggars. Elements 
of an unidentified coat of arms form the decorative background (fol. 136a). 

line 175 
Charity and her sister Sweet Pity hand out bread to the poor and infirm (fol. 
175c).155 

Youth (Jeunesse) holds Diversion (Deduit) and Joy (Leesse) by the hands (fol. 119a). 
Youth holds Diversion and Joy by the hands (fol. 136b). 

line 187 
Youth holds Diversion and Joy by the hands (fol. 175c).155 

Peace (Pais), Health (Sante}, Wealth (Richesse), and Youth hold hands (all look the 
same) (fol. 119a). 
An old man walking with a crutch (fol. 136b). 

line 197 
Peace, Health, and Wealth admire Youth (fol. 175d).155 

Nobility (Noblesse), with a hunting bird perched on his hand, stands next to his 
siblings Sincerity (Franchise) and Gentility (Gentillesse) (one male, the other female) 
(fol. 119b). 
Nobility, Sincerity and Gentility; one plays a harp (fol. 136c). 

line 207 
Nobility, with a hunting bird perched on his hand, stands next to his sisters Sincerity 
and Gentility (fol. 175d).155 

Wealth and her sister Generosity (Largesse); one offers a piece of money to the other 
(fol. 119b). 
Wealth and her sister Generosity hold hands (fol. 136c). 

line 221 
Wealth and her sister Generosity (fol. 176a). 
Simplicity (Simplesse), Fear of Wrongdoing (Doubtance de meffaire), Shame 
(Honte), and Love (Amour) hold hands (fol. 119c). 
Love kneels before Simplicity, Fear of Wrongdoing, Shame, and Trust (fol. 136c). 

line 233 
Simplicity, Fear of Wrongdoing, Shame, and Love (fol. 176b). 
Prudence (Avis), Knowledge (Congnoissance), Grace (Grace), Behavior (Maintieng), 
and Decency (Maniere) hold hands (fol. 119d). 
A man plays a harp before Prudence, Knowledge, Grace, Behavior, and Decency (fol. 
136d). 

line 285 
The narrator's beloved seated on a throne (fol. 176v). 
The narrator's beloved seated on a throne (fol. 120r). 
Guillaume kneels before his lady (fol. 137r).156 

line 354 End 

Total number of miniatures for Harpe: A 14 
Pm 13 
F 15 

Vg 1 
E 1 

155 Reproduction in Huot 1987, 289 fig. 30. 
156 Huot (1987, 292 n. 10) discusses Marian associations. 
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k. Le Livre dou Voir Dit 157 

line I (all line numbers refer to the edition P. Paris 1875) 
Ci commence le Livre dou Voir Dit [Here begins the Book of the True Story]. The 
messenger kneels and doffs his hat as he hands Guillaume a letter marked "a Guillem" 
[to Guillaume], who sits outdoors on a cushion (fol. 22lr). 
[fol. 121 v:] Ci commence le Livre dou Voir Dit. The messenger kneels as he hands a 
letter to Guillaume, who sits outdoors on a cushion (fol. 122r). 
Ci commence le Livre du Voir Dit. Guillaume and the messenger converse out of 
doors. Elements of an unidentified coat of arms form the decorative background (fol. 
137v). 
Cy commance le Livre du Voir Dit. The messenger hands a letter to the narrator (here 
dressed in blue with a skullcap), who reclines in an enclosed garden (fol. 17lr). 

line 169 [before the rondeau Cel/e qui unques ne vous vid (VD!)] 
Rondel.la dame. The messenger kneels as he hands a letter to Guillaume (fol. 138v). 

line 315 [after the rondeau Tres-bel/e, riens ne m' abelist (VD2)] 
L' amant. The messenger bids farewell to Guillaume (fol. 223v). 
The messenger, holding a spear, bids farewell to Guillaume (fol. 124r). 
[fol. 139r:] L' amant. The messenger bids farewell to Guillaume, who holds an open 
letter (fol. 139v). 

line 571 [before the ballade P leurez, dames (VD5=Lo229=B32)] 
L' amant. Balade et y a chant. Guillaume lies on his bed, handing his testament (the 
ballade) to the messenger (fol. 14lr). 

line 637 [after the rondeau Cel/e qui nuit et jour desire (VD7)] 
L' amant. Guillaume on his bed receives a letter marked "a Guil/aum" from the 
messenger (fol. 227r). 
Guillaume in his bed receives a letter from the messenger (fol. 126v). 
Guillaume reads a letter in bed as the messenger stands beside it (fol. 142r). 

line 1003 [after Letter 4158] 
Guillaume and two other men on horseback (fol. 230v). 
Guillaume and two other men on horseback (fol. 129r). 
L' amant. Guillaume on horseback (fol. 144v). 

line 1228 [after Letter 6159] 
L' amant. The messenger hands a letter marked "a madame" [to my lady] to Toute 
Belle (fol. 233r). 
The messenger hands a letter to Toute Belle (fol. 13la). 
Toute Belle beside her bed, reading a letter; a maidservant stands behind her (fol. 
146c). 

line 1250 [before complainte Mes dous amis a vous (VD15)] 
La dame. Complainte. Toute Belle seated on her bed lamenting (fol. 233v). 
Complainte. Toute Belle seated on her bed lamenting (fol. 13lb). 
La dame. Complainte. Toute Belle stands beside her bed lamenting; a maidservant 
stands in the doorway (fol. 146d). 

line 1384 [Guillaume takes the portrait of Toute Belle and places it above his bed]l60 
The messenger hands Guillaume a portrait ofToute Belle (fol. 235v).161 

157 Huot (1987, 280-86) discusses aspects of the iconography of the Voir Dit. 
158 Printed out of order as Letter 6 in P. Paris 1875. 
!59 Printed out of order as Letter 2 in P. Paris 1875. 
160 On the iconography of the image (portrait or statue?), see Cerquiglini 1985b, 204-5 and 

273 s.v. "Ymage." 
161 Reproduction in Van Buren 1986b, 100 (incorrectly identified as fol. 29lr); she 

comments: "consequently, the miniatures, illustrating a text that specifically says the 
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The messenger hands Guillaume a portrait of Toute Belle (fol. 132v). 
Guillaume kneels beside his bed, hands clasped in supplication before the statue of 
Toute Belle, standing at the head of the bed (fol. 148r).l 62 

line 1503 [after Letter 10) 
Guillaume and his companions on horseback approach the gate of a walled city (fol. 
237r). 
Three men on horseback approach a castle (cf. miniature A122) (fol. 133v). 
L' amant. Guillaume on horseback approaches a church (fol. 149r). 

line 2245 
Guillaume sits before Toute Belle writing a ballade with music, labeled "balade" (fol. 
242r).I63 
Guillaume sits before Toute Belle writing a ballade (fol. 138r). 
Guillaume's secretary holds a leaf out towards Guillaume, who is seated under a tree 
with Toute Belle asleep across his lap (fol. 153r).l64 

line 2623 [after the rondeau Sans cuer, de moi (VD32)) 
L' amant. Guillaume looking out of a church as Toute Belle and two female com­
panions approach on horseback (fol. 245r).165 

Guillaume stands at the door of a church holding a book as Toute Belle and two 
female companions approach on horseback (fol. 140v). 
L' amant. Guillaume's secretary informs Guillaume, who stands surprised by an altar 
in the church, of the arrival of Toute Belle and another lady on horseback (fol. 
155r).I66 

line 2891 [after the rondeau Trembler,fremir et muer me couvient (VD41)) 
L' amant. Guillaume, his secretary, and Toute Belle sit next to each other outdoors 
(fol. 248r). 
Guillaume and Toute Belle seated outdoors holding hands, with the secretary behind 
in the middle (fol. 143r). 
The messenger peeks at Toute Belle and Guillaume, who are sitting far apart on a 
bench (fol. 157v).J67 

line 3712 [before the priere Venus,je t' ay tousjours serv1) 
Guillaume kneels at the end of a bed and begins to pray; Toute Belle lies nude in the 
bed, while her cousin Guillemette stands to the side. Elements of an unidentified coat 
of arms form the decorative background (fol. 162c).l68 

line 3760 [Directly after the priere, Venus envelopes the lovers in a fragrant fog] 
Venus, dressed as a queen, envelops Guillaume and Toute Belle, who are lying next 
to each other on a bed, in a blue cloud (fol. 255r).169 

lacuna) 
L' amant. Guillaume embraces Toute Belle under a tree; Venus, dressed as queen, 

portrait was a likeness, may cause us to revise the prevailing view that the first painted 
portraits in France were limited to profile heads or busts." 

162 Color reproduction in Cerquiglini 1987a, 117. 
163 Reproduction and discussion in Kiigle 1991, 353. This scene is also discussed in 

Cerquiglini 1985b, 216 and Huot 1987, 284. There is a diplomatic facsimile of the 
miniature in P. Paris 1875, 94, misplaced twenty lines too late in the text. 

164 Color reproduction in Cerquiglini l987a, 70. 
165 Reproduction and discussion in Kiigle 1991, 378. 
166 Color reproduction on cover of the sound recording Erato STIJ 71303 (see chap. 8.8). 
167 Color reproduction in Cerquiglini 1987a, 19. 
168 Color reproduction in Cerquiglini 1987a, 94. 
169 On the iconography of this important scene, see the comments of Cerquiglini in 

Guillaume de Machaut 1982, 137 and Huot 1987, 285-86. There is a diplomatic fac­
simile of the miniature in P. Paris 1875, 158, misplaced to a slightly later position in 
the text. 
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looks down from the heavens (fol. 162d).J7° 

line 394 7 [after the rondeau Merveille fu quant mon cuer ne parti (VD46)] 
L' amant. Mac ha ut meets Hope with her entourage-Measure, Temperance, Good 
Advice and Friend's Comfort-all on horseback (fol. 164r). 

line 4362 [after the lai Longuement me sui tenus (VD47=Ll8)] 
L' amant. Guillaume and two men meet Hope and her entourage, all on horseback; 
Hope and Guillaume touch hands (fol. 259v). 
lacuna] 
L' amant. Guillaume hands a letter to the messenger. Unidentified coat of arms (fol. 
166r). 

line 4563 [after Letter 26, before the story of Queen Semiramis171 ] 

Vostre loyal amie (added in grey ink, by a different scribe). A messenger speaks to 
Queen Semiramis on her throne (fol. 264r).172 

A messenger holding a spear speaks to Queen Semiramis on her throne (fol. 154r). 
L' amant. A messenger with a spear kneels before Queen Semiramis, who stands 
behind her bed; three courtiers look on (fol. 169r).173 

line 4814 [after the ballade Puis que tant a /anguir hai (VD51)] 
A messenger hands Guillaume a letter marked "a Cui/" (fol. 267v). 
A messenger hands Guillaume a letter (fol. 156r). 
L' amant. Guillaume stands with an open box. Unidentified coat of arms. (fol. 171r). 

line 4910 [before the dream in which the portrait of Toute Belle has turned its head 
away and has dressed in green] 
Guillaume sleeping; in his dream, the statue of Toute Belle standing by the foot of 
the bed has its back turned to him (fol. 172a).1 74 

line 4990 [after the scene with the game of "le Roi qui ne ment" is described; 
Guillaume is about to question the king]l 75 

A 134 Le roy qui ne ment [the king who does not lie]. A king talks to five people (fol. 
268v). 

Pm 100 Le roy qui ne ment. A king talks to a group of eight people (fol. 157r). 
F124 Guillaume kneels before a king and his entourage. Unidentified coat of arms (fol. 

172b). 

line 5124 
F125 Guillaume kneels before a king (fol. 173r).I76 

line 5244 
F126 Le roy respont [The king replies]. The king speaks to Guillaume, who kneels before 

him. Unidentified coat of arms (fol. 173v). 

line 5468 [after the dream; Guillaume awakens to find that the portrait has not turned 
its head away] 

A 135 L' amant. The king talks to Guillaume (fol. 271 v). 

170 Color reproduction in Cerquiglini 1987a, 80. 
171 On Semiramis, see Cerquiglini 1985b, 149 n. 24. Byrne (1984) associates a court scene 

in the Berlin Kupferstichkabinett with this moment in the Voir Dit, and identifies the 
artist as the Master of the Remede de Fortune. The Berlin fragment includes two scenes: 
on the left an older man and a young lady; on the right a messenger and a woman 
combing her hair. See the discussion above, chap. 4.2, commentary to table 4.1. 

172 The number "ix" is visible beside the miniature. Reproduction in Byrne 1984,80. 
173 Written instructions to the artist below col. a (Maekawa 1985, 281). Cf. below, 

miniature F125. 
174 Color reproduction in Cerquig1ini 1987a, 40. 
175 On the game of "le Roi qui ne ment," see Green 1990; the game is also depicted in the 

Remede, miniatures C13 and Vg11. 
176 Hairline writing below col. a: "Ung roy assis et Machaut [!] a genoulx devant li" [a king 

seated and Machaut kneeling before him]. Cf. Maekawa 1985, 42 n. 104. 
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Pm 101 The king talks to Guillaume (fol. 160r). 
F127 (fol. 175r:] L' amant. Guillaume kneels beside his bed, hands clasped in supplication 

before the statue of Toute Belle, standing at the head of the bed; the messenger stands 
at the door (cf. miniature F112) (fol. 174v). 

line 5536 [after Letter 31, before the complainte Dou.s amis (VD53)] 
A 136 L' amant. Toute Belle sits on her bed lamenting (fol. 274v). 
Pm102 Toute Belle sits on her bed lamenting, her right hand on her heart (fol. 161r). 
F128 L' amant. Toute Belle sits on her bed lamenting. Unidentified coat of arms (fol. 

176v).177 

Al37 
[Pm 
F129 

Al38 

[Pm 
F130 

A139 
[Pm 
Fl31 

line 5907 [Assassination of Julius Caesar178; after the complainte Dame en qui j' ay 
mis toute m' esperance (VD55)] 
Three men with knives attack and kill Caesar as another man looks on (fol. 278r).179 
lacuna] 
L' amant. Guillaume gives a letter to the messenger kneeling before him (fol. 179r). 

line 6063 [ll. 6063--66: Hero and Leander] 
Leander, swimming nude in the Dardanelles, approaches Hero, who observes from a 
tower (fol. 281v)_l79 
lacuna] 
Guillaume dictates to his secretary, who is writing. Unidentified coat of arms (fol. 
181r).180 

line 7070 [ll. 7070-221: Acis and Galatea]181 

From the shore, Polyphemus sinks a ship sailing on the sea (fol. 285v).l 82 

lacuna] 
From the shore, Polyphemus uses a hook to tip a boat with Acis and Galatea aboard 
(fol. 184r). 

line 7292 [Illustration of the speech of the first /osengier] 
A 140 L'ymage de vraie Amour [The portrait of True Love]. A barefooted Amour, dressed in 

green, points to his heart. Banderoles label the head: hiens et estas [sic; winter and 
summer], heart: /onge et prope [far and near], and feet: mors et vita [death and life] 
(fol. 289r).1 83 

Pm103 Amour, dressed in green. Banderoles label his head: hiens et esta, abdomen: /onge et 
prope, and the hem of his cassock: mors et vita (fol. 168v). 

F132 L'ymage de vraie Amour. Amour dressed in green points to his heart, which is 
visible through an opening in his cassock. Elements of an unidentified coat of arms 
form the decorative background (fol. 186v).184 

E33 Comment li ancien paignoient r ymage du Dieu d' Amours [How the ancients painted 
the portrait of the god of Love]. The god of Love stands pointing to his heart; he 
wears a cassock with gold writing on it: a mort et a vie [in death and in life] (fol. 
202v). 

line 7616 
A 141 Comment/' amant emprisonna /'image de Toute Be le [How the lover imprisoned the 

portrait of Toute Belle]. 185 Guillaume places the portrait of Toute Belle in a trunk 

177 Color reproduction in Cerquiglini 1987a, 58. 
178 On this scene, see Cerquiglini 1985b, 230 and 272 s.v. "Jules Cesar." 
179 Erasure of an earlier sketch is visible. 
180 Color reproduction in Cerquiglini 1987a, 8. 
181 This is a segment particularly poorly represented in the P. Paris 1875 edition; A. Thomas 

(1912) publishes a long omission. 
182 The number "xv" is visible beside the miniature. An erasure of an earlier sketch is 

visible; perhaps some figures were left out in the final version. 
183 Discussion in Huot 1987, 280-81. 
184 Color reproduction in Cerquiglini 1987a, 59. 
185 On the moment when Guillaume locks the portrait of Toute Belle in the trunk, see 

Cerquig1ini1985b, 231. 
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(fol. 291r).186 

Pm 104 [fol. 170r:] Comme /' amant emprisonna l'ymage de Toute Belle. Guillaume places 
the portrait of Toute Belle in a trunk (fol. 170v). 

Fl33 Comment /'amant emprisonna L'ymage de Toute Be/e. Guillaume locks a trunk. 
Elements of an unidentified coat of arms form the decorative background (fol. 188r). 

line 7719 [Before the dream in which Toute Belle's portrait reproaches Guillaume for 
his suspicions] 

A142 Comment /'image de Toute Belle se complainte a l'amant [How the portrait ofToute 
Belle complains to the lover]. The portrait of Toute Belle (fol. 293r). 

Pm 1 OS The portrait of Toute Belle weeping (fol. 171 v). 
Fl34 Comment /' ymage de Toute Be le se complaint a /' amant. Guillaume asleep in bed; 

the statue of Toute Belle standing at the foot of the bed wrings its hands (fol. 
189c).187 

line 7773 [11. 7773-8110: The story of Apollo and Coronisl 88] 

A 143 Comment li corbiaus blans fu muez en plume noire [How the white raven was 
changed to black feathers]. A crow and a (white) raven face each other (fol. 293v).189 

Pm106 Comme li corbiaux blansfu mues en plume noire [hairline]. A crow and a (white) 
raven face each other (fol. 172r). 

Fl35 Comment li corbiaus blans fu mues en plume noire. Coronis and the page embrace 
as two black birds fly overhead (fol. 189d).190 

line 7863 [intercalated story of how Pallas banished the crow191] 

A 144 [fol. 294a, before I. 7827:] Comment/a corneille reprist et chastia le corbel [How the 
crow reproved and chastised the raven]. The crow spreads his wings before the raven 
(fol. 294v). 

Pm 107 =Pm I 06 (fol. 172v). 
Fl36 A crow is perched in a tree; below, Aglauros opens a trunk, finding the two-faced 

child Erichthonius inside (fol. 190r). 

line 8111 
A145 A bearded Apollo shakes his finger reprovingly at the raven, which flies off (fol. 

296r). 
Pm I 08 Apollo claps his hands at the raven, which flies off (fol. 174r). 

Fl37 

A146 

Pm109 
Fl38 

J24 

Kl2 

line 8147 [After the dream, Guillaume takes the portrait of Toute Belle out of the 
trunk) 
Guillaume asleep on his bed; the statue of Toute Belle stands at the foot of the bed 
(fol.I9Iv). 

line 8179 
Comment /' amant desprisonna /'image de Toute Belle [How the lover freed the 
portrait of Toute Belle]. With the trunk opened, Guillaume holds the statue of Toute 
Belle (fol. 296v). 
With the trunk opened, Guillaume holds the portrait of Toute Belle (fol. 174v). 
Comment/' amant desprisonna l'ymage de Toute Belle. Guillaume opens the trunk; 
the statue of Toute Belle is seen lying inside (fol. 192r). 

line 8239 [Guillaume compares Toute Belle to Lady Fortune]l92 
Comment Titus Liviusfigure l'ymage de Fortune [How Titus Livius describes the 
portrait of Fortune]. Lady Fortune stands in a large wheel, surrounded by three small 
wheels (fol. 147v). 
Comment Titus Livius figure /'ymage de Fortune. Lady Fortune stands in a large 

186 Diplomatic facsimile in P. Paris 1875, facing p. 309. 
187 Color reproduction in Cerquiglini 1987a, 29. 
188 On this example, see Calin 1974, 200; Cerquiglini 1985b, 152-55, 232-33. 
189 The number "xix" is visible beside the miniature. 
190 Co1or reproduction in Cerquiglini 1987a, 81. 
191 See the discussion in Cerquiglini 1985b, 152-54; Leupin 1986, 141--42. 
192 Cerquiglini (1985b, 62--63) comments on the size of the two miniatures of Fortune. 
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wheel, surrounded by three smaller wheels (fol. 133r [98r]).J93 

A 14 7 [two-column, large format] Comment Tit us Livius de script /' ymage de For tune. Lady 
Fortune stands behind a large wheel that has four smaller wheels inside it; each wheel 
bears a Latin couplet, translating in verse what appears in French in the body of the 
dit. Large wheel: Affluo, discedo, talis ludus cui me do [I am abundant, I vanish; 
such is the trick I play on one]; smaller wheel, top left: Vivens sum cara; dum mors 
accedit amara [living I am dear; when death comes, bitter]; smaller wheel, bottom 
left: Exceco mentem, ne diligat omnipotentem [I blind the mind so that it should not 
love God]; smaller wheel, top right: Ludo, compsallo, deludens carmine fallo [I play 
and sing; deceiving with song I lead astray]; smaller wheel, bottom right: Quid sum 
discerne, cum sciveris mefuge, sperne [Recognize what I am; when you know, you 
will flee and spurn me] (fol. 297r)_l94 

Pm 110 [two-column, large format] Comment Tit us Livius de script I' ymage de Fortune 
[hairline at top of miniature]. Lady Fortune (queen) stands behind a large wheel that 
has four smaller wheels inside it; her arms are laced through the four wheels, two in 
each arm. Each wheel bears a Latin inscription (fol. 175r)_I95 

Fl39 [fol. 192r:] Comment Tytus Livius descript L'ymage de Fortune. Lady Fortune 
stands behind a large wheel that has four smaller wheels inside it; people at the side 
look on (fol. 192v).l96 

E34 [fol. 206r:] Comment Tytus Lyvius descript /'ymage de Fortune. Lady Fortune 
stands in a large wheel that has four smaller wheels inside it; each wheel bears a 
French inscription, taken from Machaut's text (fol. 206v). 

line 8652 [The messenger describes Fortune and compares Guillaume to Fortune] 
J25 Comment /es paiens contreftrent /' ymage de Fortune a .ii. visages [How the pagans 

made the ponrait of Fortune with two faces]. A two-faced Lady Fortune stands inside 
a large wheel (fol. 150r).I97 

K13 Coment /es paiens ftgurent /'ymage de Fortune. A Lady Fortune with two faces 
stands inside a large wheel, holding it (fol. 135r [100r]).198 

A 148 [two-column, large format] Commentli paienftguroient /'ymage de Fortune. A two­
faced Lady Fortune holds a large wheel; to the right, five maidens stand above five 
springs. A different hand has added Latin inscriptions to the bottom margin, 
translating what is given in French in the text: Primum signum erat si aqua foncium 
inciperet movere [the first sign was if the water of the springs began to move]; 
Secundum si inciperet affluere [the second if it began to flow]; Tertium si inciperet 
tumestere [the third if it began to swell]; Quartum si inciperet c/arescere [the fourth if 
it began to clear]; Quintum si inciperettotalo evanescere [the fifth if it began totally 
to disappear] (fol. 301 v).I99 

193 Reproduction in Kurose 1977, 318 plate 140. 
194 The number "xxiii"(?) is visible beside the miniature. Reproductions in Patch 1927, 

facing p. 158, plate 8 (large wheel only; commentary p. 170 n. 2); Kurose 1977, 316 
plate 138; A vril 1982a, fig. 10; Huot 1987, 282 fig. 29 (discussed pp. 280-81 ). The 
Latin couplets, given in P. Paris 1875, 334-35nn., must derive from Machaut (Avril 
1982a, 131 nn. 44-45). Heinrichs ( 1994, 9 nn. 12-13) translates the French versions. 

195 Reproductions in Kurose 1977, 317 plate 139; Hoppin 1978b, 401; S.J. Williams 1987, 
5; Avril 1982a, fig. 16. The Latin inscriptions are identical to those in MS A. 

196 Color reproduction in Cerquiglini 1987a, 98. 
19? Reproduction in Bossuat 1931, plate xxi no. 3, facing p. 368. 
198 Reproduction in Kurose 1977, 289 plate 112. 
199 The number "xviii"(?) appears beside the miniature. Avril (1982a, 131-32) indicated that 

the Latin inscriptions for miniatures A 147 and A 148 could not have been furnished by 
the illuminator, and that the exact indications must have been supplied by the author. 
Earp (1989, 486 n. 43) called attention to an error in the copying of the poem, a 32-line 
eye skip, that would seem to lessen the authority of MS A, but A vril has since found the 
missing text on a small swatch of parchment copied and decorated like MS A and 
presently bound in a volume of miscellaneous fragments (F:Pn 1 I 198, fol. 26r; see chap. 
3, MS [Sal). 
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Pm 111 [two-column, large format) A two-headed Lady Fortune holds a large wheel; five 
maidens, each with a flower, stand beside five springs (fol. 178v).200 

Fl40 Commentli paien figuroient /'ymage de Toute Bele.201 A two-faced Lady Fortune 
holds a large wheel; five maidens, each holding a flower, stand beside five springs 
(fol. 195v).202 

E35 [fol. 208r:] Comment li paien figuroient /' ymage de Fortune. Lady Fortune with two 
heads (male and female), stands behind a large wheel; five streams issue from the 
ground in front of the wheel (fol. 208v). 

line 9037 End (according to the edition ofP. Paris 1875) 

Total number of miniatures for the Voir Dit: 

I. Le Dit de la Marguerite 

line 1 

J 2 
K 2 
A 30 

Pm 22 
F 37 
E 4 

All8 [fol. 213r:] Ci commence le Dit de la Marguerite [Here begins the Poem of the 
Daisy). A King (Pierre I de Lusignan, king of Cyprus) kneels before a lady seated on 
a hill; flowers are painted on her dress (fol. 213v ). 

Pm86 Ci commence le Dit de la Marguerite [hairline). A King (Pierre I de Lusignan, king 
of Cyprus) kneels before a lady seated on a chair covered by a cloth painted with 
flowers; flowers are also painted on her dress and his robe (fol. 120v). 

F 141 Ci commence le Dit de la Marguerite. A noble lover offers a rose to a lady (fol. 
198v). 

Total number of miniatures for Marguerite: 

m. Le Dit de la Rose 

line 1 

A 1 
Pm 1 

A 150 Guillaume fmds a rose in the middle of a thorny bush (fol. 365v).203 

F 

Pm 112 Explicit le Livre du Voir Dit et commence le Dit de la Rose [Here ends the Book of 
the True Story and begins the Poem of the Rose). Guillaume finds a rose in the 
middle of a bush (fol. 182v). 

Total number of miniatures for Rose: A 1 Pm 1 

n. Vezci les biens que madame me fait 

line 1 
A 15 I Vezci les biens que madame me fait/ pour a mender rrwy m' onneur et rrwn fait [Here 

are the good things my lady does for me to ameliorate my honor and condition]. A 
gentleman talks to a lady (fol. 366r). 

Pm 113 Vecy les biens que madame m' a fait I Pour amender rrwy m' onneur et rrwn fait. A 
lady seated on a cushion (fol. 183r). 

Total number of miniatures for Vezci les biens: A I Pm I 

o. La Prise d' Alexandre 

line I 
Vgll8 
AJ49 

Christian knights descend from ships and attack a Saracen fortress (fol. 336r). 
[two-column format) Ci commence li Livre de la Prised' Alexandre [Here begins the 

200 Reproduction in Kurose 1977, 326 plate 148. 
201 Cerquiglini (1985b, !51) discusses the rubricator's slip, substituting the name of Toute 

Belle for that of Fortune. 
202 Color reproduction in Cerquiglini J987a, 99. 
203 Reproduction in Poirion 1971, plate 24; S.J. Williarns 1977,467. 
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Book of the Capture of Alexandria]. Christian knights descend from ships and attack 
a Saracen fortress (fol. 309r).204 

G 142 [two-column format] The goddess of Love and other allegorical characters (all 
represented as angels) in the presence of Pierre I de Lusignan (fol. lr). 

E36 Cy commnnce la Prised' Alexandre. The birth of the king of Cyprus; the mother lies 
in bed and watches as two midwives bathe the baby in a wooden tub; a third lady 
speaks to the mother (fol. 213r). 

line 5004 
E37 Comment les crestiens desploierent une baniere de Notre Dame [How the Christians 

unfurled a banner of Our Lady]. A battle between Christian knights and Saracens; the 
knights hold a banner with the image of a queen (Notre Dame) and child (fol. 226v). 

line 7896 
E38 Comment /' acort fu du roy de Chip re et de Lesparre [How the king of Cyprus and 

Lesparre were reconciled]. Florimont, sire de Lesparre, kneels before the king of 
Cyprus and the Pope, who are seated beside each other; three other nobles stand off to 
the side (fol. 235v). 

line 8886 End (according to the ed. of Mas Latrie 1877) 

Total number of miniatures for the Prise: V g 
A 

p. La Loange des Dames 

En haut penser (Lol) 

G 
E 

I 
3 

C92 Guillaume sits under a tree writing on a narrow scroll; four other scrolls are scattered 
on the ground205 (fol. 12lr). 

V g I Ci commencent les balades ou il n' a point de chant [Here begin the ballades without 
music]. Guillaume (a tonsured clerk) sits at his writing desk, his hand on a book, 
looking out at the reader (cf. miniature G 143) (fol. Ir).206 

D I Ci commence le livre de mestre Guillaume de Loris [Here begins the book of magis­
ter Guillaume de Lorris]. Guillaume sits reading a book from a lectern (fol. lr).207 

Jl Ci commencent les Balades. Guillaume, with his arms crossed, walks beside three 
trees (fol. Ir). 

K I Ci commencent les balades. L' amant. Guillaume, with his arms crossed, walks 
beside three trees (fol. Ir). 

A 117 Les Balades ou il n' a point de chant. Guillaume kneels with his hands joined in 
supplication before a lady seated on a hill. (cf. miniature A 118, chap. 4.41) (fol. 
177v).20& 

G 143 Ci commence la Loange des Dames [Here begins the Praise of Ladies]. Guillaume at 
his writing desk points to an open book (cf. miniature Vgl). Unidentified coat of 

204 Reproduction in Loomis 1965, plate 103. 
205 Reproductions in Wilkins 1972, facing p. 64; Early Music 5 (1977): 460; Huot 1987, 

245 fig. 18 (discussed pp. 244-246). 
206 Reproductions in Maekawa 1988, plate I; 1989b, 88 plate Sa. This miniature has a 

multi-lobed frame with tricolor border, similar to those in the miniatures reproduced in 
Avril 1978, plates 32-33 (cf. the miniature Vg44, at the beginning of Alerion). An entry 
in the 1417 inventory of the library of Aragon (Al6s-Moner 1924, 397 no. 17, trans. 
Earp 1989,478 n. 35) corresponds to this miniature. 

2°7 Color reproduction in Chailley 1972, 79; black-and-white reproductions in R. Cazelles 
1947, facing p. 161; Douce 1948, facing p. 56 (no. 3); Wilkins 1972, frontispiece; 
Boorman l977a, 496; Wilkins 1979, 10; Wimsatt l99lb, plate 3. It is significant that 
the name "Loris" appears added over an erasure. 

208 Reproduction in Wilkins 1972, facing p. 48; Boorman l977a, 459. Maekawa (I 985, 69-
70) and L.W. Johnson (I 990, 66) discuss the iconographic significance: this miniature in 
effect is a representation of the rubric Loange des Dames, first found in MS G. 
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arms (fol. 45r).209 

[E large initial only] 

M on cuer, qui mis en vous (Lo67) 
Vg2 A nobleman talks to a lady (fol. llr).210 

D'un dous ueil vairs (Lo94) 
Vg3 A nobleman with a bird perched on his hand stands before a lady (fol. 14r).210 

Vg4 
Pluseurs se sont repenti (Loi09) 
A nobleman bows before a lady holding a dog (fol. !6r).210 

Total number of miniatures for the Loange: C I 
Vg 4 
D I 
J I 

q. Complaintes 

Amours, tu m' as tant (Cpl) 

K 
A 
G 

I 
I 
I 

185 

VgS Guillaume, kneeling, offers a scroll to the god of Love, who holds his hand out to 
receive it (fol. 3lr). 

D2 [fol. 38r:] Comme /' acteur se complaint au Dieu d'Amours et est a genouz devantlui 
[How the author laments to the god of Love and is on his knees before him]. 
Guillaume kneels before the god of Love, who holds three arrows (fol. 38v ).2ll 

Gl44 Ci commencent les complaintes [Here begin the complaintesj. Guillaume kneels 
before the goddess of Love. Unidentified coat of arms (fol. 67r). 

E2 Complainte d' amant [Complainte of the lover]. A man kneels before the god of Love 
(fol. !3r). 

A toi, Hanri (Cp3) 
Vg6 Guillaume and Henry stand before a castle (fol. 32v). 
D3 Comment /'acteur se complaint du temps qu'il voit [How the author complains of 

the times he sees]. Guillaume gestures as he talks to a nobleman (Henry) (fol. 40v). 
E3 Complainte de Guillaume Machaut. Guillaume kneels before Henry (fol. !3v). 

Quant Ecuba vit (Cp4) 
E4 Complainte de dame [Complainte of the lady]. A lady sits outside next to a fountain 

watching a white dog with a bone (fol. !4a).212 

M on cuer, m' amour (Cp6) 
ES Complainte d' amant. A lover kneels, hat doffed, before his lady (fol. 14b).213 

Total number of miniatures for the Complaintes: V g 2 G I 
D 2 E 4 

209 Color reproduction in Cerquiglini 1987a, 9; black-and-white reproduction in Keitel 1977a, 
471; Early Music 5 (1977): 461 (detail). 

210 Miniatures V g2-4 fill in small blanks left by the lacking third strophes of some ballades. 
Two similar blanks later in theLoange, after Lo136 and Lo164, were left unfilled. Other 
Machaut manuscripts with the Loange leave the space for missing strophes blank. MS W 
[2] had a miniature filling a missing third strophe to Lo129, a ballade also defective in C. 

211 Reproduction in Wilkins 1977, 213. 
212 Co1or reproduction in B. and J. Cerquiglini 1984,28. 
213 Color reproduction in B. and J. Cerquiglini 1984,28. 
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r. Rondeaux in the Loange des Dames214 

Gentils cuers, souveingne vous (Lo27) 

THE MINIATURES 

E6 [fol. ISv:] Cy apres commencent les rondeau.x [After this begin the rondeaux]. [fol. 
I6r:] Rondiau. A group of six people stand around a barrel, singing from a music 
scroll (cf. miniatures E31, chap. 4.4s, and AI 54, chap. 4.4t) (fol. 16r).215 

Dit de la Fleur de lis et de la Marguerite 

G only Not illustrated (fol. 7Iv). 

s. Lais216 

Loyaute, que (LI) 
C93 Loyalty, wearing a transparent scarf, stands dictating the lai to a man seated on the 

ground, who is writing on a scroll (fol. I65r).217 

A 152 A nobleman with his hands clasped together in a supplicating pose before his lady 
(cf. miniature AII7, chap. 4.4p). The "L" of the word "Loyautt\" provides the frame 
for the miniature (fol. 367r).2IS 

G 145 Ci commence les lays [Here begin the la is]. Guillaume sits at his writing desk 
writing the lai, whose text is visible in the book: "Loyaute que point ne delay wet 
sans delay que fa [ce]" (fol. 74r).2I9 

E31 Cy commencent les lays Guillaume de Machaut. A group of five men standing in a 
garden, singing from a music book (fol. 107r).220 

f aim la flour (L2) 
C94 A man walks between two flowery bushes (fol. I68v).221 

Pour ce qu'onpuist (L3) 
C9 5 A man sits on the ground writing on a long scroll (fol. 170r). 222 

Aus amans (L4) 
C96 A bearded man stands holding a long scroll before an audience of noblemen and 

ladies, one of whom gestures to the man holding the scroll (fol. 173r). 223 

Nuls ne doit (LS/4) 
C97 A man stands next to a grove of trees (fol. 174r). 

Par trois raisons (L6/5) 
C98 A man stands pointing a finger at the beginning of the lai (fol. 176v). 

Amours doucement (L7/6) 
C99 A man stands next to a tree (fol. l79r). 

Amis, t' amour (LIOn) 
Cl 00 A lady stands among flowers (fol. I8Iv). 

214 The rondeaux form a separate section in MS E only. 
215 Color reproduction on cover of Early Music 5/4 (Oct. 1977); black-and-white reproduc­

tions in Droz/Thibault 1924, facing p. 13; Besseler 1931, 126; Reese 1940, plate 8; 
Reaney 1952a, I 040; Komma 1961, SO; Wilkins 1972, facing p. 112; Keitel 1977a, 4 72; 
New Grove 1980, 14:376; Leech-Wilkinson 1990a, 229; Kiigle 1991, 361 (with 
discussion); Wimsatt 1991 b, plate 12; also discussed in Hoffmann-Axthelm 1991, 343. 

216 The iconography of the lais in MS C is discussed in Huot 1987, 260-72. 
217 Reproduction in Huot 1987, 261 fig. 22 (discussion of the scarf, p. 272). 
218 Reproduction in Wimsatt 199Ib, plate IS. 
219 Reproduction in MGG 8 (1960), plate 73 (facing cols. 1409-10); Roussel 1967, 41 

(caption in error). Discussion in Huot 1987, 301. 
220 Reproductions in Droz/fhibault 1924, facing p. 13; Besseler 1931, 129; Reaney 1952a, 

1037; 1961, 124; Wimsatt 199lb, plate 14. Discussion in Huot 1987, 301. 
221 Reproduction in Huot 1987, 262 fig. 23 (discussed pp. 262--M). 
222 Reproduction in Huot 1987, 264 fig. 24 (discussed pp. 262--M). 
223 Reproduction in Huot 1987, 267 fig. 25 (discussed pp. 262--M ). 
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Un monellay (L 12/8) 
C 10 I A bearded man looks with reproach towards a bush; the face of another man is visible 

in the bush (fol. 184r).224 
J21 Ci commence le Lay Mortel [Here begins the Mortal Lai]. Orpheus plays the harp 

before the gates of hell (fol. 139v). 
[K lacuna] 

Qui bien aimme (L22/16) 
C I 02 A man and a lady converse (fol. 187r).225 
J4 Le Lay de Plour [The Lai of Tears]. A lady dressed all in black, with a black hood, 

sits next to a black-draped coffin (fol. 45r). 
[K lacuna] 

Ne say comment (L14/9) 
C 103 A lady stands among flowers; outside the frame of the miniature, to the right of the 

text residuum of the previous lai, a man holding a blue flower points to her (fol. 
189r). 

Se quanque Diex (Ll1) 
C 104 The inverse of miniature C 103: a man stands among flowers holding a blue flower; 

outside the frame of the miniature, to the right of the right column of text, a lady 
points to him (fol. 191r). 

Maintes fois (Ll3) 
C 1 OS A man stands before an audience of four ladies and a gentleman (fol. 192v). 

On parle (L8) 
C 106 A man sits on the ground, writing on a long scroll; a lady observes from the tower of 

a castle (fol. 194v).226 

Amours, se plus (L9) 
C 107 A lady stands before three other ladies, gesturing to them (fol. 196r). 
J22 Ci commence le Paradis d'Amours [Here begins the Paradise of Love]. The god of 

Love talks to a lady (fol. 143r). 
[K lacuna] 

Total number of miniatures for the lais: 

t. Motets 
Quant en moy I Amour (M1) 

c 15 
J 3 

A 
G 

I 
1 

A !53 A group of men-clerics and nobles-stand around a wine barrel, drinking and 
singing from a music scroll (cf. miniature E6, chap. 4.4r) (fol. 414v).227 

[G Room was left for miniature, two staves entered instead] (fol. 102v). 

Total number of miniatures for the motets: 

u. Ballades 
S'Amours ne fail (B1) 

A 1 

A !54 A couple embraces inside the "S" (a winged dragon) of the opening word of the first 
ballade, "S 'Amours" (fol. 454r).228 

G 146 [fol. 133v:] Ci commencentles balades notees [Here begin the ballades with music]. 
A gentleman speaks to a lady (fol. 134r). 

Total number of miniatures for the ballades: A G 1 

224 Huot (1987, 265) identifies the man in the bush with the character Mesdis (Slander), who 
appears in the lai in strophe I, I. 9. 

225 Huot (1987, 266) recalls the debate of thelugement Behaingne in this connection. 
226 Reproduction in Huot 1987, 270 fig. 26 (discussed pp. 269-71 ). 
227 Reproductions in Wilson 1990b, 294; Kiigle 1991, 361 (with important discussion); 

Wimsatt 1991b, plate 13. Discussion in Huot 1987, 300-301. 
228 Reproductions in Machabey 1960, 1391-92; S.J. Williams 1977, 462; Poirion 1971, 

plate 22. 
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v. Rondeaux 

Dou.s via ire (R 1) 
G 147 [fol. 149v:] Ci commencent /i Rondeaulz [Here begin the rondeaux]. A knight speaks 

to a lady seated outdoors (fol. 150r). 

Total number of miniatures for the rondeaux: 

w. Virelais 

He! dame de vaillance (VI) 

G 1 

G 148 [fol. 154r:] Ci commencent /es chansons baladees [Here begin the virelais]. A 
gentleman speaks to a lady. Unidentified coat of arms (fol. 154v). 

Total number of miniatures for the virelais: G 1 

x. Appendix: Miniatures for opera duhia in MSS K and J 
1. Le Chaste! d'Amours (not by Machaut) 

line 1 
J23 Ci commence le Chaste/ d' Amours [Here begins the Castle of Love]. A lady next to 

a castle waves to a man holding a club, who waves back (fol. 146v). 
Kll Ci commence le Chaste/ d'Amours. A lady at the door of a castle waves to a man 

holding a club on his shoulder, who waves back (fol. 132r [97r]). 

2. Le Dit du Cerf Blanc (opus duhium; see chap. 5.19) 

line 1 
J26 Le Dit du Cerf Blanc [The Poem of the White Stag). The narrator walking in a grove 

of trees (fol. 155r). 

line 125 
J27 The narrator kneels in obeisance to the queen of lovers, who is dressed in white and 

seated on a white horse (fol. 156r). 

line 189 
J28 The narrator and the queen are seated, watching the white stag within a walled park 

(fol. 156c).229 

line 228 
J29 The narrator holds the stag with a chain (fol. 156d). 

line 421 
J30 The narrator with the stag. The stag looks up at a rose on a tall stem (fol. 158r). 

line 472 
J31 The narrator sits as the stag continues to look at the rose. The stag is tormented by 

flies (fol. 158v). 

line 509 
J32 The narrator and the stag walk by the rose. The stag is tormented by flies (fol. 

159r).230 

line 576 
J33 The narrator and the stag by the rosebush. The stag looks up at the rose (fol. 159c). 

line 601 
J34 The narrator ties the stag to the rose by means of the chain (fol. 159d). 

line 697 
J35 The narrator kneels before the queen. Her white horse looks on (fol. 160v). 

229 Reproduction in Thiebaux 1974, 162. 
230 Reproduction in Thiebaux 1974, 165. 



V 

The Narrative Dits 

1. The chronology of the dits 
The possibility of determining a chronology of the works of Mach aut has been 
recognized as an ideal since the very first publication of the narrative poems. 
Emest Hoepffner found a situation in which many codices of the complete 
works of Machaut were extant, arranged by genre, each with a different number 
of items. Larger manuscripts often had works in the same order as the less 
complete ones, with additional works for each genre added after the end of the 
series found in the smaller manuscripts. A natural hypothesis to explain this 
state of affairs is one that calls on chronology. In a passage that has since been 
oft-quoted, Hoepffner stated (1908-21, 1:xlix): 

Thus, even during the lifetime of the poet manuscripts existed that 
contained only a part of his works, a part more or less extensive 
according to the time in which they were written, following the more or 
less advanced state of Guillaume's original. These copies present the 
works of Machaut in different phases of their development, and the 
manuscripts which we possess even today reproduce in some manner at 
least a few of these stages in the progress of the works of the poet. The 
first of these stages is represented by manuscript C .... 1 

By combining this theory of the gradual growth in the Machaut corpus 
observable from the extant manuscripts with a few more-or-less solid dates for 
individual poems, Hoepffner brilliantly arrived at an overall chronology of the 
large narrative poems of Machaut. 2 In addition, his study laid the foundation for 
a chronology of the musical works. 

For the following discussion of the chronology of the dits, reference should 
be made to table 5.1, which gives the complete contents of the text section of 
those Machaut manuscripts that are crucial to a study of chronology. Further 
details on the dating of individual dits may be found below in the separate 
discussion of each work. On the chronology of the musical works, see chapter 
7 .1. 

The fixed dates for the longer narrative poems are the following: 
1. Lyon is dated 2 April1342 near its beginning (11. 32-33), and this has been 

taken as a date near the period of the composition of the poem since Lebeuf 

1 Il existait done du vivant meme du poete des manuscrits qui ne contenaient qu'une partie de 
ses reuvres, partie plus ou moins considerable selon I'epoque oil ils furent ecrits, d 'apres 
I'etat plus ou moins avance de !'original de Guillaume. Ces copies presentaient les reuvres 
de Machaut dans les differentes phases de leur developpement, et les manuscrits que nous 
possedons encore aujourd'hui reproduisent en quelque sorte quelques-unes au moins de ces 
etapes dans le progres de l'reuvre du poete. La premiere de ces eta pes est representee par le 
manuscrit C .... 

2 Hoepffner's chronology of Machaut led him to propose a chronology of the works of 
Froissart, since it seemed that Froissart was influenced in the ordering of his works by the 
model of his predecessor (Hoepffner 1913); see also Whiting 1946, 210-12; Poirion 1965, 
206; Wimsatt 1972a, 393-96; Dembowski 1978; Fourrier 1979, 7-12; Wimsatt 199lb, 
320-21 n. 50, 323-24 n. 22, 327 n. 27, 328 n. 40. 

189 



190 THE NARRATIVE DITS 

Table 5.1 
Chronological Growth of the Main Machaut MSS3 

index codex 
Date c w Vg M A A F-G 

of work ca.1353 ca.1356 late '60s late '60s ca.l370 ca.l375 late '70s 
Prologue ca.l372 1 1 
Vergier 1330s 4 3? 2 1 1 2 2 
Jug. Behaingne before 8/1346 1 2 3 2 2 3 3 
Jug. Navarre "1349" 4 3 3 4 4 
Lay de P lour t 1349? in 7 5 4+in 13 in 16 in 18 
Remede before 1357 2 4? 6 5 4 5 5 
Lyon "1342" 5 7 6 5 6 6 
AI er ion 1340s 3 5 8 7 6 7 7 
Confort 1357 9 8 7 8 8 
Fonteinne 11/1360-61 10 9 8 9 9 
Harpe 1360s? 11 10 9 10 10 
Voir Dit 1362-65 13 14 11 
Marguerite after 1366 11 12 12 12 
Rose ca.1372? 15 16 13 
Vezci les biens ca.1372? 17 14 
Prise after 1369 13 14 15 15 
Lis et Marguerite 1369 18 
Loange des Dames 6 1 1 12 10 11 16 
(No. of texts) (198) (198)tt (256) (271) (268) (225) 

Complaintes in 1 in 12 11 13 17 
(No. of texts) (7t (8t (8) (!I) 

Music section 7 12 13 16 18 19 

• The dates for MSS V g, M, and F -G are the dates of the corpus of works, not the dates of the copy 
of the respective manuscripts. 

t The Lay de Plour, Qui bien aimme (L22/16) is placed in the lai section in MSS C and A; it is 
placed after Navarre in V g, included in both places in M, and is missing entirely from F -G. 

tt The Loange in MS W has only 67 surviving texts and fragments of texts, but since the very end 
of the collection survives, it is clear that the original extent of the section was either 198 or 200 
works. The last text is Lo200 as in MS C, but as in that manuscript, LoS! and Lol08 may have 
been lacking in W. 

o In MSS Vg and M, the complaintes are incorporated into the Loange section; they are placed in a 
separate section in the later manuscripts; see chap. 6.3 and 6.5. 

(1753, 379).4 Because Remede appears before Lyon in the manuscripts, this 
early date has had the effect of fixing the date of the Remede before 1342 
(Hoepffner 1908-21, 1 :lxiv-lxvi, 2:xv n. 1 ), an early date that has not always 
met with acceptance. 
2. Jugement Behaingne was surely written before John of Luxembourg fell on 
the field of Crecy, 26 August 1346, since John is a living character in the story 
line of the dit (Hoepffner 1908---21, 1 :lix). 
3. Jugement Navarre specifically refers to the Jugement Behaingne, reversing 
the decision taken in the earlier dit. I agree with those scholars who believe that 
Bonne of Luxembourg, who died on 11 September 1349, urged the composi­
tion of Jugement Navarre. Much of the poem therefore predates her death (see 
chap. 1.8-9, 1.12). A passage near the beginning, relating to the great plague 
of 1348--49, includes the date 9 November 1349 (ll. 24-25). Scholars have dis­
puted the connection of this prologue to the rest of the poem. I have argued that 
if the passage was added, it was added to a nearly complete poem and thus is 
very close to the period of the composition of the poem (Earp 1989,468 n. 16). 

3 I have left the non-authoritative order in MS E out of consideration here, but I have 
distinguished between the order of works reflected in the index of MS A and the order of 
works actually carried out in the manuscript. 

4 See Beer's interesting literary analysis of the date (1980, 28; 1981, 74). 
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4. Confort was written to console and instruct Charles II, king of Navarre, 
during the period of his imprisonment, from April 1356 until November 1357 
(see chap. 1.12d and 1.12f), and was probably finished in the second half of 
1357 (Hoepffner 1908-21, 3:i). 
5. Remede must pre-date the Confort of 1357, since the Remede is cited in 
Confort (!!. 2248-49; see Hoepffner 1908-21, 2:ii). 
6. Fonteinne was written for John, duke of Berry, son of King John II, some 
time after his departure for England, 31 October 1360, and probably during the 
first half of 1361 (Hoepffner 1908-21, 3:xxvi-xxx). 
7. During the course of the long composition of the Voir Dit, Machaut 
chronicled events from 1362 to 1364, while the period of composition seems to 
range from 1363 to 1365 (see chap. 5.13). This chronology is further 
corroborated by the fact that on four occasions in the Voir Dit Machaut refers to 
Fonteinne as his then most recent long poem. 
8. The Prise chronicles the life and death of Pierre I de Lusignan, king of 
Cyprus. Since he was assassinated 16 January 1369, the poem-a long one of 
nearly 9000 lines-is to be dated after this event (see chap. 1.16 and chap. 
5.17). 

To summarize these points, the following relatively fixed and approximate 
dates obtain for the longer narratives (table 5.2). 

Table 5.2 
Dates for the Longer Narrative Poems 

Fixed 
Lyon (134 2?) 
Jugement Navarre (after 1349) 
Confort (1357) 
Fonteinne (ea. 1360--61) 
Voir Dit (ea. 1363--{)5) 
Prise (ea. 1370-72) 

Approximate 
Jugement Behaingne (before 1346; before or 

after Lyon and Remede?) 
Remede (before 1357; before or after 

Jugement Navarre, Jugement Behaingne, 
and Lyon?) 

At this point, Hoepffner's observation of the gradual manuscript-to­
manuscript growth of the Machaut corpus can be brought into play for further 
refinement of the picture. In addition, it allows a relative chronology of those 
works lacking external clues to their date. Table 5.1 shows that all manuscripts 
except C and W give narrative poems from Vergier to Harpe in the same order. 
The manuscript with the fewest works, C, has these works in an order very 
different from what appears as a canonical order in the remaining manuscripts, 
and it was the seemingly random order in C that led Hoepffner to discount this 
manuscript to an extent and to cast doubt on its authority. 5 The logical 
inconsistency between this evaluation and the view Hoepffner expressed in the 
quotation given above ("the first of these stages is represented by manuscript 
C ... ") was emphasized by S.J. Williams (1969, 448-54), and further explored 
by Keitel (1976). Williams's objections, logical given the state of knowledge in 
1969, turned out to be superfluous once A vril had redated MS C to the 1350s. 6 

Except in the case of the Jugement Navarre, the manuscript order upholds the 
order of the fixed dates, and it appears in general to suggest solutions to the 
remaining questions: 
1. Vergier is not dated but appears first in the series in all of the central 
complete-works manuscripts except C, and possibly W. Seeking support for 

5 Hoepffner 1908-21, l:xlvii-xlviii. Until Avril 1973, C was considered to be a fifteenth­
century codex, following the dating in Bibliotheque lmperiale 1868, 259. 

6 Avril 1973; 1978; 1982a; the current state of knowledge on the dates of the manuscripts is 
summarized in Earp 1989, table 1. 
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the chronological primacy of Vergier, Hoepffner noted that the rhymes are less 
rich than for any other narrative poem of Machaut. Further, the narrative 
structure of the work is less developed than in other long poems, and for the 
most part it lacks the lively personal note that the poet usually takes on as a 
character in his own poems. In addition, of Machaut's longer narratives, only 
Vergier lacks an anagram giving the name of the author, a situation that makes 
sense for the earlier period, before his fame as a poet was established. Finally, 
the work is heavily derivative of the Roman de la Rose. Taken together, these 
facts argue for considering Vergier Machaut's first narrative poem, an order 
constant in all manuscripts from Vg on.? 
2. The earliest of the poems with an internal date is Lyon (1342). In the 
canonically-ordered manuscripts, this dit occurs fifth in the series: (l) Vergier, 
(2) Jugement Behaingne, (3) Jugement Navarre, (4) Remede, (5) Lyon (cf. 
table 5.1 ). Hoepffner again calls on the rhymes to justify its position in the 
series as a chronological one. Jugement Navarre, dated 1349, remains the only 
real disruption in Hoepffner's chronology, and his explanation of this anomaly 
is central to his thesis. Jugement Navarre is normally dated 1349 because of the 
chronicle of the great plague found near the beginning of the poem. According 
to Hoepffner, the complementary nature of the two judgment poems led 
Machaut to relocate Jugement Navarre to a position following Jugement 
Behaingne-out of its chronological position-in order to group it with the 
earlier judgment poem.8 The fact that Jugement Navarre is lacking in C, a 
manuscript now dated to the early 1350s, gives the point an interesting twist. 

At the end of Jugement Navarre, the judge metes out a punishment that 
amounts to a demand for further poetical works, namely, a lai, a virelai, and a 
ballade (ll. 4177-89). Of these, it is only the first and most difficult of the 
demands, the lai, that appears in some manuscripts immediately following 
Navarre, the so-called Lay de Plour, Qui bien aimme (L22/l6). This lai is 
included in MS C, even though it lacks the long Jugement Navarre. Further, 
Alerion (not dated) is present in MS C, suggesting that Alerion was written 
before 1349, and that it predates Jugement Navarre. 

The most controversial aspect of Hoepffner's chronology, to judge from 
recent literary studies, is his date for the Remede. Based on manuscript order, 
the relative richness of the rhymes, and on a passage describing the 
characteristics of the true lover that is less developed in the Remede than in 
Lyon (Hoepffner 1908-21, 2:ii, xv n. 1 ), Hoepffner proposes a date before 
1342 (i.e., before Lyon). This view is not accepted by Poirion (1965, 201 and 

7 Hoepffner (1908-21, l:lvi n.) uses a comparison of the relative richness of rhymes between 
several dits, some of known date, to confirm that Vergier was Machaut's first narrative 
work, a view that he regarded as certain based on its position in the best manuscripts: "it is 
notably by the poverty of the rhymes that the Dit dou Vergier distinguishes itself from the 
other poems of Machaut. The proportion of leonine rhymes in the Dit dou Vergier is 19 
percent, in the Roy de Navarre 35 percent, in the Remede de Fortune 31 percent, in the Dit 
dou Lion 34 percent. If one adds the feminine rhymes, considered as leonine by the poets of 
the Middle Ages, their number reaches only 50 percent in the Dit dou Vergier, against an 
average of 71 percent to 84 percent elsewhere. The rimes suffisantes in the Dit dou Vergier 
are 14 percent, in the Remede de Fortune 3 percent, in the Roy de Navarre 0.4 percent, and 
in the Dit dou Lion 0.6 percent." Guthrie (1987, 65-66) compares the rhythmic structure of 
Vergier with that of Navarre, finding a clear chronological dimension that supports a very 
early date for Vergier. Kelly's thesis of the development of Machaut's treatment of 
fin' arrwrs also supports Hoepffner's chronology (Kelly 1978, 137-48). 

8 Hoepffner 1908-21, l:lxiv-lxvi; cf. Cerquiglini 1985b, 16. 
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n. 28), who dates the Remede several years later, namely ea. 1350.9 Poirion 
further proposes that Machaut dedicated the work to Bonne of Luxembourg 
(daughter of the king of Bohemia, mother of the future Charles V, John of 
Berry, Louis of Anjou and Philip of Burgundy). This suggestion is fleshed out 
remarkably and convincingly in Wimsatt/Kibler 1988, but these scholars retain 
Hoepffner's earlier date (see the detailed discussion in chap. 5.7). 

Thus, the question of the date of the Remede remains unresolved.10 From the 
standpoint of the musicologist, a dating of 1342 or earlier would seem 
extraordinarily early for the most advanced of the musical interpolations, the 
ballades En amer (RF4) and Dame, de qui (RF5), and the rondeau Dame, mon 
cuer en vous (RF7). Although the activity of revision appears out of character 
for Machaut (we do not have several versions of works, unlike the situation for 
some other medieval poets),11 perhaps Machaut did rework the music of the 
Remede in the late 1340s for inclusion in his first complete-works manuscript, 
destined for Bonne of Luxembourg. 
3. The next datable work is the Confort (ea. 1357), although, as we have seen, 
apparently Alerion is earlier, since it appears in MSS C and W. Thus, Alerion 
may be placed before 1349 (Hoepffner 1908-21, l:lxv n.). 
4. The later, larger narrative poems (Fonteinne, Voir Dit, Prise) have dates that 
can be determined independently of their position in the manuscripts, and they 
uphold the chronological ordering of the works in the manuscripts (see the fixed 
dates in table 5.2). 

One other problem with the manuscript ordering should also be noted. MS 
Vg lacks the Voir Dit of ea. 1363-65 (although the music section of the manu­
script includes the Voir Dit musical compositions). This manuscript does, how­
ever, include the Prise of ea. 1370-72 as an appendix. Perhaps the recipient of 
the manuscript already had a copy of the Voir Dit (Earp 1989, 478-79). 

The dating of the later, smaller dits remains to be considered: 
1. Harpe apparently lacks any internal clues to dating. Because it appears last in 
the dit section of MS Vg, it presumably dates from the late 1360s. Its position 
after the Fonteinne in manuscripts from Vg on is fixed. 
2. Marguerite is dated "1366 or later" by Wimsatt ( 1970, 49), and apparently 
ea. 1364 by Fourrier (1979, 73).12 It is lacking in Vg, though present in M. Its 
position is variable in manuscripts that include the lengthy Voir Dit. This may 
indicate that the Voir Dit was never through-copied into Machaut's exemplar, 
leaving its position relative to the surrounding works somewhat fluid. 
3. Rose lacks internal clues to dating, and appears to be a new work at the time 
of the compilation of MS A (ea. 1372-77). It does appear in A's old index, 
established prior to the copying of the manuscript. Rose was copied as the 
penultimate work in the dit section of A (cf. Brownlee 1978a, 230). 
4. Vezci /es biens is a short work that appears to be closely connected to the 
compilation of MS A, since it provides an important articulating function in that 
manuscript (see chap. 5.16). It does not appear in A's index, and was copied at 

9 Poirion does not mention Hoepffner's argument; cf. Earp 1983, 135 n. 259; 1989,470-71 
n. 20. 

10 Except for Guthrie's work (seen. 7 above), literary critics have not pursued Hoepffner's 
use of the relative sophistication of rhymes as a kind of dispassionate index for dating. 
Poirion's discussion of rhyme, for instance, is more general (I 965, 433-38). 

11 The different versions of the I ugement Behaingne and Remede discussed by Wimsatt/Kibler 
(1988, 11-32, 40-54; summarized in Earp 1989, 479-80) are the result of corruptions 
introduced in the process of transmission, not authorial revision. 

12 The date 1364 makes more sense on grounds of manuscript order, but Wimsatt has good 
grounds for the 1366 date. 
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the very end of the dit section in A. If Vezci /es biens has a function linked 
specifically to the copying of MS A, this purpose was lost when the work was 
displaced in the later MS F -G, although there it serves to articulate a different 
unit, namely, the end of MS F. 
5. Lis et Marguerite was probably composed for the wedding of Marguerite of 
Flanders and Philip of Burgundy in 1369 (see chap. 1.17), and is an unicum in 
MS F -G. Perhaps it was retained as the personal property of the patrons for a 
time, explaining its absence from MS A. 

The order of the works listed in the leftmost column of table 5.1 is close to the 
final desired order of Machaut's text section, although this order cannot be 
determined conclusively. Machaut was extraordinarily active as a poet at the 
very end of his life, and left many shorter narrative works without fixing a 
definitive place for them in relation to the bulky segments represented by the 
Voir Dit, the Prise, the Loange, and the beginning of the music section. 
Machaut probably controlled the order of earlier narrative poems by means of a 
through-copied exemplar (S.J. Williams 1969, 442-45, 454; Cerquiglini 
1985b, 217-18; Earp 1989, 471-72). But at the end of his life, the condition of 
the last portion of his exemplar was doubtless chaotic. Two of the later works 
are of a length unprecedented in Machaut (Voir Dit and Prise), while the others, 
Marguerite, Rose, Vezci /es biens, and Lis et Marguerite, are very short 
occasional works of various kinds, and scribes were apt to tack them on 
wherever the gathering structure of a new manuscript allowed them most 
conveniently. The condition of the exemplar was probably further confused by 
Machaut's decision to change the location of the collection of lyrics not set to 
music-the Loange-from the beginning of the manuscript (the preferred order 
in those manuscripts related to Vg's order) to the end of the text section, before 
the musical works (an order that hearkens back to the order of the earliest 
manuscript, MSC; see Earp 1989,474, 481-82). The new order, which first 
appeared late in the 1360s in the now-lost manuscript from which MS M was 
copied, is seen in MSS A and F-G. 

To conclude, we can confirm that the order of the Machaut manuscripts is 
generally chronological. A few questions remain, most crucially the date of the 
Remede, but I believe that Hoepffner's overall chronological ordering is sound. 
Further, one need not insist that the later items in the text section necessarily 
appear in chronological order, for here, technical problems of manuscript 
production, literary concerns, and Machaut's conception of ordenance conflict. 
Machaut was tinkering with his unwieldy collection of works up to the end of 
his life, and there is no conclusive proof that he arrived at a final ordering for 
his manuscript. Thus, table 5.1 shows some confusion at the end of the series. 

MS F -G, whatever its actual date of production, appears to come closest to a 
definitive order, and yet even this manuscript shows physical evidence of a 
change of order of the last series of dits (Earp 1983, 99-101). Further, the final 
order was not necessarily strictly chronological because of the dramatic 
differences in length among the late works. It would doubtless neither have 
been aesthetically pleasing nor sound judgement from the point of view of 
manuscript production for these works to follow each other in strict 
chronological order. A better plan is to group the smaller works in some 
manner. In MS F -G, such a plan suffers the single exception of the short Lis et 
Marguerite, added before the opening of the lais to the end of the Loange 
section. Ideally, Lis et Marguerite in MS F-G perhaps ought to have joined the 
other shorter dits before the Prise, leaving the Loange to form a lyrical bridge to 
the music section of the codex. 
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2. A brief historiography of literary studies 
The narrative dits form the largest bulk of material in the main Machaut 
manuscripts. Long neglected, they have increasingly come under the scrutiny of 
literary critics in the last thirty years.J3 In the eighteenth century, when scholars 
rediscovered Machaut after three hundred years of almost total eclipse, it was 
Machaut the historian that first attracted them. Accounts of actual events-the 
depiction of the plague in the opening segment of the Jugement Navarre, the 
vivid picture of Jean de Luxembourg as the ideal prince in the Confort, and 
above all, the verse chronicle of the crusade to Alexandria of Pierre de 
Lusignan, king of the French outpost in Cyprus, in the Prise-were read and 
excerpted for their value as documents of French history.l4 

By the middle of the nineteenth century, growing interest in the medieval past 
allowed a further step. Prosper Tarbe, an indefatigable and devoted champion 
of the achievements of the region of Champagne, published in 1849 the first 
modern edition devoted entirely to works of Machaut-mostly in the form of 
excerpts-along with a biography that marked a serious advance over the 
previous state of knowledge of the poet's life. Tarbe presented a cross-section 
of works, although the emphasis remained on works of historical or bio­
graphical value, and especially on works that mirrored the morals and customs 
of the French Middle Ages. Significantly, Tarbe published many letters 
("Correspondance de Guillaume de Machaut et de sa dame par amour") and a 
few lyrics from the Voir Dit, which Tarbe considered the memoirs of Machaut's 
love affair, reluctantly written by the aged poet at the insistence of his beloved 
Agnes of Navarre, sister of King Charles of Navarre, and later wife of Gaston 
Febus, count of Foix.l5 Seven years later Tarbe published an entire volume of 
poetry he ascribed to Agnes of Navarre (Tarbe 1856). Half of her works he 
extracted from the Voir Dit; the remainder are lyrics with a feminine voice 
scattered throughout Machaut's collection of works. 

In 1875 Paul in Paris published the Voir Dit in a "complete" edition.l6 Again, 
it was primarily the historical and "autobiographical" references in the work, 
which Paris brilliantly succeeded in narrowing down to the years from 1362 to 
1364, that were of interest. As for the love affair depicted, Paris-who 
proposed a new solution to the question of the identity of the lady-took it at 
face value, the reaction until recently of all ages since the fifteenth century to 
medieval courtly poetry. (Sixteenth-century library inventories matter-of-factly 

!3 Calin (I 987b, 21-22; 1994, 123-25) discusses the lack of interest until recently in the 
literary fourteenth century, even among native French scholars. See also de Looze I988b, 
537; L.W. Johnson 1990, 10-14; and especially Sturges 1992. Reference to more general 
works on the historiography of French literature would lead too far afield here; see the 
essays by Wolfzettel, Grimm, and others in the GRLMA Begleitreihe, vols. I (reference as 
for Cerquiglini 1980a) and 2 (reference as for Cerquiglini-Toulet 1991 b). Sonnemann 
(1969, 15-22) provides a good summary of this aspect. See also below, chap. 6.4, 
focusing on the lyrics. The excellent recent survey and bibliography by Switten (I 995, 
introduction) came too late for full consideration here. 

14 The count of Caylus put it this way: "j'avoue que le Poete m'a semble plus interessant du 
moment que j'ai pfi le regarder comme un historien" (1753b, 416) [I confess that the poet 
seemed more interesting to me from the moment I could regard him as a historian]. See 
also Lebeuf 1743; 1751; 1753; Caylus 1753a; 1753b; Rive 1780. 

15 The lady's identity is masked in the poem; it was the count of Caylus (1753a, 413-14) 
who had identified "Machaut's mistress" as Agnes of Navarre. P. Paris (1875, xviii-xx) 
proved that Agnes was not a possible candidate. 

16 On Paris's shortcomings as an editor of Voir Dit, see A. Thomas 1912; Calin 1974, 
I67n.; and especially Cerquiglini-Toulet 199Ib. 
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labeled Machaut's works "les amours de Guillaume de Machaut.") For Paulin 
Paris, "elle lui accorde des faveurs qui pourront sembler assez grandes, avant 
qu'i1 ait eu la hardiesse de les demander. 0 mes amis! c'etoit la le bon temps" 
(P. Paris 1875, xxxiii) [she accords him (Machaut) favors which could seem 
rather generous, before he had the fortitude to ask for them. 0 my friends! 
Those were the good days]. Our knowledge of patronage and the function of 
the dit in Machaut' s day, along with our appreciation of the subtlety and sophis­
tication of the narrative techniques involved, has long put absurd interpretations 
of this sort by the wayside. 

The last major contribution of the nineteenth century to our knowledge of 
Machaut's narrative poems was the 1877 edition of Machaut's verse chronicle, 
the Prised' Alexandrie, by the historian Louis de Mas Latrie, an active member 
of the Societe de I' Orient Iatin. Perhaps it was another member of the society, 
the Marquis Melchior de VogUe, himself an owner of an important manuscript 
of Machaut's works, who piqued Mas Latrie's interest in Machaut. The goal of 
this research was again historical, a document of the French presence on 
Cyprus in the Middle Ages. 

Thus, at the turn of the nineteenth century, as Gustav Grober assembled the 
monumental Grundriss der romanischen Philologie (vol. 2/1, 1902), the only 
works of Machaut available in print were Tarbe's two volumes of lyric, 
narrative, and prose excerpts (1849; 1856), the defective Paris edition of the 
Voir Dit, and Mas Latrie's edition of the Prise. In addition, excerpts from Lyon 
and Harpe were available in Bartsch's Chrestomatie, first published in 1866. 
Dictionaries and surveys from this period are valuable today mainly for 
historiographical reasons,l7 although Grober's characterization of the court poet 
of the fourteenth century is notably advanced, and his view of the Voir Dit 
remains interesting. 

The foundation for modern work on Machaut was laid in the first few years of 
the twentieth century with the publication of a scientifically precise edition of 
most of Machaut' s remaining narrative poems by the Alsacian philologist Ern est 
Hoepffner (three volumes, 1908, 1911, and 1921 ), the publication of a less 
impressive edition of the lyrical poems by the Russian philologist Vladimir 
Chichmaref (1909), and the copies of Machaut's music made by the German 
music historian Friedrich Ludwig in the period 1900-1903, published in four 
volumes (1926, 1928, 1929, and posthumously in 1954). By 1979, a few 
smaller dits that Hoepffner omitted had been re-edited or edited for the first time 
(Harpe in Young 1943; Lis et Marguerite in Wimsatt 1970; Marguerite, Rose, 
and again Lis et Marguerite in Fourrier 1979). Nevertheless, much remains to 
be done for Machaut's narrative dits. A thorough study of Machaut's language 
and the filiation of the major manuscripts based on his complete poetical works 
was left undone by Hoepffner, who was perhaps discouraged by Chichmaref's 
publication of the lyrics.IS We have new critical editions and translations of two 
works, Jugement Behaingne and Remede, published in 1988 by James I. 
Wimsatt and William W. Kibler. Paul Imbs's critical edition of the Voir Dit, 
promised since 1952, was broken off on his death in 1987; Jacqueline 
Cerquiglini-Toulet will soon complete the edition for the Societe des Anciens 
Textes Fran~ais. In addition, Barton Palmer and Daniel Leech-Wilkinson are at 
work on a new edition with translation. A modern critical edition of the Prise 

17 Petit de Julleville 1892-93; Lanson 1894; G. Paris 1895; Petit de Julleville 1896; 
Suchier/Birch-Hirschfeld 1900; G. Paris 1907; Guelliot 1914. 

18 The study of vocalism in Aust 1890 is based on selected passages from TarbC 1849, the 
Voir Dit (P. Paris 1875), and Prise (Mas Latrie I877b). In his review of Wimsatt/Kibler 
1988, Gilles Roques reports on Hoepffner's unpublished study ofMachaut's language. 
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d' Alexandre (restoring Machaut's spelling) by Angela Dzelzainis awaits 
publication. Because of these delays, modern editions of Machaut's poetry are 
on the whole not as solid philologically as the material now available for, say, 
Froissart. This situation has not, however, greatly hindered important literary 
studies, particularly in recent years. 

Hoepffner's introductions to each of the dits he edited are the most important 
contribution to Machaut literary studies of the period up to around 1965 and 
remain the best starting points for students as well as seasoned scholars.19 Of 
the dictionaries and surveys from this middle period of criticism, Stefan Hofer's 
revision of the Grober Grundriss (Grober/Hofer 1933) stands out as a dis­
passionate overview of all of Machaut's works, still valuable especially for the 
discussion of themes treated in the lyrical poems.20 Other surveys from this 
period tend to view the French fourteenth and fifteenth centuries as a dreary two 
centuries of transition between the magnificent achievements of the thirteenth 
century and the French Renaissance.21 The only ongoing scholarship directed at 
Machaut's works in this part of the twentieth century is found in the work of 
Chaucer scholars, especially John Livingston Lowes and George Lyman 
Kittredge, who proceeded to map out in scientific detail the extent of the 
younger English poet's use of Machaut's poetry.22 Even so, the view of 
Chaucerians until fairly recently has been largely unsympathetic to Machaut.23 

By the mid 1960s, literary scholars began to see the French fourteenth and 
fifteenth centuries as a fertile ground for investigation. 24 Critical appreciation 
and serious evaluation of Machaut's literary works began with Daniel Poirion 's 
1965 study of the conditions of courtly patronage, which includes a critical 
evaluation of Machaut's lyrics. James I. Wimsatt's book on French sources for 
Chaucer's Book of the Duchess (1968) includes a serious examination of the 
literary tradition of the fourteenth-century dit. William Calin's 1974 volume is 
the first book-length study devoted entirely to Machaut's narrative dits.25 

19 An essential complement to the first two volumes of Hoepffner's edition is De Boer's 
study of Mac ha ut and the Ovide Moralise ( 1914; edition of the Ovide Moralise 1915-38). 

20 Although, as Sonnemann (1969, IS) notes, Hofer omitted Grober's comparison of 
Machaut with Dante and Petrarch (Grober 1902, 1043; Grtiber/Hofer 1933, 14-29). 

21 See Jeanroy 1921 (the nadir of Machaut criticism); Foulet 1923; Lanson 1923; Bossuat 
1931; Frank 1961; and Flutre/Reaney 1967. Frank's survey is often cited as an early 
rehabilitation of the fourteenth century; this applies only to the survey of her own area of 
specially, drama, an area peripheral to the work of the court poets. It would seem that 
Chichmaref (191 I) anticipated many of the concerns of recent critics. Unfortunately, he 
published his work in Russian and it therefore remained without influence. 

22 Lowes 1904; Kittredge 1909-10; 1910; Lowes 1910; Kittredge 1915a; 1915b; 1915c; 
Lowes 1918; Fabin 1919; Kitchell923; Shannon 1929; Meech 1931; Estrich 1939; R.K. 
Root 1941; Work 1941; Schaar 1954, 175-77; 253-56; 1955, 125-28,432-37. Other 
studies of sources include Geiselhardt 1914 (Machaut and Froissart); Pugh 1894 and 
Schilperoort 1936 (Machaut and Christine de Pizan). A few other literary studies from 
these years draw upon a wide cross-section of Machaut's works as part of a broader literary 
inquiry: Patch 1923 and 1927 (theme of Fortune); Knowlton 1922-23 (theme of Nature); 
Siciliano 1934 (sources of Villon's poetry). 

23 See, for instance, Muscatine (1957, 99-101). Palmer I987a provides an interesting 
historiographical survey of Chaucer scholarship involving Machaut; see also Davis 1991, 
1-17. 

24 See the little book of Le Gentil (1963, 158-63). Guiette 1960 (with material dating back 
to the mid 1940s) was also enormously influential. 

25sonnemann's excellent 1969 thesis has remained little known. Although Zumthor (1972) 
does not address Machaut as directly as other studies cited in this paragraph, his formu­
lation of new questions has been path breaking. 
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Machaut's works also figure prominently in Douglas Kelly's 1978 monograph 
on medieval imagination, a study of late medieval poetry of Courtly Love. More 
recent works include Kevin Brownlee's 1984 monograph on the narrator 
persona in Machaut, covering most of the narrative dits; Jacqueline 
Cerquiglini's 1985 monograph on the Voir Dit, an extremely rich study that 
goes far beyond a consideration of this single work; Paul Imbs's posthumous 
1991 monograph on the same work; and finally, two superb treatments of the 
Machaut literary tradition and Machaut's poetic colleagues in France and 
England, Wimsatt 1991b and Calin 1994. As far as the more recent general 
introductions and dictionaries are concerned, only Becker (1964) provides a 
true survey of all of Machaut's literary works, although there are plenty of 
surveys that reflect more current critical concerns.26 

A concise statement of the revolution in literary criticism of the French 
fourteenth and fifteenth centuries is seen in the heading for the relevant section 
in Poirion 's Precis de litterature franr;aise du moyen age (1983): "Le renou­
vellement de la litterature aux XIVe et XVe siecles" (the renewal of literature in 
the fourteenth and fifteenth centuries). The rehabilitation has proceeded on 
several fronts. Since I treat each of Machaut's narrative works separately in the 
body of this chapter, I provide here an overview of recent literary criticism of 
Machaut to pull together in a general way some of the main currents. 

At the end of the fourteenth century Deschamps's Art de Dictier (1392) 
formalized the split between poetry and music as a distinction between "artificial 
music" (lyrical poetry set to music, the old norm) and "natural music" (lyrical 
poetry intended solely for reading) (see chap. 2.1.1m). Poets compensated for 
the loss of the musical component in an increased "textuality ," a heightened 
concern for all aspects of writing (Cerquiglini[-Toulet] 1983; 1985b; 1991a, 
233; 1993b). Attention to the play of rhyme and form is attested most 
dramatically in the rhetorical acrobatics and innovative forms seen in Christine 
de Pizan and the Rhetoriquers of the fifteenth century, and in the proliferation of 
versification manuals beginning with Deschamps's Art de Dictier itself. But it 
was Machaut who established the fixed forms as the preferred vehicles for 
lyrical expression, defining lyrical activity for the remainder of the fourteenth 
century, and throughout most of the fifteenth century. In addition, we can view 
his Prologue, and before that the Remede, in part as artfully didactic fore­
runners to Deschamps's more practically oriented treatise (Calin 1974, 70; 
Brownlee 1984, 232 n. 32). 

Although scholars often cite Machaut as the last of the great poets to set his 
verses to music, it is worth emphasizing that the vast majority of his lyrical 
poetry was in fact not destined for musical setting. Indeed, even the lyrics he 
did set to music do not continue the lyricaVmusical tradition of the twelfth and 

26 See Le Gentil 1963; Roussel 1967; Poirion 1971; Wimsatt 1972b; Fox 1974; Phillips 
1982, 19-27; Heiunann 1978; Cerquiglini 1983; B. and J. Cerquiglini 1984; Cerquiglini 
1987a, 123-44; 1987b; Baumgartner 1988, 165-74; Poirion 1988a; Brownlee 1989a; Wild 
1990; Zink 1990 and 1992; Kibler/Earp 1995; and others. Orientation into the various 
schools of literary criticism of the period between ea. 1965 and 1985 is provided in Palmer 
1987b, 23-26; Sturges 199la, 100-101; and especially Zink/Badell991 and Sturges 1992. 
For a useful brief bibliographical overview, see Knight 1982. More recent studies that draw 
on a wide cross-section of Machaut's literary works include: R. Morris 1988 (Arthurian 
antecedents); Gorcy 1961; Roques/Musso 1978; and Roques 1982 (vocabulary); Poirion 
1978, Planche 1982 and 1993 (poetic language and images); Deschaux 1979, Poirion 
1978, 202-3 and Planche 1980 (Machaut's bestiary); Pearsall/Salter 1973 (garden 
landscapes). Calin (1974) touches on most of these issues. 
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thirteenth centuries, universal lyrical outpourings accessible (and performable) 
by anyone in the upper class, but rather are complex works utilizing advanced 
musical notation and intricate polyphony, and so are performable only by 
specialists. A subtle "musicality" thus goes hand in hand with textuality, 
reaching a peak of complexity in the generation after Machaut. 27 

Lyrical poetry in the fourteenth century took on a less universal, more 
narrative, and more personal aspect. This is expressed in a number of ways, 
and Machaut effectively created all of them. His separate collection of lyrics not 
set to music, called the Loange des Dames in one manuscript (see chap. 6), is 
organized to the extent that small groups of poems with similar themes can be 
isolated. Poirion (1965, 204, 543 n. 127 et passim) and Wilkins (1972, 14-17) 
note such nests of poems treating similar proto-narrative themes. Machaut's 
collection was the model for similar collections in Froissart's poetry manu­
scripts, and the idea developed into the Cent Ballades by Jean le Seneschal and 
friends, the Cent Ballades d' Amant et de Dame of Christine de Pizan, the 
Cinkante Ballades of John Gower, and the organization of Charles d'Orleans 
autograph of his lyrics, F:Pn 25458.28 

The dit with lyrical insertions most clearly demonstrates the new concern for 
the narrative aspects of the lyrics. The Roman de la Rose of Jean Renart 
(second quarter of the thirteenth century) counts as the first example of this 
typically French genre, which was transformed in the fourteenth century most 
dramatically in Machaut's Remede, Fonteinne, and Voir Dit. Earlier, the citation 
of fragments of performance pieces from the living repertory gave spice to the 
narrative; in Machaut, lyrics of his own composition form the kernel of the 
narrative, its point of departure.29 The recueil (collection), an aspect of 
textuality, is seen here in microcosm, and there are broad ramifications. 
Machaut's self-conscious concern for his complete-works manuscript 
collections (pointedly evoked by the rubric heading the original index of MS A, 
"Here is the ordenance that G. de Machaut wants his book to have") influenced 
a generation of poets. 3D In addition, the same manuscript-MS A-includes the 
first, and most elaborate, presentation of the Prologue, serving to endow every 
single item in the enormous 500-folio codex with a place in the artistic oeuvre 
(Brownlee 1984, chap. 1; Huot 1987, 232-38). Machaut supervised the 
production of several of his complete-works manuscripts by establishing the 
order in which the works were copied and likely also by establishing the 
program of illustrations for the narrative poems.3I Machaut's professional 
activities as a writer are even thematized in his narrative poetry, especially in the 

27 Baumgartner (1988, 168) views Adam de la Halle as one of the last poets to compose 
chansons courtoises in the old style, while at the same time presaging the fourteenth 
century in his polyphonic motels and rondeaux. 

28 See Cerquiglini !980b; !985b, 34-37; !986a; !987c; Baumgartner 1988, 170--71; Burrow 
1988, 234-35; Zink 1990, 123; 1992, 270--72. Poirion (1965, 173) makes the point that 
the function of the secretary lies behind this desire for organization. 

29 Cerquiglini contrasts the thirteenth-century narrative with lyrical insertions as an anthol­
ogy, exhibiting the quality of collage (juxtaposition of lyrics), with the fourteenth-century 
art poetique exhibiting the quality of montage (in which the lyrics are the source of the 
narrative); see 1977a; 1977b; !980a; 1982; 1983, 290--92; !985b, part I chap. I. See 
further Huot 1987, chaps. 8-9; and many literary studies of the Voir Dit by a variety of 
scholars (chap. 5.13). 

30 The translation of the heading is that of Peggy McCracken (Leupin 1986, 137). On the 
term "ordenance," see Leupin 1986, 137-38; Huotl987, 237-39 and the works cited there. 

3! Avrill982a, 131-32; Brownlee 1984, 15-16; Huot 1987, chaps. 8-9. The supervision did 
not extend to careful proofreading (Kibler/Wimsatt 1987; Earp 1989, 493-97). 
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Voir Dit, and Machaut's self-conscious emphasis on his metier as a professional 
writer influenced Froissart, Chaucer, Deschamps, and Christine de Pizan. 

Textuality also finds expression in Machaut's penchant for citing exempla. 
Myths from Ovid, usually filtered through the anonymous moralized French 
translation of the early fourteenth century, the Ovide Moralise, were a favorite 
source of material, but Machaut also drew upon the Old Testament.32 Earlier 
critics found the poet's use of these exempla, beginning with Alerion and 
particularly prominent in Jugement Navarre, Confort, Fonteinne, and Voir Dit, 
to be at best valuable reflections of the sort of story-telling that went on at court, 
and at worst tedious and pointless digressions serving only to pad a jejune 
narrative. Recent critics, however, see the exempla as central, serving as 
intertextual commentaries to the unfolding narrative.33 For instance, the lengthy 
recounting of the myth of Apollo and Coronis in the Voir Dit comments directly 
on the jealousy felt by the narrator at that point in the larger narrative: he should 
not "kill" his love of Toute Belle by reacting too hastily to stories of 
indiscretion. At the same time, Coronis was, in fact, guilty of adultery, and this 
lends a tinge of ambiguity to Toute Belle's professed innocence. Finally, the 
episode comments on the ongoing composition of the poem itself: in the myth, 
love dies with Coronis, but a son is born. The love between Guillaume and 
Toute Belle dies, but a book-the Voir Dit itself-is born (Calin 1974, 194, 
200; Brownlee 1984, 147; Cerquiglini 1985b, 152-55; Leupin 1986, 141-43; 
Calin 1994, 356-66). 

Other exempla, such as the long recounting of the marriage of Peleus and 
Thetis and the Judgment of Paris in the Fonteinne, allowed the clerk-poet a safe 
way to admonish the prince-patron to better conduct. By this means, the poet 
sought to influence a high-born patron, without being forward in an unseemly 
fashion (Ehrhart 1980b; 1987, 130-41; 1990; 1992, 14-19). 

The problem just alluded to, the tension produced by the requirement of the 
clerk to give voice to the loves of a high patron, even though forbidden to 
experience such love himself, is well emphasized in modem criticism.34 Again, 
the Voir Dit provides the extreme case, in which the clerkly poet-narrator plays 
the role of lover. 

The paradoxical relation to the patron is also an aspect of recent studies of the 
first-person narrator. All recent literary critics emphasize the separation of a 
poem's first-person narrator from the author. Indeed, the concern for strategies 
of narration among recent literary critics has been a primary reason for the 
renewed interest in Machaut's narratives, which provide extraordinarily rich 
materials unappreciated before the development of new critical tools.35 

32 Some recent studies of this aspect of Machaut's work include Kelly 1978, 49-56, 125, 
150-51; Bade! 1980, 90-91; Burke 1980; Ehrhart I980a; I980b; I980c; Kelly 1981; 
Ehrhart 1990; Heinrichs 1990; Wimsatt 199lb, 69-76. On Machaut's literary sources, see 
the general overview in chap. 1.2.6 and the details for each work in chap. 5.3-18. 

33 Some critics employ the terminology of narratology: mise en abyme. See F. and W. Calin 
1974, 243-46; Calin 1983a, 84-87; de Looze 1984; Calin I987b; 1988-89; 1994. Kelly 
(I 989) emphasizes that the use of such exempla was valued in medieval rhetoric. 

34 See Poirion 1965, 192-205; Cerquiglini 1978b; Cerquiglini 1984; 1985a; 1985b, part 2 
chap. I; Leupin 1986; Nouvet 1986; Kelly 1987; Zeeman 1988; Cerquiglini-Toulet I99Ia, 
226-27, 230-32; Davis 1991; Huot 1991; Palmer 1993b; and Ehrhart's interpretation of 
the Judgment of Paris tradition, cited in the previous paragraph. 

35 Calin (I 974, 241 et passim) is the first to demonstrate this strongly in Machaut studies. 
Brownlee (I978b; 1984) studies the dits according to the kind of first-person poet-narrator, 
who serves either as "lover-protagonist" (Vergier, Remede, Alerion, Voir Dit), or as 
"witness-participant" (Jugement Behaingne, Lyon, Fonteinne). On Machaut's first-person 
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The personality of Machaut's narrator figure, "prone to cowardice, sloth, 
snobbery, misogyny, and pedantry" (Calin 1974, 241) influenced the next 
generation of poets, Froissart, Chaucer, Christine de Pizan, and others.36 Occa­
sionally Machaut himself undermined the convention, for instance in Jugement 
Navarre, in which the narrator is specifically identified as "Guillaume de 
Machaut." Contemporaries too misunderstood, as in the Voir Dit in MS F, 
where unerased directions to an illuminator ask for the depiction of "Machaut 
kneeling before a king."37 It appears that Machaut himself was well aware of 
the pseudo-autobiographical illusion he was promoting, and that he enjoyed 
leading his own contemporaries astray in this aspect. He does not, of course, 
deceive modem critics.38 

Machaut's preoccupation with sentement (sincere feeling) reflects the new 
emphasis on personal expression. Faced with the paradoxical requirements of 
the patron, Machaut's sentement serves to authenticate his poetry.39 Douglas 
Kelly's thesis of Machaut's poetics of love poetry is that Machaut-beginning 
with Remede-no longer requires merci (fulfillment), and thus he promotes 
Esperance (Hope) as sufficient reward.40 This view can also be related to the 
question of the patron. Since authentic sentement is not allowed, Hope is 
sufficient to generate the sentement necessary to write authentic love poetry: the 
relationship of poet and patron is central. 

In another view, the ultimate verification of Machaut's sentement came in 
textuality. Machaut's failure as a lover-a necessary condition of his class­
was balanced by his success as a love poet, an aspect that he never ceased to 
boast of.41 The poet's love can thus exist without association with the lady; the 
sublimation of desire lies in writing (Cerquiglini 1985b, 154, 223). 

In sum, Machaut is a central player in many of the critical discussions of the 
last thirty years: "natural" vs. "artificial" music; textuality expressed in lyrics as 
proto-narratives, in manuscript collections, and in new kinds of lyrical 
insertions; authorial self-awareness; intertextuality and the use of exemp/a; 
levels and strategies of narration; and the role of the patron. 

The remainder of this chapter provides information on all of the works in the 
narrative section of the manuscripts. Various categories of information are 
given, although rarely are all categories included for any single work. 
FORM. The metrical scheme and total number of lines. For dits with lyrical 
insertions, the form of each lyric is listed separately. More general studies of 
form include Hieatt (1979-80), who provides an excellent account of narrative 

narrator as a development of the narrator of the Ro!rUln de la Rose, see Calin 1978; Uitti 
1978; Brownlee 1984; Guthrie 1985, 236-38; Calin 1987a, 17-18, 153; Huot 1993, 239-
72; Palmer 1993b, 289-91, 296-97. De Looze (I988a; 1988b; 1991) has studied the 
identity of the narrator as revealed by authorial naming in anagrams. 

36 Wimsatt 1968, 96-102; Calin 1974, 116-19, 196-99,241,246 et passim; 1978; 1983b, 
158-64; 1987a, 17-18, 133, 153; 1987b, 10-17; 1994, 227-28; Cerquiglini 1978b; 1984; 
1985a; 1985b; and many others; Heinrichs (I 990, 1-7) discusses scholarship on this 
question. 

37 See chap. 4.4k, miniature Fl25; recall the consistent program of iconography for the 
narrator figure in the miniatures seen in the late MSS A and F (chap. 4.1). 

38 For example, Palm er (I 987a, 4) refers to "his fictional persona (a poet named Guillaume de 
Machaut)." 

39 On "sentement," see chap. 5.7 (Remede), under the rubric "related Machaut works." 
40 Kelly 1978, chap. 6; 1985, 300; 1992, 138, 146-48. See also Imbs 1991, esp. 197-212; 

Huot 1994, 227. 
41 Calin 1974, 199-200; Boulton 1993, 276-77; see also the writings of Cerquiglini-Toulet, 

Brown lee, de Looze, Palmer, etc. 
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form in Machaut; see also works on the definition of the term dit (Hoepffner 
1920, 228-30; Sonnemann 1969,4-6, 185-93; Zumthor 1972,406-20 (=Eng. 
ed., 336-48); Fourrier 1979, 12-22; Cerquiglini 1980a; Poirion 1980; Zink 
1982, 231-32; Cerquiglini 1988a; Ribemont 1990; Imbs 1991, 213-15; 
Boulton 1993, 181-83; Butterfield 1994, 9-13), and the medieval conceptions 
of form discussed in Kelly 1985, who deals with concepts such as montage, 
forma tractatus, and ordonnance. For an interesting discussion of what is 
common among French, Italian, and English narratives of this period, see 
Heinrichs (1990, 161, 213--14). 
MANUSCRIPTS. Sources are labeled with a number in square brackets, keyed to 
the numerical listing in chapter 3. I supply a rubric of incipit or explicit only in 
particularly interesting or significant cases; other rubrics are not given. Lost 
manuscripts are listed only when it is certain that they contained a given work. 
FACSIMILES. For the dits, references to facsimiles are usually given as a min­
iature number, which the reader must locate in chapter 4.4 for a bibliographical 
reference. 
EDITIONS. Modem editions. 
ASCRIPTION. I treat this question only in chapter 5.19, with regard to the Dit du 
CerfB/anc. 
TRANSLATIONS. Extensive excerpts or complete translations into English, 
unless otherwise labeled. Plot summaries of the dits in modem French may be 
found in the prefaces to the editions of Hoepffner (1908-21), and in English at 
the beginning of each chapter of Calin 1974. The discussion in Brownlee 1984 
proceeds in order from the beginning to the end of a given work, providing a 
foothold for readers in the process of familiarizing themselves with the 
originals. Chapter 2 n. 10 provides an overview of available complete trans­
lations of the dits. 
ANAGRAM. Studies that propose solutions to an anagram, or that provide 
discussions of anagrams. Since such studies usually discuss several works of 
Machaut, it may be of use to list the most important ones here: Tarbe 1849, 
167-73 s.v. "enigme"; Suchier 1897; Hoepffner 1906; de Looze 1984, 153; 
Leupin 1986, 133; Cerquiglini 1988a, 94; de Looze 1988a; 1988b. Schilperoort 
(1936, 80-83) and de Looze (1991, 171-76) compare anagrams in Christine de 
Pizan with those in Machaut. A related issue is Machaut's frequent use of 
phrases that give his name, such as "ne m 'en chaut" (I don't care); see 
Cerquiglini 1985b, 100 n. 27. 
PATRON. Studies that propose a patron for a given poem. It is of course 
unnecessary to repeat each time that the "patron" of a given work may be a 
literary construct rather than a faithful account of the patron's personality. 
Important studies of this aspect include Poirion 1965 (a classic study); Kibler 
1978; Gauvard 1982; Leupin 1986; Nouvet 1986; Kelly 1987 (an important 
study; on women patrons, see esp. p. 94). 
DATE. Internal mention of a date in a given poem, or other criteria that have 
been brought to bear on dating. 
BIOGRAPHY. The uses made of a given poem for biographical studies. In recent 
years, literary critics have become very cautious with this aspect. Most deny 
any direct connection between the narrator and real life conditions, treating the 
works as aesthetic documents only. For Chaucer studies, the locus classicus is 
the narrator's reference near the beginning of the Book of the Duchess to eight 
years' sickness, considered a biographical fact in need of interpretation until 
scholars found an analogous passage in Machaut's Jugement Behaingne, an 
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important source for Chaucer.42 Calin (1974, 38 et passim; 1987a, chap. 2) has 
constantly emphasized that realistic elements in Machaut's poetry are not 
necessarily autobiographical. For example, Machaut's frequent mention of his 
weak eyes-along with other denigrative physical characteristics-may be an 
example of a conventional clerkly literary attribute, not an item of biography 
(Cerquiglini 1984; 1985a; 1985b, part 2, esp. 112-13, 144-45, 150--51, 167). 
DISCUSSION (historical, literary, art historical, codico1ogical, or musical). 
These categories provide little more than chronological listings of relevant 
bibliographical references. 
LITERARY ANrECEDENTS. Studies that discuss Machaut's literary sources for a 
given work. Hoepffner (1908-21) and De Boer (1914) provide the most 
important spadework on this aspect. For a general overview of Machaut's 
sources, see chap. 1.2.6. 
RELATED MACHAUT WORKS. Relationships between works that have been 
noted by scholars. The sorts of relationships range from the complementary 
nature of the two judgment poems, to the specific citation of Remede in Confort 
and of Fonteinne in Voir Dit, to the controversial links between the narrative 
and the lyric that Hoepffner noted for Confort and Fonteinne. 
TEXTUAL LEGACY (France, England, or Spain). Studies of the influence of a 
particular work on later authors. This is a particularly daunting undertaking 
given the bulk of Chaucer scholarship on the subject of sources and analogues 
in Machaut. Although new Chaucer bibliographies are fast appearing, I have 
nevertheless undertaken to provide references to some important studies, in 
order that the student may have some solid leads for a more detailed pursuit of 
this aspect of Machaut's literary legacy. Seasoned Chaucer scholars will know 
to look to the specialized bibliographies (see chap. 2 n. 9). 
PROVERBS. Since Has sell ( 1982) does not index his table of proverbs by work, 
I have provided a listing for each work here. 

3. Le Prologue 
FORM. The Prologue (so called from the index of MS E, fol. Cr; the name may not be 

authorial, since the more reliable manuscripts do not name the work in a rubric) is divided 
into two sections. The first comprises four ballades, the first pair with three strophes of 
nine lines each, the second pair with three strophes of ten lines each (a total of 114 lines), 
followed by 184 lines in octosyllabic rhyming couplets. The ballades are highly elegant, 
displaying complex metrical forms unique among Machaut's many ballades. In the first 
group of two ballades, Nature offers her three children Scens, Rhetorique, and Musique, 
whose help the author gratefully accepts.43 In the second group of two ballades, Amours in 
turn offers his children, Dous Penser [Sweet Thought], Plaisance [Pleasure], and Esperance 
[Hope] to the poet, who again gladly accepts.44 The elaborate rubrics that introduce each pair 
of ballades, surely Machaut's own prose, are given with the descriptions of the miniatures 
in chap. 4.4a. 

42 On this question, see Loomis 1944; Heinrichs 1990, 214; B. Nolan 1981, 211n. (with 
many additional references). 

43 Kelly (1978, 3) offers a gloss for the character Nature, or natura: "natural talent, inborn 
inclination"; for Scens, Calin (1974, 235) suggests several possible interpretations: 
"inspiration? the faculty of reason which plans and controls artistic creation? the art of 
composition?" See also Kelly 1978, 11; Cerquiglini 1985b, 18-19; Newels 1989, 194 n. 
2 ("Kunstsinn"); L.W. Johnson 1990, 33 and n. 46, 36; Lukitsch 1983, 259-62; Kelly 
1992, 137-39. Rhetorique personifies the technical aspects of versification. 

44 For Dous Penser, Newels (1989, 194 n. 5) gives "Gedanken ohne Falsch" [Guileless 
Thought]; for Plaisance, "gliickliches Begehren" [Propitious Desire]. Many of the literary 
studies listed below provide further discussion of the personification figures. 
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I. Ballade,Je,Nature,par qui tout estfourme 
Refrain: [Nomme sont] Scens, Retorique et Musique (first three syllables vary) 

ab abccdcD , . 3 strophes: 1010 1010 8107'1010, a: -me, b: -mer, c: -ans, d: -1que 

2. Ballade, Riens ne me doit excuser ne deffendre 
Refrain: Tant qu' en ce rrwnt vous plaira que je vive 

3 strophes: 1~.~0 1~.~0 ~ 1c08~ 1~1~ a: -endre, b: -ement, c: -ez, d: -ive 

3. Ballade, le sui Arrwurs qui maint cuer esbaudi 
Refrain: [C' est] Dou.s Penser, Plaisance et Esperance (first syllable varies) 

ababccdcdD 3 strophes: 1010, 1010, 8.10.10.10,10.10, a: -di, b: -ie, c: -aire, d: -ance 

4. Ballade, Graces ne say, loange ne merci 
Refrain: A rrwn pooir, tant comm.e je vivray 

3 tr h . a b a b c c d c d D a· . b· . ·s d· Y s op es. 1010 1010 81010101010 ·-cl, ·-er, c. -I • · -ra 

5. Narrative. Having mentioned the dit genre in the four lyrical ballades, Machaut 
enumerates several other genres in the following narrative section: chansonneues, doubles 
hoques, lais, rrwtes, rondiaus, virelais or chansons baladees, complaintes, and balades entees 
(pt. V, 11. 13-16).45 The longest portion of the narrative Prologue is the section devoted to 
music, juxtaposing sacred music-David and his harp (pt. V, ll. 126-34)-with secular 
music-Orpheus and his harp (pt. V, ll. 135-43).46 In the section devoted to Retorique, 
Machaut lists several technical categories of rhymes-rime serpentine, equivoque, leonine, 
croisie, retrograde, sonant, and consonant (pt. V, 11. 147-58)-a catalogue predating the 
tabular enumerations in treatises of the Second Rhetoric by twenty years (on the rhymes 
listed, see Wimsau 1991 b, 299 n. 62). 

MANUSCRIPTS. 
Complete Prologue: 

[5] A fols. Dr-Ev (ballades); Fv-Gv (narrative portion) 
[6] F fols. lr-3r 

[18] Pm fols. lr-3b 
Only the four ballades: 

[7] E fol. lr 
[17] H fol. 97r-97v (ballade no. 4 lacks str. 3) 

FACSIMILES (refer to chap. 4.4a). Miniatures A 1-2; Pm I and 3; Fl; El a-b. 
EDITIONS. Tarbe 1849, 3-10 (incomplete, corrupt); Chichmaref 1909, 1:3-13 (omits three 

lines, see Cerquiglini 1985b, 16 n. 6); Hoepffner 1908-21, 1:1-12; Pauerson 1935, 2:72-
74 (ballades I and 3); Poirion 1971, 243-45 (pt. V, 11. 1-180, with glossary in modem 
French); Palmer 1993a, 2-18. The edition of Hoepffner is the one cited here. 

TRANSLATIONS. Complete translation in Palmer 1993a, 3-19. Excerpts in Kelly 1978, 4, 
11-12; Mulder 1978, 46--50 (Dutch); Huot 1987, 237; Newels 1989, 193-95 (German); 
Steinle 1989, 75-78; Wilkins 1989, 343, 345; L.W. Johnson 1990, 29-33; and 
Cerquiglini-Toulet 199la, 228. 

PATRON. Strikingly, the Prologue is a work not associated with a patron, but rather with 
Machaut's own desire to preface the collection of his life's works-we know it as MS A­
with an all-encompassing statement of his artistic aims. This is carried into the iconography 
of the Prologue miniatures, where the author, not the patron, is depicted (Ferrand 1987). 

45 For possible interpretations of the term balade entee, see Reaney 1954a, 635; 1959b, 25-
27; Sonnemann 1969, 29 n. 13; Wilkins 1969a, 130 n. 39; Giinther 1972, 53-59; 
Wilkins 1972, 177 n. 188; Arlt 1982, 206, 239-40; Frobenius 1986, 11. Perhaps it refers 
to the phenomenon of crosswise borrowing between lyrics, documented in Roques 1982. 

46 The segment on music (pt. V, 11. 85-146) has been set to music by the Swiss composer 
Frank Martin (1890-1974); see chap. 2.5. 
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DATE. ea. 1372. The formal division of the Prologue into a lyrical section (the four ballades) 
and a narrative section (the 184 11. in rhyming couplets) may explain the curious source 
situation. The "shorter" form of the Prologue serves to introduce manuscripts that place the 
lyrical works, the Loange, at their head (E and H), while the complete Prologue introduces 
manuscripts that place the narrative poems at their head (A, F, Pm). It appears that 
Machaut's final choice was to begin with the narrative poems, yet it does not necessarily 
follow that there are two chronological stages to the composition of the Prologue. Later 
collections that began with the lyrical poems (MSS E and H) simply took the four 
Prologue ballades as introductory works, and placed them at the head of the collection. The 
gatherings that include the Prologue in MS A are very irregular with regard to manuscript 
structure (Earp 1983, 85, 344), and this, taken with the fact that the Prologue does not 
appear in the index of A, implies that this work was new at the time of the redaction of A, 
and that the problems of incorporating it into a large manuscript had not yet been solved.47 

It appears that the author, grappling with the efforts of executing a definitive manuscript of 
his oeuvre, wrote the Prologue expressly for this occasion, and sent the text of the opening 
ballades to Paris, a commission by the author, to be copied and illustrated in the most 
luxurious fashion by the most distinguished illuminator of the capital (see chap. 4.2 table 
4.5). The long rubrics that accompany the ballades served as Machaut's detailed instructions 
to the illuminator. 

DISCUSSION (literary). Hoepffner 1908-21, l:Iii-Iv; Patterson 1935, 1:80-83, 95-96, 2:72-
73nn.; S.J.Williams 1952, 6-31; Laurie 1964,561-62, 568; Poirion 1965,90-91,96--97 
n. 78, 97, 103, 193, 194, 196, 200-201, 204-5, 369, 428, 487, 514, 516, 535 n. 106, 582 
n. 6; Brewer 1966, 21-22; Heger 1967, 88; Sonnemann 1969, 26--36; Jung 1971; Poirion 
1971, 50-5!; Oliver 1972; G. O!son 1973, 718-19; Calin 1974, 234-37; Connery 1974, 
98-100 (links Prologue with Remede); Jonen 1974, 91-92; Brownlee 1978a, 221-22, 227-
30; 1978b, 5-8; Kelly 1978,4, 11-12 et passim; Mulder 1978, 17, 35, 44-64, 80; S.J. 
Williams 1978, 189-93; Lubienski-Bodenham 1979, 37; Bade! 1980, 87; Little 1980, 48-
49; Ferrand 1982; Kelly 1983, I 05, 117, 120; Lukitsch 1983 (also deals with musical 
discussions); Brownlee 1984, 16--20; Palmer 1984, xix-xxii; J. Stevens 1984, 119-21; 
Cerquiglini 1985b, 15-21, Ill, 119, 154, 212, 225; Tavani 1985, 248-54 (also deals with 
musical discussions); Nouvet 1986, 355-56 n. 10; Cerquiglini 1987c, 316; Huot 1987, 
236--38, 303--4; Kelly 1987, 96; Palm er 1987b, 31-33; Baumgartner 1988, 171; Frobenius 
1988, 6--7 (hocket); R. Morris 1988, 552; Palmer 1988, xix-xxix, xxxiii, xxxviii; Zeeman 
1988, 832-35; Edwards 1989, 55, 71-72; Kelly 1989, 96; Miihlethaler 1989, 404 (musical 
discussion); Newels 1989, 193-95, 196; Steinle 1989, 75-79; Wilkins 1989, 342--45; 
L.W. Johnson 1990, 28-35; Cerquiglini-Toulet 199la, 227-28; Wimsatt 199la, 134-35; 
199lb, 3-5, 15; Kelly 1992, 137-39, 148--49 et passim; Arlt 1993, 42--43; Cerquiglini­
Toulet 1993b, 73-74; 1993c, 40; Page 1993, 13-14; Palmer 1993b, 286--88,290-91,299, 
304. 

DISCUSSION (codicological, art historical). See chap. 4.2 table 4.5; Mulder 1978, 44--49, 56--
64; Earp 1983, 83-87; Ferrand 1987; Sterling 1987, 182. 

LITERARY ANTECEDENTS. Alain de Lille, De Plane tu NaJurae (Huot 1993, 270, 272). Ro!rUln 
de la Rose (Brownlee 1984, 17, 19-20; Huot 1993, 242, 267-72). Wimsatt (199lb, 56) 
considers the first 96 11. of Jean de le Mote's Regret Guillaume (1339) as the most 
important antecedent of Mac haul's Prologue. 

TEXTUAL LEGACY (France). Froissart, Paradis d'Amour (Huot 1987, 303--4)48; Joli Buisson 
de Jonece (Zeeman 1988, 838). Deschamps, ballade Armes, Amours, dames, chevalerie 
(Miihlethaler 1989, 395, 401). 

47 Some details of the ruling of the parchment in MS A further reflect on the chronology of 
the collection of that manuscript (see Earp 1983, 173 n. 330). 

48 Note, however, that Froissart's Paradis was written too early for Machaut's Prologue to 
have exerted influence (on the date, see below, n. 105). 
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4. Le Dit dou Vergier 
FORM. Octosyllabic rhyming couplets, 1293 lines. 

MANUSCRIPTS. 
[I] C fols. 93r-I02v 
[2] W fols. 23r-29v 
[3] Vg fols. 39r-47r 
[4] B fols. 56r--64r 
[5] A fols. l r-9r 
[6] F fols. 3r-9v 

[7] E 
[10] M 
[11] D 
[IS] K 
[16] J 
[18] Pm 

fols. 18r-21 v 
fols. lr-9r 
fols. 48r-58r 
fols. 2Ir-28r 
fols. 2Ir-30r 
fols. 3r-ll r 

FACSIMILES (refer to chap. 4.4b). Miniatures J2; F6, 7, and 9; E7. Samaran/Marichal 1959, 
plate clxxxvii (MS J, fol. 29r). 

EDITIONS. Tarbe 1849, 11-39 (incomplete, corrupt); Hoepffner 1908-21, 1:13-56; Palmer 
1993a, 22-86. 

TRANSLATIONS. Excerpts in Kelly 1978, passim; complete in Palmer 1993a, 23-87. 
ANAGRAM. None (Hoepffner 1908-21, I:lv and n. 3; de Looze 1988b, 552, 556; 1991, 169). 
PATRON. John of Luxembourg, king of Bohemia (Poirion 1965, 194). Davis (1991, 27-28, 

30-31) relates aspects of the description of the god of Love to John. 
DATE. Vergier is undated and contains no historical references that could aid an attempt to date 

it. Tarbe (1849, xi) does not consider Vergier an early work, but Hoepffner (1908-21, l:lv­
lvi) adduces four criteria that argue for an earlier date: (I) position in the manuscripts; (2) 
lack of an anagram; (3) technical inferiority (see above, n. 7); and (4) the content largely 
lacks the personal note present in Machaut's other dits. Subsequent studies of the poem 
have not questioned Hoepffner's dating. The earliest date associated with a Machaut dit is 
1342 (Lyon), which might place Vergier in the early-to-mid 1330s (cf. Calin 1974, 41), 
written for John of Luxembourg (cf. chap. 1.5). 

DISCUSSION (literary). Chichmaref 1909, l:xl-xli; Hoepffner 1908-21, l:lv-lix; Patch 1950, 
204; Poirion 1965, 488; Wimsatt 1968, 74-76; Sonnemann 1969, 36-43; Calin 1974, 23-
38; Connery 1974, 30-43; Spearing 1976,41-43, 45; Calin 1978, 181-82; Kelly 1978, 
122, 137-38 et passim; Bade! 1980, 85-86; Brownlee 1984, 24-37; Cerquiglini 1985b, 
178 n. 43; 1986a, 110-II; Davenport 1988, 61; Davis 1991,24-36, 111-13, 115-18; 
Imbs 1991,104-10. 

LITERARY ANTECEDENTS. Roman de la Rose (Hoepffner 1908-21, I :lvi-lix; Sonnemann 
1969, 39-42, 164; Calin 1974, 23-24, 29-33; 1978, 181-82; Brownlee 1984, 27-32, 36, 
227-28 nn. 3-4, 6). 

TEXTUAL LEGACY (France). Froissart, Paradis d' Amours (Geiselhardt 1914, 38-46). Alain 
Chartier, Excusacion aux Dames (Jonen 1974, 189). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Schaar 1955, 274, 380-81; 
F.N. Robinson 1957, 776 n. to I. 805; Severs 1963; Davis 1991, 45-46); Complaint unto 
Pity (Fliigel 1901; Clemen 1963, 181 n. 3; Wimsatt 1978, 79); "Prologue" to the Legend 
of Good Women (Fansler 1914); "Franklin's Tale" (Schofield 1901, 446). 

PROVERBS (references to Hassell 1982). A 117; A 120 (twice). 

5. Le ]ugement dou Roy de Behaingne 
FORM. 2079 lines in quatrains concatenated in the following pattern: 

a a ab b b b c c ( 1· f · · h ) 1 Ol Ol o4 1010104 10 ... , etc. mascu me or em m mer ymes . 

Machaut never again utilized the stanzaic form of Jugement Behaingne for a narrative 
work,49 but similar forms appear especially in some of the complaintes: Tels rit au main 
(RF2); Amours, tu m' as tant (Cpl); M on cuer, m' amour (Cp6); Douce dame, vueilliez oir 
(Complainte de /' Amant in Fonteinne); Amis, je te vieng (Confort de /' Amant et de la 
Dame in Fonteinne); M a chiere dame (B40); Marguerite; Venus, je t' ay tousjours servi 
(VD44); and Dous amis, que t' ay-je meffait? (VD53). In these examples, however, the 

49 Fourrier (1979) attributes CerfBianc, which has the same form as Behaingne, to Machaut 
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strophes are not concatenated by rhymes as in Jugement Behaingne (see Hoepffner 1908-21, 
2:xxxix n. !). For more on this stanzaic form, see Grober 1902, 706; Kastner 1905; 
Hoepffner 1908-21, l:lix n. 3; Chichmaref 1909, l:Ixix n. 4; Lote 1949-51, 1/2:88-90; 
Poirion 1965, 407-8; Sonnemann 1969, 68-69, 115-119, 164; Jonen 1974, 82-83; Bade! 
1980, !56; Dembowski !987a, 100 n. 18; Ziino 1990, 21-27. For later imitations of this 
form, see below concerning textual legacy. 

MANUSCRIPTS.50 

[I] C fols. lr-22v 
[2] W fols. !Or-2lv 
[3] Vg fols. 47v-60r 
[4] B fols. 64v-77r 
[5] A fols. 9v-22r 
[6] F fols. 9v-19r 
[7] E fols. 37r-42v 

[10] M fols. 9r-2lv 
[I!] D fols. 58v-74v 
[15] K fols. 30r-40r 

Lost manuscript: 

[16] J 
[18] Pm 
[31] p 
[32] Ar 
[36] Kr 
[37] Ys 
[38] Pc 
[44] Ra 
[45] R 
[46] St 

fols. 30v-44v 
fols. I! b--23a 
fols. 64r-9 5v 
fols. 152v-166v 
fols. 18r-4lr 
fols. 36v-37v 
fols. 167r-182v 
fols. 81 v-115r 
fols. 27v-6lr 
fols. 160r-183r (lacks 11. 1-152) 

[12] Brussels, lost manuscript in the library of the Burgundian dukes 
FACSIMILES (refer to chap. 4.4c). Miniatures Cl, 8, and 9; J3; AIO; Fl2 (with fol. 17v); 

07. 
EDITIONS. Caron 1861; Hoepffner 1908-21, 1:57-135; Palmer 1984; Wimsatt/Kibler 1988, 

59-165. 
TRANSLATIONS. Windeatt 1982, 3-25; Palmer 1984; Wimsatt/Kibler 1988,60-164. 
ANAGRAM. Guillemin de Machaut; see Hoepffner 1906, 405; Frese 1981-82; de Looze 

!988a, 207-9; !988b, 541-43, 546. 
PATRON. John of Luxembourg, king of Bohemia. For a literary discussion of the role of the 

patron in Jugement Behaingne, see Kelly 1987, 84-85. 
DATE. The rubric in MS M, Le Jugement dou bon Roy de Behaigne dont die us ail /'a me, 

implies that the patron had died by the time this manuscript was copied, and this led Tarbe 
(1849, xxiii) to date the work 1347-49, probably 1348, since Jugement Navarre, which 
responds to Jugement Behaingne, is dated 1349. It is clear from the narrative, however, that 
the king of Bohemia was still alive at the time of the composition, and Tarbe's thesis was 
rejected by Hoepffner (1908-21, l:lix n. 1). Most scholars have accepted Hoepffner's date of 
before 1346 (the year of the death of the king of Bohemia). If the basically chronological 
arrangement of large poems in the manuscripts is sound, and it does seem to be for all larger 
works after ea. 1350 except Jugement Navarre, the work dates from before !342. Most 
likely, Machaut composed Jugement Behaingne in the mid 1330s, during the heyday of the 
king of Bohemia, the glitter of whose court is celebrated in this, Machaut's most popular 
narrative work. 

BIOORAPHY. It appears that Machaut was still in the service of John of Luxembourg, king of 
Bohemia, at the time of the writing of Jugement Behaingne. Indirect reference to Machaut's 
duties as clerk in the service of John of Luxembourg appear in 11. 1474-75 (see chap. 
1.2.7). Machaut's demand as a court poet is evoked at the end of the work, 11. 2052-54. 
Most scholars agree that Machaut left John's immediate entourage to take up residence in 
Reims around 1340. For a study of what is known of John's court, see Wilkins !983b and 
the references above, chap. 1.5 and 1.5.1. 

DISCUSSION (literary). Hoepffner 1908-21, l:Iix-Ixiv; Chichmaref 1909, l:xxx, xli-xlii; 
Patch 1923, 23 n. 91; 1927, 92 n. I, 96n.; 1950, 204; Luttrell 1965; Poirion 1965, 115, 
194, 418, 488; Wimsatt 1968, 88-93, 96--98, 102; Sonnemann 1969, 44-54; Calin 1974, 
39-54; Connery 1974, 44-61; Pelen 1976--77, 128-30; Spearing 1976,64 n. 22 (citation 
of Jugement Navarre is an error); Brownlee 1978b, 13-14; Calin 1978, 182-84; Kelly 

(see chap. 5.19). 
50 On the filiation of these many sources, see Kibler/Wimsatt 1987; Wimsatt/Kibler 1988, 

11-32. 
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1978, 137--44 et passim; Luttrell 1978, 276; Planche 1980; Lanoue 198lb, 37--45; 
Brown lee 1984, 158-171; Palmer 1984, xxiii-xli; 1987b; Guthrie 1985, 210--14, 226-29; 
Bade! 1988, 103--4, 105 et passim; de Looze 1988a; Guthrie 1988-89, 40--47; Heinrichs 
1989b, 104-9 et passim; Calin 1990, 76-78; Heinrichs 1990, 185-89; Imbs 1991, 110--
16; Wimsatt 199lb, 126-27; Kelly 1992, 146--48; Cerquiglini-Toulet 1993b, 94; Palmer 
1993b, 289-90,297-98 et passim; Butterfield 1994, 10--11. 

RELATED MACHAUT WORKS. Jugement Behaingne was obviously the inspiration for 
Jugement Navarre; the most nuanced discussion of the series (with the Lay de Plour, Qui 
bien aimme [L22/16]) is Palmer 1993b. Imbs (1991, 110--16) seeks points of contact with 
the later Voir Dit. Huot (1994, 229-32) relates Jugement Behaingne and Jugement Navarre 
to the two motets Tous corps I De (M2) and He! Mors I Fine (M3). 

LITERARY ANTECEDENTS. Boethius, Consolation of Philosophy (Palmer 1980, 392; Hein­
richs 1989b, 104-9 et passim). Jeux partis (Hoepffner 1908-21, l:lx; Sonnemann 1969, 
52-53; Calin 1974, 39--40, 43; Feil 1985, 62-{)8). Chastelaine de Vergi (Frappier 1946, 
106--7; Calin 1974, 49; Brownlee 1984, 161). Altercatio Phyllidis et Florae and love debate 
tradition (Hoepffner 1908-21, !:!xi; Scully 1966; Wimsatt 1968, 88-89; Calin 1974, 39-
40, esp. n. 2; Joncn 1974, 76-80; Schlumbohm 1974; Pclen 1976-77, 128-33; 1979, 
286-97; Wimsatt/Kibler 1988, 9; Wimsatt 199lb, 127 esp. n. 42). Roman de la Rose 
(Calin 1974, 39, 45--46; Kelly 1978, 139--41; Brown lee 1984, 158-59; Pal mer 1984, 
xxix-xxxvii; 1987a, 28-29, 31; 1993b, 289-90, 297). Giles of Rome (Poirion 1965, 605 
n. I 05). More French works are cited by Hocpffner (1908-21, I :I xi) and Bade! (1988, I 08). 

TEXTUAL LEGACY (France). Hoepffner (1908-21, I :iii) notes that Machaut created the genre 
jugement d' amour. Jugement Behaingne was doubtless the work that established Guillaume 
de Machaut's fame as a poet (Hoepffner 1908-21, l:xxviii). It was the most widely copied, 
and perhaps most influential, of all of Machaut's larger poems (the twenty extant manu­
scripts include three from the late fifteenth century). Further, Jugement Behaingne is cited 
by its stanzaic form in the anonymous Regles de la Seconde Rettorique; see chap. 2.3.ld. 

Froissart, Paradis d'Amour (Bennett 1991, 286); Ioli Buisson de Ionece (Bennett 1991, 
287). Eustache Dcschamps recalled the opening scene of Jugement Behaingne, in which the 
author is hiding in a bush, in two lais (chap. 2.l.ld)_5l Alain Chartier, in his Belle Dame 
sans Mercy, also borrowed the hidden narrator motive from Jugement Behaingne (Jonen 
1974, 85 n. 37). Martin Le Franc stated in his Champion des Dames (ea. 1442) that he did 
not agree with Machaut's judgment (chap. 2.3.2c). 

The following works, which employ the stanzaic form of Behaingne, are mentioned in 
Kastner 1905, 291-92 and Poirion 1965, 401 n. 8, along with some other examples: Jean 
Froissart, Dit dou Bleu Chevalier (Geiselhardt 1914, 4 7-50; Whiting 1946, 201; Wimsatt 
1968, 129-33; 1972a). Oton de Granson, Livre de Messire Ode (Wimsatt 199lb, 227-28 
nn. 33-34). Christine de Pizan, De bat de Deux Amans, Livre des Trois Jugemens, and Dit 
de Poissy (Pugh 1894; Hoepffner 1908-21, !:vi, lxiv; Schilperoort 1936, 17, 32-38,46-
47, 90; Scully 1966, !59-{)!; Palmer 1984, xxxii-xxxiii; Willard 1985; Altmann 1987; 
1988; 1992, esp. 140--45, 150-52). A lain Chartier, De bat des Deux Fortunes d' Amours 
(Jonen 1974, 82); Debat de Reveille Matin (Laidlaw 1974, 39 n. I); Livre des Quatre 
Dames (a related form, see Jonen 1974, 75, 82-83, 101). Anon., Cerf Blanc (see chap. 
5.19). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (for the context, see F.N. 
Robinson 1957 or Benson 1987, explanatory notes, passim; Kittredge 1909-10, 465-71; 
1915a, 60--66; 1915c, passim; B. Harrison 1934,436--41 et passim; Loomis 1944; Schaar 
1955,22-23, 173-75,269,274, 381; Lawlor 1956; Clemcn 1963,47--48, 5!-56; Moreton 
1963; Brewer 1966, 22-24; Wimsatt 1967a; 1968 appendix, with a line-by-line list of 
parallelisms, et passim; Brosnahan 1974; Calin 1974, 50, 53-54; Wimsatt 1974, 119-21; 
Pelen 1976-77, 128-33, 139--47; Wimsatt 1976; 1977; Calin 1978, 177, 186; Palmer 
1980; Pearcy 1980; Kaiser 1981; Wimsatt 1981, 120--21; Frese 1981-82; Phillips 1982, 
170-76 [excerpts with translations], explanatory notes, passim; Windeatt 1982, ix-xiii 
[trans. with parallel passages in notes]; Palmer 1984, xxxiii-xxxvii; Cerquiglini 1985b, 
144; Kooper 1985, 104-8, 172, 179, 185; S.A. Wright 1986, chap. 3 passim; Calin 

51 Cerquiglini (1985a, 25-27) discusses the literary theme of the clerk listening from a 
concealed position. 
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!987b, 10; Donnelly 1987, 428; Guthrie 1988-89; Wimsatt/Kibler 1988, 26--32, 473-90; 
Edwards 1989, 85-88; Stevenson 1989-90, 16--17; Heinrichs 1990, 214; Butterfield 1991, 
36--37; Davis 1991, 153-55; Wimsatt 199lb, 126--29; J.J. Anderson 1992; David 1992; 
Calin 1994, 276--89); Complaynt d'Amours (Wimsatt 1978, 72-73); Complaint of Mars 
(Wimsatt 1978, 72-74); Anelida and Arcite (Wimsatt 1970-71, 4-5); Troilus (Wimsatt 
1976; 1977, 216 n. 22; Kelly 1978, 197-98; Guthrie 1985, 2!0-14, 226-29, 235-41; 
Wimsatt 1985, 26, 29, 31; !99!b, !50-57; Heinrichs 1989b, esp. !09-15; J.J. Anderson 
1991; Windeatt 1992, 118-20); "Prologue" to the Legend of Good Women (Calin 1994, 
290-91). For Scotland, cf. Wm. Dunbar, Tretis of the Tua Mariit Wemen and the Wedo 
(Pearcy 1980). 

PROVERBS (references to Hassell 1982). A!O; A75; A89; Bl99; C24; C209; E26; E62; F4; 
F25; F75; Fl23; Fl25; G!O; G36; H22; L92; LIOI; M37; M210; Nl2 (twice); N35; 03; 
070; 071; P7; P232; P290; R74; R77; Sl05. 

6. Le ]ugement dou Roy de Navarre 
FORM. Octosyllabic rhyming couplets, 4212 lines. In some manuscripts, Machaut intended 

the Lay de Plour, Qui bien aimme (L22/16; 210 lines) to follow Jugement Navarre, 
although his final decision was to place it with the other lais; see the discussion in chap. 
7.3 under Qui bien aimme. 

MANUSCRIPTS. 
[3) Vg fols. 60v-87r 
[4) B fols. 77v-104r 
[5) A fols. 22v-49r 
[6) F fols. !9v-40r 

[7] E 
[10) M 
[I!] D 
[18) Pm 

fols. 45r-56v 
fols. 21 v-48v 
fols. 74v-l 08r 
fols. 23r-4 7v 

FACSIMILES (refer to chap. 4.4d). Miniatures D9 and I!. 
EDITIONS. Hoepffner 1908-21, 1:137-282; Palmer 1988. 
RECORDINGS (refer to chap. 8.8). 1750 Arch Records S-1773 (LP) (recitation of some 

passages from the historical prologue in English trans.); Harmonic Records H/CD 8825 
(CD) (recitation of 11. 4199-212). 

TRANSLATIONS. Windeatt 1982, 139-44 (partial); Palmer 1988. 
ANAGRAM. None needed, since the narrator names himself several times as Guillaume de 

Machaut (cf. Cerquiglini !985b, 119-20; de Looze 1988a, 205--{)). 
PATRON. King Charles of Navarre (based on the title). The characterization of the allegorical 

figure Beneiirte [Good Fortune] is so realistic that commentators have sought a historical 
person behind the description. 52 Paulin Paris (1875, xv n. I) suggested Beatrix de Bourbon, 
the widow of John of Luxembourg, while Poirion (1965, 194; but see 604) suggested 
Bonne of Luxembourg, daughter of John of Luxembourg, king of Bohemia, and wife of 
John, duke of Normandy (crowned John II on 22 August 1350). In my opinion, this latter 
identification may hit the mark (cf. chap. 1.9 and 1.12). Machaut apparently served her after 
the death of her father at Cr&:y, 26 August !346 until her death on !I September 1349 
(chap. 1.8). 

It is not known under what circumstances Machaut entered the service of the king of 
Navarre. Hoepffner (1908-21, 3:xxix) asserts that it was Charles's accession to the throne 
of Navarre in 1349 that occasioned the Jugement Navarre, which was surely completed after 
this date (see chap. 1.12). Lanoue (198la, 12 n. 14) agrees thatBeneiirte may have been 
inspired by Bonne of Luxembourg but further notes the death of the queen of France around 
the same time, and the quick marriage of King Philip VI to Blanche of Navarre, sister of 
Charles of Navarre, proposing that Mac haul's poem served perhaps to celebrate this political 
marriage. Against this view, see Heinrichs 1990, 189-90 n. 41, 191 n. 43. For a literary 
discussion of the role of the patron in Jugement Navarre, see Kelly 1987, 84-86. Palmer 
(1993b, 294--95) argues against an extratextual source for the work. 

DATE. 9 November 1349 (ll. 24-25), noted since Lebeuf 1753. At the beginning of the poem 
(11. 309-458), Machaut chronicled events of the years !348-49that were connected with the 
Black Death. The chronology of the poem is further linked with the copying of MS C, now 
placed in the early 1350s. Giinther ( 1982, I 03) suggested that C was begun for Bonne of 

52 On the literary tradition of "Bonneiirte," see Patch 1927, 40-42; Planche 1990b. 
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Luxembourg, and that work was interrupted at her death. The later completion of the 
manuscript for some other royal patron would explain the breaks in the order of works in 
the music collection of the manuscript. Jugement Navarre does not appear in C, and 
Mac ha ut may not have completed the narrative until as late as ea. 1355. 

BIOGRAPHY. Because the narrator is named "Guillaume de Machaut," early scholars often 
utilized the Jugement Navarre for biographical information concerning the author. Indeed, I. 
573 ("C'est la Guillaumes de Machaut" [that's Guillaume de Machaut there]) provided the 
first modern evidence of Machaut's name (Lebeuf 1753, 378). Mas Latrie (1877b, xii) 
quoted a passage near the end of Jugement Navarre to prove that Machaut was of non-noble 
birth: "Je, Guillaumes dessus nommez I Qui de Machau sui seumommez" (11. 4199-200; 
see chap. 1.2.3b). P. Paris (1875, xv) quoted the speech of Souffisance: "Car vous estes 
trop jeunes horns I Pour dire si faites raisons" (11. 3139-40) [For you are too young a man I 
To support such an opinion (trans. Palmer 1988, 141)] to affirm Machaut's youth, thinking 
he would have to have been less than fifty years old (see the comment in Imbs 1991, !54 n. 
59). Calin (1974, 117), on the other hand, noted that the traits Machaut ascribes to the 
narrator in Jugement Navarre (timidity, cowardice, misogyny) were stereotypical literary 
traits of a clerk. See further Cerquiglini 1985b, part 2; Palmer 1987a, 31-39. 

DISCUSSION (historical). Petit de Julleville 1892-93, 290--92; Coville 1938, 328-29; 1949; 
Machabey 1955b, 1:43-45; Grimm 1965; Desportes 1979, 544-49; S. Taylor 1980; 
Lanoue 198la; Cerquiglini 1985b, 163; Palmer 1988, xxxi-xxxii; Zink 1991. Historical 
discussions have focused on the chronicle of the plague of 1348-49 in the introductory 430 
lines, in which Machaut mentions an eclipse, the charge that the Jews had poisoned the 
wells, and the flagellants.53 Desportes (1979, 544-49) gives a detailed account of the 
chronology of the plague as it affected the area of Reims based on documentary evidence, 
demonstrating that Mac haul's chronicle is generally accurate, although it compresses events 
lasting eighteen months into a single winter. The plague hit Reims in the autumn of 1348 
but was much slowed by the winter. In the spring of 1349, beginning around April, it 
became more serious, and was at its worst from August to October 1349. Machaut's 
response to the plague, closing himself up at the beginning of the summer of 1349, not to 
emerge until the spring of 1350, was a typical precaution. Desportes (1979, 549) estimates 
that one-fourth to one-third of the population of the town of Reims was wiped out. 

On the connection of the historical prologue to the rest of the poem, see Hoepffner 1908--
21, l:lxvii; Lawlor 1956; Muscatine 1957, 100-101; D.W. Robertson 1962, 236n.; 
Ciemen 1963, 136 n. I; Poirion 1965, 488; Calin 1971, 296--97; 1974, 123-28; Kelly 
1978, 147; Mulder 1978, 16-17; Poirion 1978, 203-4; Hieatt 1979-80, 109-10; Ehrhart 
1980c; Lanoue 198la; 1981 b, 45-66; Calin 1983b, 14 7-50; Cerquiglini 1985b, 122; 
Guthrie 1985, 237 n. 4; Palmer 1987b, 34-35; de Looze 1988a, 206; Palmer 1988, xxix­
xxx; Earp 1989,468 n. 16; Heinrichs 1990, 196 nn. 47-48; Imbs 1991,264 n. 47; Zink 
1991; Kelly 1992, 147; Butterfield 1994, 13-18; Calin 1994, 210--12; Huot 1994,230--31. 

DISCUSSION (literary). Chichmaref 1909, l:xliv-xlvi; Hoepffner 1908-21, l:lxiv-lxxxvii; 
Patch 1923,23 n. 91; 1927,64 n. 2; 76 n. I; Schaar 1954, 93-94; D.W. Robertson 1962, 
235-36; Poirion 1965, 80 n. 45, 565 n. 81, 582 n. 6; Heger 1967, 81-91 (prologue); 
Wimsau 1968,93-102 Sonnemann 1969,91-99, 101-3, 165; Calin 1971; 1974, 110--29; 
F. and W. Calin 1974, 245, Connery 1974, 62-78; Fox 1974, 294-95; Ehrhart 1974, 96--
152; Pelen 1976--77, 133-34; spearing 1976,43-46, 69 n. 30; Brownlee 1978b, 10--11; 
Kelly 1978, 137-44 et passim; Burke 1980; Ehrhart 1980b; S. Taylor 1980; Lanoue 198la; 
198lb, 45-66; Rychner 1981, 66--68; G. Oison 1982; Picherit 1982; Calin 1983b, 141-
50; Cerquiglini 1985b, 121-22, 127, 135-36, 174, 181-82, 184, 185, 186 n. 13; Huot 
1987, 247-48; Palmer 1987b; Davenport 1988, 62-63; de Looze 1988a; Palmer 1988, 
intro.; Calin 1990, 76--78; Heinrichs 1990, 185, 189-96; J. Root 1990, 179-91; Davis 
1991, 109; 1mbs 1991, 146--55; Zink 1991; Ehrhart 1992, 9-14; Kelly 1992, 138-39, 
146-48; Cerquiglini-Toulet 1993b, 93-94; Palmer 1993b, 291-93 et passim; Butterfield 
1994; Calin 1994, 205-12. 

Bade! (1988, 108) mentions several further examples of literary controversies in the 
fourteenth and fifteenth centuries. 

53 On Machaut's account of the persecution of the Jews, see Girard 1986 and remarks in 
Margolis 1992, 56, 58, 66. 
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RELATED MACHAUT WORKS. Jugement Navarre 11. 1272-74=Confortll. 2930--33; see chap. 
1.6.2a, and chap. 7.3, literary discussion of Donnez, signeurs (B26). Doubtance de meffaire, 
Honte, and Paour (Jugement Navarre ll. 1179-86) are again linked in the ballade Honte, 
paour (Lo20l=B25); see chap. 7.3, literary discussion. On the Lai de Plour, Qui bien 
aimme (L22/16), see chap. 7.3. The complementary relationship of Jugement Navarre to 
Machaut's own Jugement Behaingne is obvious; see, for example, Calin 1974, 110--11; 
Cerquiglini 1985b, 61; de Looze 1988a; 1988b, 541; Palmer 1993b. Several scholars 
contest the view (explicitly noted in I. 811) that Jugement Navarre is a reversal of the 
judgement rendered in Jugement Behaingne; on the controversy, see Pclen 1976--77, 133-
34; Lanoue 198la; Palmer 1987b, 32-36; 1988, xxiv-xxix, xxxii-xxxiv, xxxviii-xxxix, 
xl-xli; Heinrichs 1990, 189-90 n. 41). On Jugement Navarre and the Remede, see Kelly 
1978, 138-39. See Imbs (1991, 146--55) on links to the later Voir Dit. Huot (1994, 229-
32) relates Jugement Behaingne and Jugement Navarre to the two motels To us corps I De 
(M2) and He! Mors I Fine (M3). 

LITERARY ANTECEDENTS. Boethius, Consolation of Philosophy (Lanoue 198la, 9; Kelly 
1987, 86; Palmer 1987b, 37; Kelly 1992, 138, 14 7-48). Marie de France, Lanval (Palmer 
1987b, 34). Lancelot, Tristan, or Chastelaine de Vergi (Hoepffner 1908-21, l:lxxxiii, 
lxxxvii; Frappier 1946, 107-8; Calin 1974, Ill; 1983b, 145). Bestiaries (Hoepffner 1908-
21, l:lxxxiii-lxxxv). Personified virtues, derived from four cardinal virtues and seven gifts 
of the Holy Spirit (Ehrhart 1979; 1992, 10--11); or, derived from the zodiac (Lanoue 198la, 
8). Duties of rulers tradition (Ehrhart 1992, 9, 13-14). Roman de la Rose (Pelen 1976--77, 
133; Palmer 1987b, 32; 1988, xxxix-xli; 1993b, 296--97). On the tradition of the love 
debate, see Scully 1966; Pelen 1976-77, esp. 133-34; 1979. An important element in 
Jugement Navarre is the extensive use of exempla drawn from the Bible (cf. esp. Imbs 
1991, 153-54) and from Greek and Roman mythology. The most important are borrowed 
from the Ovide Moralise: (I) the abandonment and death of Dido; (2) the myth of These us 
and Ariadne; (3) the myth of Jason and Medea; (4) the myth of Pyramus and Thisbe; (5) the 
myth of Hero and Leander, etc. (Hoepffner 1908-21, I :lxxii-lxxxii [summarized in Palmer 
1988, xlii-xliii]; De Boer 1913, 89-90; 1914, 342-46; Geiselhardt 1914, 34-37; Poirion 
1965, 588; Leube 1969; Sonnemann 1969, 93-95; Kelly 1978, 157; Burke 1980; Kelly 
1981, 87; Picherit 1982; Davis 1991, 59-69, 157-58). Jean de le Mote, Regret Guillaume 
(Hoepffner 1911, 165; Wimsatt 199lb, 70, 163). 

TEXTUAL LEGACY (France). Froissart, Prison Amoureuse (Heinrichs 1990, 196--97); Joli 
Buisson de Jonece (Geiselhardt 1914, 34-36; Bennett 1991,287 n. 8). Deschamps, Lay de 
Plour and Lay du Roy (Grober/Hofer 1933, 19). Christine de Pizan, Epistre au Dieu 
d' Amours (Leube 1969, 55-56); Debat de Deux Amans and Livre des Trois Jugemens 
(Schilperoort 1936, 32-33, 61-65; Willard 1985; Poirion 1965, 249 n. 33); Epistre Othea 
(P.G.C. Campbell 1924, 116--17); Dit de Poissy (Altmann 1987; 1988); Livre du Chemin 
de Long Estude (Willard 1985, 389); Livre du Due des Vrais Amans (Cerquiglini 1985b, 
122). Alain Chartier, Excusation aux Dames also calls for an amende from the author, as at 
the end of Machaut's Jugement Navarre (Jonen 1974, 195-96; ed. Laidlaw 1974, 366 ll. 
111-12). For other examples of juridical debate works, see Badell988, 109-10. 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Kittredge 1915c, 3-4; Schaar 
1955, 274-75; Lawlor 1956; Wimsatt 1968, 156, 159; Longo 1982, 238-39, 246-47; 
Benson 1987, 969 note to l. 346; Palmer 1988, xliii-xlv; Butterfield 1994, 18-27; Calin 
1994, 278, 283); Complaint unto Pity (Clemen 1963, 181 n. 3); House of Fame (Lowes 
1918, 324-25; Shannon 1929, 67-68; Meech 1931); "Prologue" to the Legend of Good 
Women, or Legend of Ariadne, etc. (Kittredge 1909-10, 471-74; Lowes 1918, 320-24; 
Shannon 1929, 229-49; Meech 1931; Estrich 1939; Schaar 1955, 294-95; Wimsatt 1968, 
93-94, 96; 1974, 121-22; 1976, 278; Hieatt 1979-80, 109; Longo 1982, 212-13; 
Windeatt 1982, 139; Calin 1987b, 13-14; Palmer 1987b, 38; 1988, xlv-xlvi; Heinrichs 
1990, 250--51, 253-56; Wimsatt 199lb, 70, 75, 162-65; Calin 1994, 290--301). Gower, 
Confessio Amantis (Calin 1994, 388). Hocclcve, Regement of Princes (Calin 1994, 408-
11 ); The Series (Calin 1994, 415, 417). 

PROVERBS (references to Hassell 1982). A59; A200; B68; B79; C74; C99; C228; C292; 
D67; F4; F44; F63; Fl09; Fl47; G46; H38; H60; L7; L68; M66; Ml92; M242; P232; 
R43; S57; 170. 
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7. Remede de Fortune 
FORM. Octosyllabic rhyming couplets, 4298Iines (ed. Hoepffner 1908-21); 4300 lines (ed. 

Wimsatt/Kibler 1988). There are nine lyrical insertions, with music supplied for seven of 
them (for the metrical forms of the lyrics, with further bibliography, see chap. 7.3): 
I. Qui n' aroit autre deport (RFI), a lai with music (twelve strophes, 250 11.).54 

2. Te/s rit au main qui au soir pleure (RF2), a complainte with music (thirty-six sixteen­
line strophes, 576 11.), with a total of sixty-one different rhyming syllables. 

3. Joie, plaisance, douce norriture (RF3), a chant royal with music (five ten-line strophes 
plus an envoy of three lines, 53 11.). 

4. En amer a douce vie (RF4), balade (or baladel/e) with music (duplex ballade, three 12-line 
strophes, 36 11.). 

5. Dame, de qui toute majoie vient (RFS), balade with music (three 8-line strophes, 24 11.). 
6. Amours,je te lo et graci, a priere without music (twelve 12-line strophes, 144 11.) with 

. aaaaab aaaaab cccccb cccccb 55 
the metrical pattern 888884 888884 888884 888884 etc. 

7. Dame, a vous sans retollir (RF6), a chansoli baladee (virelai) with music (three 13-line 
strophes plus a seven-line refrain, 67 11.). 

8. Dieus, quant venra le temps et /' eure I Que je voie ce que j' aim si? (11. 3502-3), a two­
line refrain to a dance song, perhaps a virelai, without music. 

9. Dame, mon cuer en vous remaint (RF7), a rondeau with music (8 11.). MS Pe [20] 
substitutes the rondeau Tant doucement (R9), seen. 60 below. 

MANUSCRIPTS.56 
[I] C fols. 23r-58v (with music) [7] E fols. 22r-36v57 (music) 
[2] W fols. 30r-4lv (frag.; music lost) [10] M fols. 50r-77r (text only) 
[3] Vg fols. 90r-12Ir (music) [IS] K fols. 43r-47r; 50r-60r (music)58 

[4] B fols. 107r-138r (music) [16] J fols. 47r-76r (text only)59 
[5] A fols. 49v-80r (music) [18] Pm fols. 4 7v-73v (text only) 
[6] F fols. 40r--{)3v (music) [20] Pe fols. Ir-36v (music)6° 

FURTHER SOURCES FOR INDMDUAL LYRICAL INSERTIONS. 
[40] I fol. 20r Dame, de qui (RF5; text only) 
[49] Jp fol. 68r Dame, de qui (RFS; text only) 
[50] Pa fol. 49r Joie, plaisance (RF3; text only) 
[50] Pa fol. 49r Dame, a vous (RF6; text only) 
[58] Trem fol. xvi En amer (RF4; index only; text and music lost) 
[61] FP fol. 97r En amer (RF4; text and music) 
[63] PR fol. 63r En amer (RF4; text and music) 
[63] PR fol. 68v Dame, de qui (RFS; text and music) 
[64] Pit fol. 180r En amer (RF4; text and music) 

FACSIMILES (refer to chap. 4.4e). Miniatures CI0-43 (i.e., all of the miniatures in C for the 
Remede; the reproduction of C33 includes the music of Dame, de qui [RFS]; one of the 
reproductions of C36 includes part of the music of Dame, a vous [RF6]); K4 (with fol. 46v 
[new 30v]); JS; AIS-16; VgiO (with fol. 90r); FI4. 

54 The lai is entitled Lay de 8on Espoir in MSS K and J. In Confort, Machaut refers to a lai 
by that title (see chap. 5. 10, "related Mac ha ut works," item h). 

55 For a discussion, see Poirion 1965, 417. 
56 On the filiation of these many sources, see Kibler/Wimsatt 1987; Wimsatt/Kibler 1988, 

40-54. 
57 Ci commence L' Escu 8leu. For the symbolism of the color blue, see Fourrier 1979, 57-

59. On the coat of arms, see Ke11y 1978, 136, ISO; Huot 1987, 254-56. Sonnemann 
(1969, 59-{) I) considers the title L' Escu 8leu more apt than Remede de Fortune. 

58 Music for En amer (RF4) and Dame, de qui (RFS) only. 
59 Blank space for music for En amer (RF4) and Dame, de qui (RF5) only. 
60 In MS Pe [20], the musically more modem rondeau Tant doucement (R9) was substituted 

for Dame, mon cuer en vous (RF7). 
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EDITIONS (text). Tarbe 1849, 83-88 (11. 1863-922, 1935--40, 3891--4018); Hoepffner 1908-
21, 2:1-157; Wimsatt/K.ibler 1988, 167--409. 

EDITIONS (text and music of the lyrical insertions). See chap. 7 .3. 
RECORDINGS (refer to chap. 8.8). Harmonic Records H/CD 8825 (CD) (11. 3960--86/3962-

88). For recordings of the music of the lyric insertions, see chap. 8.6. 
TRANSLATIONS. Kelly 1978 (many excerpts, passim); Windeatt 1982, 58---64 (excerpts); 

Gallo 1985, 132-33 (excerpts concerning music); Switten 1988b and 1988c (all seven 
lyrics, with excerpts from the narrative); Wimsatt/K.ibler 1988, 168--408 (complete). For 
other translations of the lyrical insertions, see the discography (chap. 8.3 and 8.8). 
Heinrichs (1990, 222-23) provides a summary of the speech of Hope (ll. 1608-3180). 

ANAGRAM. Guillemins de Machaut; see Hoepffner 1906, 405; de Looze 1988b, 546n., 54 7; 
Davis 1991, 93; de Loozc 1993b, 83. 

PATRON. Bonne of Luxembourg, a possibility suggested by Poirion (1965, 201 n. 28, but 
see p. 604), and bolstered by Wimsatt/K.ibler (1988, 33-36, 53; see also Wimsatt 1991 b, 
32-34).61 Some literary historians argue that it would have been a serious breach of 
decorum for anyone in Machaut's social position to dare to call the wife of the future king 
of France "amie" (see, for instance, Margaret J. Ehrhan's review of Wimsatt/K.ibler 1988). 
And yet a link to Bonne of Luxembourg serves to tie together some loose ends, allowing a 
broader understanding of the transformed treatment of love seen in Remede. Hope, instead of 
me rei (fulfillment), becomes sufficient as a response to Desire (Kelly 1978, chap. 6; 1992, 
138, 146--49). Since this view is first palpable in the Remede, it serves as further corrob­
oration for Hoepffner's chronology, and Kelly (1978, 144) agrees with Hoepffner in placing 
Lyon after Remede .62 Machaut's approach to this problem is remarkably fitting, since he 
was serving a high-born female patroness at a time when-as Machaut himself constantly 
reminds us-the position of the clerk-poet, serving to celebrate but not participate in the 
loves of the aristocracy, was severely tried. Indeed, the most oft-quoted passage in the 
Remede- even by Machaut himself in the Voir Dit-is "Car qui de sentement ne fait, I son 
oeuvre et son chant contrefait" (11. 407-8) (see below, "related Machaut works"). Machaut, 
in effect, informs us of the importance of inspiration for the artistic fulfillment of his 
patron's command, while at the same time, by adjusting his treatment of sufficiency in 
love, he comes to terms with the new requirements of serving his patroness Bonne of 
Luxembourg. R. Morris (1988, 554) has thus missed the point: "how can a man live 
forever on the long straw of Hope?" Heinrichs (1990, 195 n. 46) brings objections to 
Kelly's arguments; her interpretations are wholly divorced from a consideration of factors of 
patronage. See further chap. 1.9. 

DATE. a. before 1342. Hoepffner (1908-21, l:lxiv-lxvi) based this date first on the order of 
works in the manuscripts. Second, he noted (2:ii) that Confort, datable 1357, refers back to 

Remede.63 Third (2:xv, n. 1), Machaut composed Remede before Lyon of 1342, because 
Lyon adds new examples to the enumeration of the characteristics of the true lover in the 
Remede. Finally (2:xxxi-xxxii), Machaut did not utilize a translation of Boethius's 
Consolation of Philosophy that was completed 31 May 1336.64 Wimsatt and Kibler (1988, 
33) also argue for the earlier date. 

b. before 1357. Machabey 1955b, 1:50; Poirion 1965,201 and n. 28; Poirion 1971, 
195 ("1356"); Earp 1989,470-71 n. 20. Sec chap. 5.1. 

61 In a different context, Poirion (1965, 194 and 211) proposed that literary invocations of the 
god of Love refer to the patron. It would then seem logical that an invocation of "Bonne 
Amour" should serve as a cover for a female patron. Bonne of Luxembourg is the obvious 
candidate. 

62 For additional passages that concern chronology, see Kelly 1978, 131 and 137-39. Sonne­
mann (1969, 61) considers the motto of I. 1888, "Qui sueffre, il vaint" ["He who endures, 
conquers!" (trans. Wimsatt/K.ibler 1988, 270)] to characterize Machaut's conception of 
love, and mentions frequent occurrences of the noun "souffisance" in Machaut's works. 

63 See chap. 5.10, "related Machaut works." Rive (1780, 20 n. 65) was the first to notice 
this. 

64 Hoepffner did not know of Jean de Meun' s prose translation of Boethius; see Brown lee 
1984, 50 n. 22. 
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DISCUSSION (literary). Hoepffner 1908-21, 2:i-liv; 3:256 n. to I. 905 of Fonteinne (color); 
Patch 1923, 21-23; 1927, passim; Siciliano 1934, 298-99, 302, 427 n. 4; Moore 1951, 
39--40; Huizinga 1953, 126-27; Poirion 1965, 84-85, 469 n. 53, 535; Wimsatt 1968, 
106-11; Sonnemann 1969, 54-77 (pp. 65-76 on lyrics), 164; Oliver 1972; J. Stevens 
1973, 201...,3; Calin 1974, 55-74 (pp. 70--72 on lyrics); Connery 1974, 80--108; Jonen 
1974, 101-2; B. and J. Cerquiglini 1976; Pelen 1976--77, 134-36; Cerquiglini 1977a; 
Kelly 1978, 3--4, 100--104, 121-23, 130--37 149-50 et passim; Hieatt 1979-80, 110-11 
(numerology); Beer 1980, 30--31; Lanoue 198lb, 66--83; Kelly 1983, Ill; Brownlee 1984, 
37-63,231 n. 26; Lanoue 1984; Malizia 1984; Cerquiglini 198Sb, 61-62, 101, 178 n. 43, 
182, 200; Wimsatt 1985, 26--29, 32; Huot 1987, 249-59, 275-80 (lyrics, iconography); 
Switten 1988a (manuscript presentation); Calin 1988-89; Brownlee 1989a, 109-11; Newels 
1989, 201-3; Steinle 1989 (lyrics); Switten 1989 (lyrics); Heinrichs 1990, 221-24; 
Brownlee 199la (lyrics); Butterfield 1991, 42--48; Davis 1991, 82-94 (lyrics); Imbs 1991, 
116-25; Wimsatt 199lb, 30--36, 127-28; 199lc; Zeeman 1991, 224-25; Enders 1992 
(lyrics); Boulton 1993, 188-92, 291 (lyrics); de Looze 1993b; Butterfield 1994, I!; Calin 
1994, 198-205 (lyrics); Gaudet/Hieatt 1994, 185 (numerology of lyrics). For further 
references to the lyrics, see chap. 7.3 under the individual titles. On the game of"le Roi qui 
ne ment" (ll. 767-70), see Calin 1974, 67; Cerquiglini 198Sb, 133 n. 46; Green 1990. 

DISCUSSION (musical). Ludwig 1911; Giinther 1957, 115-20; Fowler 1979, 120--22, 288; 
Lanoue 1984; Malizia 1984; J. Stevens 1984, 109-19; Gallo 1985, 41--42; Wimsatt/Kibler 
1988, 413-15 (discussion by Baltzer); Switten 1988c; 1989; Hoffmann-Axthelm 1991, 
35 I. For further references to musical works, see chap. 7.3 under the individual titles. 

Machaut refers to the Ars Antiqua and Ars Nova (cf. Cerquiglini 198Sb, 212, 246): Et s'i 
ot des musiclens I Milleurs assez et plus sclens I En la vieus et nouvelle forge I Que 
Musique qui les chans forge (Il. 3999--400214001--4) [And there were musicians more 
skilled and knowledgeable in both the new and old styles, and who could sing better than 
Music, who writes the songs (ed. and trans. Wimsatt/Kibler 1988, 392-93)]. 

Concerning the list of instruments (ll. 3961-8613963-88), see Lebeuf 1753, 379; 
Roquefort-Flamericourt 1815; Duval 1824; Bottee de Toulmon 1838; Travers 1881; Abert 
1904-5, 354-55 (with a similar list); Ludwig 1926--54, 1:102, 2:53a* n. I (with additional 
bibliography); Gennrich 1926--27 (with other lists); Pirro 1930, 71; Machabey 1931,409-
11; Pirro 1940, 10--12; Reese 1940, 383-84; Machabey 195Sb, 2:135-57 (with additional 
bibliography); Reaney 1956, 10--17; Calin 1974, 63 n. 5; Connery 1974, 97-98; Godwin 
1977; L. Wright 1977; Gomez 1979; Wilkins 1983b, 259-60; Lanoue 198lb, 127-31; 
1984, 368; Vellekoop 1984; L. Wright 1986; Bee 1992, 128, 223; 1993. 

DISCUSSION (art historical). Avril 1973; 1978; 1982a; Pearsall/Salter 1973, 224 n. 62 (park 
of Hesdin); Van Buren 1986, esp. 123 (park of Hesdin, with additional bibliography); Huot 
1987,249-59 (iconography of MS C); Wimsatt/Kibler 1988,35-36. 

RELATED MACHAUT WORKS. Cited in Confort (I. 2248); Remede was influential for 
Fonteinne (Wimsatt/Kibler 1988, 39). Confort (I. 2249) may cite the lai Qui n' aroit (RFI); 
see n. 54 above). Lines 407-8, "Car qui de sentement ne fait, I Son oeuvre et son chant 
contrefait" [because he who does not compose according to his feelings falsifies his work 
and his song (ed. and trans. Wimsatt/Kibler 1988, 188-89)], are cited twice in the Voir Dit; 
see letter 8 (ed. P. Paris 1875, 61), and the mention of "sentement" in letter 35 (ed. P. Paris 
1875, 263 and 264); see also Ludwig 1926-54, 2:5Sb* n. 2; Sonnemann 1969, 141--44; 
Burrow 1971, 52-53 and n. 18 (mention of "sentement" in Boccaccio, Froissart, and 
Chaucer); Cerquiglini 1977a, 25; Kelly 1978, 12, 245-53; Liihmann 1978, SO; Little 1980, 
45--48; Winn 1981, 119-20; Cerquiglini 1983, 285; Brownlee 1984,41, 104-5; de Looze 
1984, 147; J. Stevens 1984, 112-13; Cerquiglini 198Sb, 273 s.v. "sentement," esp. 196; 
Zeeman 1988, 821-22, 832--42 (also considers Froissart, Christine, and Chaucer); 
Butterfield 1991, 42--48; Imbs 1991, 118; Cerquiglini-Toulet !99la, 226-27 (Froissart). 
The proverb "Qu'asses rueve qui se complaint" (1. 376413766) [he who laments has much to 
request (ed. and trans. Wimsatt/Kibler 1988, 378-79)) reappears in the Voir Dit and in the 
complainte Sire, a vous (Cp7); see below, n. 85. Additional passages of the Remede are 
compared to the Voir Dit in Eichelberg 1935, 80-86 (including instances of direct 
borrowing); see also Cerquiglini 1983, 288; Huot 1987, 280; Imbs 1991, 116--25, 245--46, 
253; Boulton 1993, 198; Huot 1993,271. 
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LITERARY ANTECEDENTS. Bible (Brown lee I 99Ia, 5). Boethius, Consolation of Philosophy, 
cited specifically in the complainte Tels rit (RF2), I. 982 (Hoepffner I 908-2 I, 2:xix-xxxii; 
Patch 1935, 96; Poirion 1965, 604; Calin 1974, 57, 60-61, 64, 70; Connery 1974, 8-9, 
83-84, 106--8; Pelen 1976--77, 134-36; Kelly 1978, 130, 132-36, 146, !50; Mulder 1978, 
40-41; Brownlee 1984, 45--46, 50-52, 230 n. 22; Butter field 1988, 142-43; 
Wimsatt/Kibler I 988, 37-39; Heinrichs 1989b, 98-103 et passim; 1990, 222-24, with 
further references to other scholars; Wimsatt 199lc, 201--4; Kelly 1992, 138, 147--49; Huot 
1993, 253-54; Calin 1994, 199). Roman de la Rose (Calin 1974,56-58,61,64, 66; Kelly 
1978, 121-23; Mulder 1978, 38-39; Bade! 1980,88-89, 90; Brownlee 1984, 39--42,45, 
48--49, 53, 55; Wimsatt/Kibler 1988, 37-39; Huot 1993, 249-56). Giles of Rome (Poirion 
1965,605 n. 105). Nicole de Margival, Dit de la Panthere (Hoepffner 1920a, 227; Brown lee 
1984, 229 n. 15, 231-32 n. 31; Wimsatt/Kibler 1988, 39; Boulton 1993, 188; de Looze 
1993b, 82-83). Jehan de le Mote, Regret Guillaume (Hoepffner 1911; Wimsatt/Kibler 
1988, 39; Wimsatt 1991 b, 55-58). 

TEXTUAL LEGACY (France). Froissart, Dit dou Bleu Chevalier (Wimsau 1972a); Espinette 
Amoureuse (Geiselhardt 1914, 50-52; Boulton 1993, 209); Prison Amoureuse (Kibler 
1978, 34, 46; Boulton 1993, 214); Paradis d'Amour (Boulton 1993, 203, 204, 207); 
Paradis d' Amour and Joli Buisson de Jonece (Wimsatt 1972a, 392-93; 1975, 15; 
Dembowski 1987b, I 06; Wimsatt/Kibler 1988, 39; Wimsau 1991 b, 178, 189-90). Anon. 
Songe Vert (Wimsatt/Kibler 1988, 39). Deschamps, Art de Dictier (Lote 1949; Machabey 
1955b, 1:50-51). Oton de Granson, Livre Messire Ode (Wimsau 199lb, 227; Boulton 
1993, 224, 225); Complainte de /'An Nouvel (Wimsatt/Kibler 1988, 39). Anon. prose 
treatise bound with Remede in MS Pe [20) (Huot 1993, 254-56). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (for the context, see the eds. 
F.N. Robinson 1957 and Benson 1987 explanatory notes, passim; Sandras 1859, 90-95, 
289-94; Kittredge 1915c, 9-13, 16-23; Schaar 1955, 171-73, 274-75, 381; Wimsatt 
1967a; 1968 appendix; 1974, 123-24; 1975, 13-14; Pelen 1976--77, 134-36, 139--47; 
Longo 1982, 232-35, 245--46; Phillips 1982, 176-80 [excerpts with translations), 
explanatory notes, passim; Windeau 1982, 58-64 [trans. with parallel passages in notes); 
Dean 1985; Kooper 1985,108-13, 187; Bumley 1986, 16-19; Donnelly 1987,425, 227; 
Wimsatt/Kibler 1988, 39--40; Edwards 1989, 86--88; Heinrichs 1990, 224-27; Butterfield 
1991, 35-36; Wimsau 199lb, 126--29; J.J. Anderson 1992,420,425 n. I!; Calin 1994, 
284-85); Anelida and Arcite (Braddy 1968, 129; Wimsau 1970-71, 5; Wimsatt/Kibler 
1988, 39--40); Troilus (Kittredge 1915b; Wimsau 1974, 123-24; 1976; 1977, 207-9; 
1985, 26--32; Wimsatt/Kibler 1988, 39--40; Heinrichs 1989b, esp. 103, 109-15; J.J. 
Anderson 1991; Wimsatt 199lb, 150-57; 199lc, 201--4; Windeatt 1992, 118-20); 
"Franklin 's Tale" (Wimsatt 1991 b, 171; 199lc, 204-10). Gower, Confessio Am ant is 
(Zeeman 1991, 227; Olsson 1992,46--48, 137-38, 178, 227). 

PROVERBS (references to Hassell 1982). A53 (priere); A58; A63; A76; A82 (complain/e); 
AIOO; B54; B93; BIOS; Bl41; C62; Cl53; C244 (priere); C286; C288; C289; C292; D21; 
D22; D24; D67; Dll9; Dl23; El5 (complain/e); E29; E56; Fl3; F51; F72; F88 (twice); 
Fl09 (complain/e); Fl27; Fl72; G46; H22; MI5! (complain/e); Ml76 (twice); M242; 
N36; 059; 067 (complain/e); P39; PSI (twice); P76; Pl35; P208; P209; P226; P290; 
P290 (complain/e); P296; R 16; R46; R55 (complain/e); R85 (complain/e); S25; S48 
(complain/e); SIOO; S!08 (twice); V68. Note the large number of proverbs in the 
complainte Tels rit (RF2). 

8. Le Dit dou Lyon 
FORM. Octosyllabic rhyming couplets, 2204 lines. 
MANUSCRIPTS. 

[I] C fols. !03v-120v 
[3] Vg fols. 122r-137v 
[4] B fols. 139r-154v 
[5] A fols. 80v-96r 
[6] F fols. 63v-75r 
[7] E fols. 6!r--{)7r 

[10] M 
[15) K 
[16] J 
[18] Pm 
[21) Bk 

fols. 77r-9lr 
fols. 69r-70r; 72r-79r; 81 r-82r 
fols. 77r-90v 
fols. 73v-86v 
fols. lr-16v 
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Lost manuscript: 
[39] Pavia, lost Visconti MS 

FACSIMILES (refer to chap. 4.4!). Miniatures C68, 73, 77 (detail), and 89; A35 (and fol. 86r); 
FI6 (and fol. 63v), F22-23; Bk5. 

EDITIONS. Tarbe 1849,40-44 (fragments); Bartsch 1880 (ll. 1589-{)98); Patterson 1935, 
2:199-200 (ll. 1587-{)98); Hoepffner 1908-21,2:159-237. 

TRANSLATION. Excerpts in Woledge 1%1,226-29. 
ANAGRAM. Solution unsuccessful; see Hoepffner 1906, 406; de Looze 1988b, 547, 548-49; 

1991, 169. 
PATRON. None has been proposed. John of Bohemia was still alive at this point, but perhaps 

Bonne of Luxembourg should also be considered. 
DATE. 2 Aprill342 (ll. 32-33), reported since the earliest modem work on Machaut (Lebeuf 

1753, 379). Machaut expended much effort to exploit the verisimilitude of an exact date. In 
I. 140, the narrator indicates that he finds the boat that leads him to the island on 3 April; in 
I. 2088, the narrator indicates that he was in the vergier for nearly a day and a half of 
summer; in I. 2143, the narrator reports that he was lost to his friends in the real world for a 
day and a half. Tarbe (1849, xi) named Lyon Machaut's earliest poem, but was not 
convinced of the absolute veracity of the date. Most later scholars have accepted the date 
without question. It provides one of the main pillars of Hoepffner's chronology of the 
narrative poems (1908-21, l:xxviii, lix; 2:lvi-lvii n. 2). Beer (1980, 28; 1981, 74) 
provides an interesting literary analysis of the date; Sonnemann (1969, 80, 82-84) notes 
inconsistencies and considers Lyon possibly earlier than Remede, even possibly earlier than 
Jugement Behaingne. 

BIOGRAPHY. The list of countries where knights have been bold (ll. 1416-57) may include 
countries that Machaut visited with John of Bohemia (Hoepffner 1908-21, 2:lxi); see chap. 
l.S.lb, 1.5.3a, 1.5.3j. 

DISCUSSION (literary). Tarbe 1849, xi; Hoepffner 1908-21, 2:liv-lxiii; Siciliano 1934, 165 
n. 3, 321 n. 2; Patch 1950, 204-5; Poirion 1965, 488; Wimsatt 1968, 76-80; Sonnemann 
1969, 77-84, 164; Vesce 1969-70; Calin 1974, 75-91; Ehrhart 1974, 16-46; Brownlee 
1978b, 14-15; Kelly 1978, 105, 144-45 et passim; Deschaux 1979, 14-I5; Beer 1980, 
28-29; 1981, 74-75; Brownlee 1984, 171-88; Kelly 1985, 295; Davenport 1988, 62; 
Davis 1991,54-56, 112-13, 116, 118-19; Imbs 1991, 125-32; Butterfield 1994, 11. 

DISCUSSION (art historical). Sasaki 1982. 
RELATED MACHAUT WORKS. Mulder (1978, 121=1979, 61) links a list of the attributes of 

Amours in the Lay de /'Ymage, Ne say comment (Ll4/9) to Lyon. See Imbs (1991, 131-
32) on links to the later Voir Dit. 

LITERARY ANTECEDENTS. Boethius, Consolation of Philosophy and anon. Ovide Moralise 
(Ehrhart 1980). Chretien de Troyes, Erec and Yvain (Hoepffner 1908-21, 2:lix; 1917-19; 
Calin 1974,77,81, 88; Brownlee 1984, 176, 181; R. Morris 1988, 550-51; Imbs 1991, 
125); Conte du Graal (Brownlee 1984, 180). Bestiaries (Hoepffner 1908-21, 2:lxii; Calin 
1974, 82 and n. 8; Brownlee 1984, 248 n. 10). Roman de la Rose (Brownlee 1984, 173). 
The Nine Worthies (ll. 1315-20) derive from the Voeux du Paon by Jacques de Longuyon 
(Hoepffner 1908-21, 2:lxi n. I; Poirion 1965,587 n. 31; Tyson 1981; Wimsau 199lb, 53; 
Cerquiglini-Toulet 1993c, 35-36). Nicole de Margival, Dit de la Panthere (Calin 1974, 78-
79; Brownlee 1984, 176-77, 183). Baudoin de Conde, Prison d'Amours and Voie de Paradis 
(Pelen 1976-77, 153-54 n. 17). Roman de Perceforest (Huot 1987, 298). 

TEXTUAL LEGACY (France). Oton de Granson, Songe Saint Valentin (Wimsau 199lb, 334 n. 
25). Handschin (1923, 7 n. I) noted the dependance of the text of an anonymous musical 
virelai, Fist on, dame (ed. Apell970-72, 3:18-19 no. 196; Greene 1981-89,21:82-83 no. 
33), to Lyon ll. 1523-36. 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Kittredge 1915c, 4-5, 7, 21-22; 
Langhans 1928, 117-18; B. Harrison 1934, 432-33; Schaar 1954, 112-15; 1955, 270, 
274-75, 382; F.N. Robinson 1957, 777 n. to 11. 1024ff; Wimsau 1968, 156, 158, 161; 
Pelen 1976-77, 143; Phillips 1982, 180-81 [summary], explanatory notes, passim; 
Windeatt 1982, xii-xiii, and parallel passages in notes; Davis 1991, 54); "Frank! in's Tale" 
(F.N. Robinson 1957, 722 n. to ll. 771ft). Machaut's Lyon was a possible model for 



5.8. Lyon 217 

Chaucer's lost Book of the Leoun (Langhans I 928; Dear I 938; Wimsatt I 968, 76; I 99 I b, 
268--{59). Anon., Alliterative Morte Arthure (Finlayson I 963--64). 

PROVERBS (references to Hassell 1982). ASS; C58; D25; F26; F75; G46; H25; J40; L57; 
M54; MI80; N35; P39; P201; R96; S81; SI08; V79 (twice). 

9. Le Dit de I' Alerion65 

FORM: octosyllabic rhyming couplets, 4814 lines. 
MANUSCRIPTS. 

[I) C fols. 59r-92v 
[2) W fols. 42r-72r 
[3) Vg fols. I 39r-169r 
[4) B fols. 155r-185r 
[5) A fols. 96v-I 26r 

[6) F 
[7) E 

[10] M 
[18) Pm 

fols. 7Sv-98v 
fols. 69r-82v66 
fols. 9 Ir- I 2 Ir 
fols. I 83r-2 I I v 

FACSIMILES (refer to chap. 4.4g). Miniatures C44; E17. 
EDITION. Hoepffner 1908-21,2:239--403. 
TRANSLATION. Windeatt 1982,65-70 (excerpts); Gaudet/Hieatt 1994 (complete). 
ANAGRAM (not technically an anagram, rather a numerical signature). Guil/emins de 

Machaut; see Tarbe 1849, 170-71 s.v. "enigme"; Hoepffner 1906, 405--{5 (corrects error of 
Tarbe); de Looze I 988b, 546--4 7n. (against de Looze, it seems that the verse in question 
does specifically call for the doubling of the required letters); Gaudet/Hieatt I 994, I I-I 2. 

PATRON. Perhaps Alerion was written when vain attempts were made to teach the dauphin 
Charles (the future King Charles V) to hunt with birds (cf. R. Cazelles I 982, 233), perhaps 
at the court ofBonne of Luxembourg. John, duke of Normandy (the future King John II), 
made several payments in the late I 340s for hunting, especially for birds (Lehoux I 966--68, 
1:38). Later, when King John and his young son Philip, the future Philip the Bold, were in 
captivity in England, John's chaplain Gace de la Buigne wrote a long poem on the pleasures 
of birding and hunting, the Roman des Deduis (begun 1359, finished in Paris, 1377).67 

Sonnemann (1969, 188-90) notes many passages that show contacts between the poet and 
his audience (e.g., 11 1633-37, 3049-50, 3369-71, 4179-84, 4785--800), perhaps indicating 
that it was composed and read for a special social occasion. Beer (1980, 29) mentions an 
intriguing possibility, no longer verifiable to us today, that "Guillaume 's elaborate use of 
the didactic exempla transparently and titillatingly conveyed actual personalities at court." 

DATE. Hoepffner (1908-21, I:lxv n.; 2:Ixix) placed Alerion between Lyon (1342) and Confort 
(1357), further narrowing the date to probably before I 349 (1342--49 in Van den Abeele 
I 990, 229). The appearance of Alerion in MS C narrows the date of composition to a time 
before ea. 1350, beforeJugement Navarre, which is lacking in MS C. 

BIOGRAPHY. Rive (1780, 5) was the first to cite the last lines of Alerion as evidence of 
Machaut's non-noble extraction (see chap. 1.2.3a). More likely, this passage does not 
indicate that Machaut was a damoiseau [gentleman], rather it points up the essential posi­
tion of the author in relation to this dit: Machaut, the clerc, was writing a poem celebrating 
the noble pastime of hunting with birds, but with himself as the protagonist, thus the poem 
explores the possibility of a c/erc-chevalier, and in fact says nothing about the social 
position of Guillaume (Cerquiglini I 985b, 122-24). 

DISCUSSION (literary). Hoepffner 1908-21, 2:Ixiii-Ixx; Patch 1923,23 n. 91; 1927,63 n. 2, 
75 n. 3, 76 n. I, 91 n. I, 100 n. 2, 104 n. 2; Luttrell 1965; Poirion 1965, 529 n. 82; 
Wimsatt 1968, 81-82; Sonnemann 1969, 85-90, 165, 188-90; Calin 1974, 92-109; 
Ehrhart 1974, 47-95; Cerquiglini 1978b, I 19-20; Kelly 1978, 141, 143, 145--46, 151-54 
et passim; Luttrell 1978, 280, 286; Poirion 1978, 202-3; Sasaki 1978; Deschaux 1979, 
13-14; Beer 1980, 29; Planche 1980; Hieatt 1979-80; Beer 1981, 75-76; Brownlee 1984, 

65 On the alternative title Le Dit des .iiii. Oiseaus, see Hoepffner 1908-21, 2:Ixiii-Ixiv; 
3:xxii n.; Cerquiglini I 980a, I 53 n. 5. 

66 Deo gracias. Explicit le Dit des .iiii. Oisiaux. The explicit in MS E is redundant, since the 
last line of the poem (1. 4814) provides the explicit. 

67 Gaston Febus's Livre de la Chasse (1387-91) was also dedicated to Philip the Bold (De 
Winter 1985, 20-21, 137-38 no. 53). 
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63-93; Cerquiglini 1985b, 62, 122-24, 181; Leupin 1986, 128-32; Cerquiglini 1988a, 88; 
Davenport 1988, 62; Van den Abeele 1990; lmbs 1991, 132--46; Gaudet/Hieatt 1994. 

RELATED MACHAUT WORKS. The basic theme of Alerion ("do not grieve over lost love, do 
not remain faithful to dead love. Live and love again" [Calin 1974, 107]) seems to recall the 
situation in Jugement Behaingne. Perhaps this new and very different treatment of the same 
theme was a further catalyst to the composition of Machaut's next work, the Jugement 
Navarre. Cerquiglini (1985b, 62) points out a reference to raising hunting birds in the Voir 
Dit (ed. P. Paris 1875, 339--41) that recalls Alerion. See Imbs ( 1991, 145--46) on links to 
the later Voir Dit. 

LITERARY ANfECEDENTS. Vincent of Beauvais and Thomas de Cantimpre (Hoepffner 1908--
21, 2:lxviii; see esp. Gaudet/Hieatt 1994, 180-83). Bestiaries and falconry manuals 
(Hoepffner 1908-21, 2:lxviii n. 3; Calin 1974, 98; Van den Abeele 1990, 233-35). On 
falconry, see esp. Calin 1974, 94 n. 4; Van den Abeele 1990; Gaudet/Hieatt 1994, esp. 12-
19; on other French poems featuring birds, see Calin 1974, 104-5. 

TEXTUAL LEGACY (France). Froissart, Orloge Amoureus (Geiselhardt 1914, 46--47); Espinette 
Amoureuse (Gaudet/Hieatt 1994, 20). Oton de Granson, Songe Saint Valentin and Livre 
Messire Ode (Wimsatt 199lb, 334 n. 25,226--27, 229; Gaudet/Hieatt 1994, 20). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Schaar 1955, 270, 274); House 
of Fame (Schaar 1955, 387-88); Parliament of Fowls (Wimsatt 1968, 85-86; 199lb, 138; 
Gaudet/Hieatt 1994, 20-21). "Squire's Tale" and "Nun's Priest's Tale" (Hieatt 1979-80, 
Ill; on the "Squire's Tale," see also Wimsatt 199lb, 170-71; Gaudet/Hieatt 1994, 20-21). 

PROVERBS (references to Hasseil 1982). CIOI; Ci98; D37; 028; 068; PSI; Pl36; P200; RS 
(twice); RIS; T24. 

10. Le Confort d'Ami 
FORM. Octosyllabic rhyming couplets, 4004 lines (3978 lines plus a codetta of twenty-six 

lines all rhyming in -mi, constituting a reply from Ami, i.e., King Charles of Navarre). 
Hoepffner (1908-21, 3:xvii-xviii) contends that the final twenty-six lines are actually the 
work of Machaut, due to their technical mastery and the musical reference in 11. 3493-94 to 
the solmization system (see chap. 1.2.5e); Calin (1974, 130), however, does not attribute 
these lines to Machaut; cf. also Palmer (1992, xxxi-xxxii). 

MANUSCRIPTS.68 

[3) Vg fols. 170r-196v 
[4] B fols. 25r-33v; 186r-203v 
[5] A fols. 127r-153v 
[6) F fols. 98v-119v 
[7] E fols. 93r-1 04r 

[10) M fols. 12lr-146r 

Lost manuscript: 

[IS] K 
[16) J 
[18] Pm 
[33) F:CH 485 
[34] L 
[35] F:Pn 994 

fols. 84r-93r; 95r-106r 
fols. 9lr-117v 
fols. 87r-101 v 

fols. 6r-8r (frag.)69 

fols. 33r--44r (frag.) 

[24] Parnplona, lost manuscript of King Charles II of Navarre. 
FACSIMILES (refer to chap. 4.4h). Miniatures C44; A 74-75; F45, 54, and 58; E 17. 
EDmONS. Hoepffner 1908-21, 3:1-142 (notes, pp. 245-53); Palmer 1992. 
TRANSLATION. Palmer 1992. 
ANAGRAM. Guillaume de Machaut; Charles roi de Navarre; see Suchier 1897, 542--43; 

Hoepffner 1906, 404; 1908-21, 3:xvii; Cerquiglini 1985b, 236; de Looze 1988b, 544; 
1991, 172. 

PATRON. King Charles of Navarre; see commentary in Kelly 1987, 88-89; Nouvet 1986, 356 
n. 12. G6mez (1987, 115) discovered a reference to a manuscript of Confort, copied in 
1384, in the possession of Charles of Navarre. 

DATE. The historical circumstances that generated the poem allow a very exact dating. Since 
Caylus (1753a, 410; Rive 1780, 21-25 n. 68), it has been known that Confort dates from 
shortly before the escape of Charles II, king of Navarre, from his prison in the Chateau 
d'Arleux. Charles was arrested 5 April 1356 at Rouen by King John II and remained in 

68 On the manuscript transmission, see Hoepffner 1908-21, 3:xviii-xix. 
69 Cy come nee Confort d' Ami qui traita et fist maistre Guillaume de Machaut 



5.10. Confort 219 

captivity just over eighteen months, until the night of 8-9 November 1357. Further, since 
Machaut makes mention of King John's capture by the English at the Battle of Poitiers (19 
September 1356), composition of the poem must have fallen after this date. In a twenty-six­
line segment supposedly composed by Charles for the very end of the poem (see the 
comments above on form), he states that he had been imprisoned "plus d'an et demi" (1. 
3988) [more than a year and a half], indicating that the poem was finished probably in the 
second half of 1357 (Chichmaref 1909, I :xlvii; Hoepffner 1908-21, 3:i). Machabey (1955b, 
1:48) suggests more specifically the date of October 1357. See chap. 1.12d and 1.12f. 
Palmer (1992, xxviii-xxix) argues that Confort was written for Charles's impending 
release. 

BIOGRAPHY. Several scholars have speculated on the question of Machaut' s relation to King 
Charles II of Navarre in the period after 1357 (see chap. 1.12.2). 

DISCUSSION (historical). Chichmaref 1909, l:xlvi-xlviii; Gauvard 1982; Voise 1982, 52-54; 
Palmer 1992, xvi-xxv; see also chap. 1.12-1.12.1. It was the extended account in Confort 
of the campaigns of John of Luxembourg, king of Bohemia (chap. 1.5.lc and 1.5.3), that 
provided the material for the first extended excerpts of Machaut's poetry in the eighteenth 
century (Lebeuf 1753, 382-93; Caylus 1753a, 409-12; Rive 1780). 

DISCUSSION (literary). Rive 1780 (extensive discussion, with complete plot summary); Petit 
de Julleville 1892-93, 292-96; Hoepffner 1908-21, 3:i-xx; Fran~on 1947; Schaar 1954, 
94-95; Joukovsky-Micha 1968; Sonnemann 1969, 104-10; Frappier 1973; Calin 1974, 
130--45; Connery 1974, 108-21; Wimsatt 1975, 14; Deschaux 1978a; Kelly 1978, 123-30 
et passim; Wallen 1980; Kelly 1983, 112 n. 33; Cerquiglini 1985b, 147, 205-7; Leupin 
1986, 134-37; Nouvet 1986, 356 n. 12; Ehrhart 1987, 192-93; Cerquiglini 1988a, 89; 
Miihlethaler 1989, 404; Davis 1991, 119-25; Imbs 1991, 156-64; Palmer 1992, 
introduction. 

DISCUSSION (art historical). Anton 1967,28, 29; Wallen 1980. 
RELATED MACHAUf WORKS. 

a. Remede. Machaut playfully referred to the complainte Tels rit (RF2) in 11. 438-50 
(Hoepffner 1908-21, 3:246-47), saying that he would not recount the dream of 
Nebuchadnezzar, because it would require too long a time to set it to verse, something he 
had already done in the Remede. Gauvard (1982, 39 n. 64) discusses the possible 
evolution of Machaut 's view of Fortune since Remede. 

b. Lyon. A partial list of the Nine Worthies is found in both poems, and Confort I. 2803= 
Lyon I. 1321 (Hoepffner 1908-21, 3:vii). Confort further amplifies Lyon in its 
discussion of campaigns of John of Luxembourg. 

c. Alerion (11. 13-14). See Hoepffner 1908-21,3:253, note to 11.3934-35. 
d. Jugement Navarre (11. 1273-74). See chap. 1.6.2a. 
e. Remede (Confort, I. 2248). See next item. 
f. Lay de Bon Espoir (Confort, I. 2249). Hoepffner (1908-21, 3:249-50) related this 

reference to the Lay de Confort, S' onques (L 17/12), an identification accepted by Poirion 
(1965, 409). It appears more likely that this refers to the lai of the Remede, Qui n'aroit 
(RFI), which is given this title in MSS K and J (see chap. 7.3, commentary on the date 
of S' onques). 

g. Nes qu' on (Lo232=B33=VD16). See chap. 7.3 on the date of N' es qu' on. 
h. ballade Phyton (B38). Similar images appear in Confort, 11. 2623,2691-92. 
i. rondeau Se tenir vues le droit chemin d'onneur (Lo24!). See Hoepffner 1908-21,3:251, 

note to 11. 3129-34. Compare also the language describing the character Largesse in 
Jugement Navarre, ll. 1266--78, and the description of John of Luxembourg's generosity 
in Confort, ll. 2930--33 (see chap. 1.6.2a), and the ballade Donnez, seigneurs (B26). 

Hoepffner's notes relating Confort to various lyrical poems are treated cautiously by more 
recent scholars (see Reaney 1952b, 37; Sonnemann 1969,120--21, 165). 
j. Voir Dit. See Imbs 1991, 156--59. 

LITERARY ANTECEDENTS. Old Testament (Hoepffner 1908--21, 3:ii-vi; B. Harrison 1934, 
434-35 n. 28; Calin 1974, 131-45; Wallen 1980, 191-94; Imbs 1991, 159-62; Palmer 
1992, xxxiii-xlv, lix-lxx). Boethius, Consolation of Philosophy (Patch 1935, 104; Anton 
1967, 29-30; Calin 1974, 130--31; Kelly 1978, 124, 127, 146; Kelly review of Brownlee 
1984; Cerquiglini 1985b, 64; Kelly 1987, 79; Palmer 1992, xxxiv, xlvi-xlviii; Kelly 
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1992, 138). Duties of rulers tradition (Hoepffner 1908-21, l:ix-xii; Calin 1974, 131, 141; 
Ehrhart 1992, 6--8; Palmer 1992, lviii-lix). Roman de la Rose (Bade! 1980, 88-89, 90 n. 
76; Roques 1982, 161...{)2). Gilles of Rome (Poirion 1965, 605 n. lOS). Ovide Moralise 
(De Boer 1914, 348-50; Anton 1967, 28-32; Frappier 1973; Kelly 1978, 157; Wallen 
1980, 197-201; Kelly 1981, 87-88, 90; Miihlethaler 1989, 396; Heinrichs 1990, 87-89; 
Long 1992, 259..{)0; Palmer 1992, 1-liv, lxx-lxxviii). In I. 3818, there may be reference to 
the rondeau Porchier mieus estre amoeroie, a lyrical insertion in the Roman de Fauvel of the 
MS F:Pn !46 (ed. Rosenberg/Tischler 1991, 44 no. 16; cited in Hoepffner 1908-21, 
3:253). On the Nine Worthies, see the discussion of the literary antecedents of Lyon, chap. 
5.8; Cannery 1974, 115-16. 

TEXTUAL LEGACY (France). Froissart, Prison Amoureuse (Whiting 1946, 199; Nouvet 1986, 
356 n. 12); Cerquiglini-Toulet 199la, 232; Wimsatt 199lb, 190); Joli Buisson de Jonece 
(Fourrier 1975, 24). Deschamps (Hoepffner 1908-21, 3:xi n. 3), especially lais 7 and 8 (ed. 
Queux de Saint-Hilaire/Raynaud 1878-1903, 2:306-14; 314-23; see Hoepffner 1908-21, 
3:xix-xx; Palmer 1992, lxxviii). Christine de Pizan, Livre du Chemin de Long Estude 
(Schilperoort 1936, 44 n. 2). 

TEXTUAL LEGACY (Italy). Boccaccio, Amorosa visione (Anton 1967, 31). 
TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Schaar 1955, 270, 274-75); 

Legend of Good Women (Schaar 1955, 295). Gower, Confessio Amantis (Anton 1967, 31). 
Hoccleve, Regement of Princes (Calin 1994, 407-11); The Series (Calin 1994, 415). 

PROVERBS (references to Hassell 1982). A38; A73; Al02; Bl02; CIOI; C220; E4; EIS; 
E90; F46; FSO; F59; Fl42; G33; G46; H25; M4; Ml60; M225; M246; Nl2; Pl75; P232; 
R26 (twice); S28; V22; V79. 

11. Le Dit de la Fonteinne Amoureuse70 

FORM. Octosyllabic rhyming couplets, 2848 lines. Three lyrics are inserted (see Sonnemann 
1969, 115-19 on the metrics of the insertions): 
I. La Complainte de I'Amant, composed of fifty sixteen-line strophes (800 lines) with the 

following metrical pattern: 
a a ab 1 a a ab 11 b b b a 1 b b b a 11 ( r f · · h ) 11 

1010104 1010104 1010104 1010104 mascu me or emmme r ymes · 

Since each succeeding large strophe has different rhymes, there are a total of one hundred 
different rhyming syllables; on verse structures of this sort, see Dembowski (1987a, 100 
n. 18). 

2. Le Confort de /' Amant et de la Dame, composed of twenty sixteen-line strophes (320 
lines) on the same metrical pattern as the complainte71 

3. Rondel, 8 lines, in isometric eight-syllable lines: 8AAaAaaAA a: -maint. 
MANUSCRIPTS. 

[3) Vg fols. 197r-216r 
[4) B fols. 204r-217v 
[5) A fols. 154r-173v 
[6) F fols. 119v-134v 
[7) E fols. 83r-9lr73 

Lost manuscripts: 

[10] M 
[15) K 
[16) J 
[18) Pm 

fols. 146r-164r72 
fols. 108r-114r; 1!6r-123r 
fols. 118r-137v 
fols. I 02r-117v (incomplete at end) 

Machaut refers to individual copies of Fonteinne in the Voir Dit, letter 4 (ed. P. Paris 1875, 
53, letter no. 6), and letter 10 (ed. 1875, 69). 

FACSIMILES (refer to chap. 4.4i). Miniatures Vg93 (with fol. 198v); A80-87; F73; E24. 
The facsimiles in Loomis 1965 (plates 45-47) include entire folios from MS A (fols. 
157v-IS8v). 

70 On the title Morpheus in MSS E and M, see Hoepffner 1908-21, 3:xxi-xxii; Cerquiglini 
1980a, 153 n. 5; de Looze 1984, 156 n. 21; Cerquiglini-Toulet 1993d, 10-11; on the 
meaning of Morpheus to the poem, see especially Kelly 1985, 294. 

71 On the form, see chap. 5.4, introduction to Jugement Behaingne. 
72 Ci commence le Dit de la Fonteinne Amoureuse que/' en appel/e Morpheus. 
73 Cy commance le Livre Morpheus I Explicit le Dit de la Fontainne Amoureuse. 
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EDITIONS. Hoepffner 1908-21, 3:143-244 (notes pp. 253--{)3); Palm er 1993a, 90-238; 
Cerquiglini-Toulet !993d. 

TRANSLATIONS. Windeatt 1982,26-40 (extensive excerpts); complete in Palmer 1993a, 91-
239; Boulton 1993, 193-97 (excerpts); Cerquiglini-Toulet 1993d (in modem French). 

ANAGRAM. Guillaume de Machaut; Je[hjans due [de] Berry et [cl ]Overgne; seeP. Paris 1875, 
xxx; Hoepffner 1906, 407; 1908-21, 3:xxvi, n. 2 (xxii-xxx on further clues to the identity 
of the lover); Chichmaref 1909, I :li-liii (with a slightly different solution to the anagram); 
Eichelberg 1935, 29-30 n. 44; de Looze 1988b, 545; 1991, 172; Cerquiglini-Toulet 1993d, 
22-23. Ehrhart (1975, 155-56, 197-99, 210-13; 1980b, 120-23; 1987, 131-32) argues 
against Hoepffner's solution; Cerquiglini (1985b, 236 n. 28) also notes problems with it. 
Brownlee (1989b, !55 n. 4) disagrees with Ehrhart; Heinrichs (1990, 217-18 n. 15) has 
taken a middle position. 

PATRON. John, duke of Berry (first identified in P. Paris 1875, xxx); see commentary in 
Kelly 1987, 79-80. Ehrhart has rejected the identification (see above concerning the 
anagram, and chap. I n. !56). The connection of the story frame to the duke of Berry seems 
clear, but Ehrhart's analysis of Machaut's admonitory posture-skillfully masked, as was 
appropriate to his position-is very appropriate for the period around 1360. Perhaps the 
moral is directed at the Regent Charles, recent recipient of far more direct and artless 
criticism in the motel Tu qui gregem I Plange (M22). See chap. 1.13.1. 

DATE. 1360--{)J on the basis of historical references and an anagram; seeP. Paris 1875, xxx, 
53 n. 3, 69 n. I; Chichmaref 1909, l:li-liii; Hoepffner 1908-21, l:xxxviii, xxxix; 
Machabey 1955b, 1:52-58 (esp. 57-58 on a terminus of 1362, before letter 6 of the Voir 
Dit). For a dissenting view, see Ehrhart 1974, discussed in chap. 1.14.1. 

BIOGRAPHY. See chap. 1.5.3c (accounts of campaigns of John of Luxembourg), and chap. I 
n. !56 (departure of Jean de Berry from Calais) and 1.14.la. 

DISCUSSION (literary). Hoepffner 1908-21, 3:xx-xlii; Patch 1950, 203-4; D.W. Robertson 
1962, 234; Cartier 1966, 295-97; Wimsatt 1968, 112-17; Sonnemann 1969, 111-21, 165; 
Calin 1974, 146--{)6; F. and W. Calin 1974, 245, 248; Connery 1974, 122-51; Ehrhart 
1974, 153-204; B. and J. Cerquiglini 1976; Pelen 1976--77, 136--39; Brownlee 1978b, 15-
17; Cerquiglini 1978b, 120-21; Deschaux 1978a; Kelly 1978, 53-54 et passim; Ehrhart 
1980b; Palmer 1980; 1981; Rychner 1981, 58--66; Calin 1983a; Brownlee 1984, 188-207; 
de Looze 1984; Cerquiglini 1985b, 113-14, 116--17, 124-25, 175-76, 177-78 n. 42,205-
6; Kelly 1985, 292-94; Leupin 1986, 134; Ehrhart 1987, 130-41; Huot 1987, 293-301; 
Baumgartner 1988, 172-73; Brownlee 1989b; Ehrhart 1990, 142 et passim; Heinrichs 
1990, 214-21; Planche 1990c; Cerquiglini-Toulet 199la, 230-32 (=1993b, 64--{)5); Davis 
1991, 125-45; Imbs 1991, 164-72; Wimsatt 199lb, 83-84; Ehrhart 1992, 14-19; Palmer 
1992, xxvi-xxvii; Boulton 1993, 192-97; Cerquiglini-Toulet 1993b, 74-76, 95, 97-98, 
149; 1993d, 9-32; Butterfield 1994, 11-13; Calin 1994, 212-19; Medeiros 1994. 

RELATED MACHAUTWORKS. 
a. Jugement Behaingne. See Hoepffner 1908-21, 3:xxxii. 
b. Remede. See Hoepffner 1908-21, 3:xxxiv n. I; Wimsatt 1968, 106, 115; Calin 1994, 

212,214,217,219. 
c. Alerion. See Hoepffner 1908-21, 3:xxxiv. 
d. Jugement Navarre (11. 493-94). See Hoepffner 1908-21,3:253 (to 11. 1-2). 
e. Confort. See Hoepffner 1908-21, 3:xxxiii-xxxv. 
f. Voir Dit. Machaut cites Fonteinne (called Morpheus) in four places: letter 6 (ed. P. Paris 

1875, 53); letter lO (ed. 1875, 69; see also 389 n. xvii); letter 31 (ed. 1875, 241-42); I. 
8177 (ed. 1875, 331 n. I; for the context, see de Looze 1984, 145; Cerquiglini 1985b, 
176, 218; Kelly 1985,294 n. 16; Imbs 1991, 164-72). On a structural relationship, see 
Boulton 1993, 198. 

g. lyrics. See Hoepffner 1908-21, vol. 3, notes to the lines cited: Se trestuit cif (Lo48, I. 
905); Sans cuer, dolens (Lol48=R4, 11. 203-4); Je puis trop (Lo203=B28, I. 963); Amis, 
je t'aporte (Lo212, I. 2207); De Fortune (Lol95=B23, I. 443); Amis, si (Lol99, I. 
23 !9); le pers mon temps (Lo209, I. 1487); Onques mes cuers (Lo218, 11. 2508-10); 
Loial amour (Lo219, I. 2335); Quant Ecuba (Cp4, I. 1644); J'ay tan/ I Lasse! (M7, I. 
1309); Quant j' ay /' espart (R5, I. 276); Cinc, un (R6, I. 2207; Hoepffner's date is 
erroneous); Vo dous regars (RB, I. 340); De tout sui (V38/32, I. 1013). 
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Hoepffner's notes relating Fonteinne to various lyrical poems have been treated more 
cautiously by more recent scholars (see Reaney 1952b, 37; Sonnemann 1969, 120-21). 

LITERARY ANTECEDENTS. Boethius, Consolation of Philosophy (Wimsatt 1968, 106; 
Palmer 1980; 1981; Kelly 1987, 79; Heinrichs 1990, 184, 217-18). Altercatio Phyllidis et 
Florae (Pelen 1976-77, 139). Duties of rulers tradition (Ehrhart 1980b, 131-36; 1992, 14-
15, 18-19). Roman de la Rose (Hoepffner 1908-21, 3:xxxii-xxxiii; Poirion 1965, 494-95 
and n. 22; Thiry-Stassin 1970, 49; Calin 1974, 154, 162-63; Rychner 1981, 58--{)6; 
Brownlee 1984, 189, 194-95, 197-98, 200-201, 202, 205, 208, 249 n. 23; Huot 1987, 
296-97; 1993, 242-49; Medeiros 1994). Ovide Moralise (De Boer 1914, 346-48; D.W. 
Robertson 1962, 234; Pelen 1976-77, 136-39, esp. 152 n. 14; Ehrhart 1980a; Brownlee 
1984, 250 n. 26; Cerquiglini 1985b, 171 n. 35; Kelly 1985, 292-94, 296; Ehrhart 1987, 
133-41; 1990, 135-39, 142; Planche 1990c, 29-31; Huot 1993, 246-48; Calin 1994, 
215-19). Watriquet de Couvin, Dis de la Fontaine d'Amours (Wimsatt 1968, 64; Huot 
1987, 299-300). Roman de Perceforest (Huot 1987,297-98 and app. C). 

TEXTUAL LEGACY (France). Froissart, Paradis d'Amour (Whiting 1946, 191; Calin 1974, 
158; Dembowski 1986, 13, 26; 1987b; Huot 1987, 304-7; Wimsatt 1991b, 178, 189); Dit 
dou Bleu Chevalier (Geiselhardt 1914, 47-50; Whiting 1946, 201; Cartier 1966, 297-306; 
1967, 237-38, 243, 250-51; Wimsatt 1968, 129-33; Wimsatt 1972a; Calin 1974, 158; 
Fourrier 1979, 53); Espinette Amoureuse (Geiselhardt 1914, 19, 50-52; Whiting 1946, 
195-97; Fourrier 1963, 34-37; Calin 1974, 158; Dembowski 1987b; Huot 1987, 305-7); 
Espinette Amoureuse and Joli Buisson de Jonece (Fourrier 1975, 26; Wimsatt 1991b, 189-
90); Prison Amoureuse (Calin 1974, 158; Kelly 1985, 296; Boulton 1993, 214, 215); Joli 
Buisson de Jonece (Huot 1987, 317-18). Oton de Granson, Lay de Desir en Complainte 
(Cerquiglini-Toulet 1993d, 25); Livre Messire Ode (Wimsatt 1991b, 227). Christine de 
Pizan, Epistre Othea (P.G.C. Campbell 1924, 100, 131; Ehrhart 1987, 118; 1990, 128, 
132, 135-39, 148-49); Livre du Chemin de Longue Estude (De Boer 1914, 347n. [=De 
Boer 1915-38, 1:38-39 n. 1]; Hoepffner 1908-21, 3:xli; Schilperoort 1936, 62--{)3; Ehrhart 
1990, 144); ballade Se de Pal/as me pelisse accointier (ed. M. Roy 1886-91, 1:214-15; 
cited in Ehrhart 1990, 126-31, 146, 148). Anon. ballade Plus a destroit (MS Pa fol. 77v; 
ed. and trans. Wimsatt 1982, 24-25; cited in Davis 1991, 143 n. 55). Anon. Dit de /'Orthie 
(Langlois 1902, 34 n. 3; Cerquiglini-Toulet 1993d, 19). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (for the context, see the eds. 
F.N. Robinson 1957 and Benson 1987, explanatory notes, passim; ten Brink 1870; 
Kittredge 1915a, 54-58; 1915c, 1, 5; Kitchel 1923; Shannon 1929, 3-12; Schaar 1954, 
18-19 [with further references, n. 2], 108-11; 1955, 20-23, 270, 274-75, 377; Clemen 
1963, 29-37; Wimsatt 1967b; 1968, 115-17, 156-57; Finlayson 1973; Calin 1974, 158; 
Wimsatt 1974, 124; 1975, 14-16; Pe1en 1976-77, 136-42; 1979; Palmer 1980; Pearcy 
1980; B. Nolan 1981; Wimsatt 1981, 116; Edwards 1982; Longo 1982, 250, 256-75; 
Phillips 1982, 28-32, 181-84 [detailed summary], explanatory notes, passim; Windeatt 
1982, xiii; de Looze 1984, 159 n. 10; Kooper 1985, 113-15, 194-97; Hanning 1986; S.A. 
Wright 1986, chap. 3 passim; Calin 1987b, 10-13; A. Taylor 1987; Davenport 1988, 61; 
Edwards 1989, 74-82; Stevenson 1989-90, 4-5, 11-16; Heinrichs 1990, 214-15, 219-21; 
Butterfield 1991, 43-44, 46; Davis 1991, 69-79, 146-49; Wimsatt 1991b, 83-84; Knopp 
1992; Calin 1994, 276-89); Anelida and Arcite (Wimsatt 1970-71, 7); Parliament ofF owls 
(Moore 1951, 41); "Prologue" to the Legend of Good Women (Schaar 1955, 194); 
"Merchant's Tale" (Kitchel 1923, 229; Calin 1987b, 18-20; 1994, 322-23). Gower, 
Confessio Amantis (Kelly 1978, 201-2; Olsson 1992, 136). 

PROVERBS (references to Hassell 1982). A53; A75; A89; A119; A120; B54; B102; C60; 
C130; C221; C320; D122 (1. 63); E71; F39; G46; J35; L5; L48; M40; 072; P3; P200; 
P232; P290; R26; S28; S87; S107; V66 (cf. II. 1203-4). Cerquiglini-Toulet (1993d, 209-
10) gives additional items; two of these also appear in Voir Dit. 
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12. Le Dit de la Harpe 
FORM. Decasyllabic rhyming couplets, 354 lines. 
MANUSCRIPTS. 

[3] Vg fols. 2!6r-218v [10] M fols. I64r-166v 
[4] B fols. 22r-24v [15] K fols. I25r-125v 
[5] A fols. 174r-177r [16] J fols. 138r-I39v (beginning lost) 
[6] F fols. 135r-137r [18] Pm fols. I I8r-I20v 
[7] E fols. 105r-I06r [42] F:CF 249 fols. 8Sv-89r 

FACSIMILES (refer to chap. 4.4j). Miniatures AI 10-13; F89; E30. 
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EDITIONS. Bartsch 1880 (Il. 1-92); Patterson 1935, 2:197-99 (Il. I-92); Young 1943 
(complete). 

ANAGRAM. Solution unsuccessful; see Suchier 1897, 545 n. 2; Hoepffner 1906, 407-8; 
Young 1943, 13-14; Huot 1987,288, 290; de Looze I988b, 547--48 n. IS, 548. 

PATRON. Unknown. Caylus (I 753a, 413) wrote that "ce morceau tres-ennuyeux est adresse a 
Agnes de Navarre, femme de Phebus Comte due de Foix" [this very boring piece is addressed 
to Agnes of Navarre, wife of Febus, count of Foix]; both Rive (I 780, 26 n. 70) and Tarb€ 
(1849, xxi-xxii) repeated the incorrect ascription. Suchier (1897) and Grober (1902, 1047) 
indicated that Harpe was written for Peronne after the completion of the Voir Dit, thus 
adopting her new identity to Caylus's old view. Hoepffner (I 906, 408) rejected this. 

DATE. On the basis of manuscript transmission, late 1360s. 
DISCUSSION (literary). Calin 1974, 227-29; Lukitsch 1983, 266; Cerquiglini I985b, 19, I 10 

n. 5, 259 n. I I; Huot 1987, 286--93; Bee 1992, 169-70. 
DISCUSSION (art historical). Langner 1982; Huot 1987,286--93. 
LITERARY ANTECEDENT. Chretien de Troyes, Le Chevalier de la Charrette (Huot I 987, 292). 
RELATED MACHAUT WORKS. The first line is also I. I of the baiiade Je puis trop bien (B28). 
TEXTUAL LEGACY (France). Christine de Pizan, Epistre Othea (P.G.C. Camp bell 1924, 120-

21). 
TEXTUAL LEGACY (Italy). Vannozw, Contrasto dell'Arpa e del Liuto (Levi I 908). 

13. Le Livre dou Voir Dit 1 4 

FORM. Octosyllabic rhyming couplets and lyrical interpolations, 9009 lines (Cerquiglini 
I 985b, 53); not included in the line count are forty-six inserted prose letters (on lines 
misnumbered in P. Paris 1875, see Calin 1974, 167n.). Table 5.3 provides a complete 
listing of the lyrical and prose insertions. 

MANUSCRIPTS. 
[5] A 

[Sa] F:Pn 11198 
[6] F 
[7] E 

fols. 22Ir-306r 
fol. 26r 75 

fols. I 37v- I 98v 
fols. 17Ir-210r 

[15] K 
[16] J 
[18] Pm 

fols. I33r- I 35r (cf. chap. 2.1. le) 
fols. 147v-15Iv (cf. chap. 2.1. le) 
fols. I22r-182v 

In addition, a few of the individual lyrics from the Loange, and a few of the musical works 
inserted in the Voir Dit are transmitted in MSS C, Vg, B, and M. 

Lost Manuscripts. See chap. 2.I.le for the individual manuscript of the Voir Dit that 
Eustache Deschamps took to Louis de Male, Count of Aanders, in 1369 or 1375. King 
John I of Aragon may have owned another individual manuscript of the Voir Dit; see chap. 
2.2.la. 

FACSIMILES (refer to chap. 4.4k). KI2-I3; J25; AI25, 127, 128, 130, 132, and 147; FII2, 
114, 116, 117, 118, 123, 128, 130, 132, 134, 135, 139, and 140; Pm! 10 and I I I. Gallo 
1985, 43 (MS E fol. I98v, with Dix et sept [RI7], letter 36 and narrative beginning with I. 
6005 [ed. P. Paris 1875, 266--69]). 

74 On the title "Le Livre dou Voir Dit," given in the rubrics of MSS A, F, and E, see 
Cerquiglini I 980a, 154--55. 

75 Parchment fragment correcting a 32-line eye skip in MS A [5]; see chap. 3 [Sa] and chap. 
4 n. 199. 
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Table 5.3 
Prose and Lyrical Insertions in the Voir Dit16 

other 
!yr. genre dla Title pp Lo Wilk sources 

I R d Celle qui unques ne vous vid 17 7 
2 R a Tres-belle, riens ne m' abelist 78 12 
3 R d Pour vivre en joieuse vie 15 

I Let. d 16 
4 R a Belle, bonne et envoisie 18 

2 Let. a [No. IV in P. Paris 1875] 41 
5 B32 a Plourez, dames, plourez vostre servant 25 229 162 I Utr 
6 B a Arrwurs, madame et Fortune et mi oueil 26 227 13 

3 Let. d [No. V in P. Paris 1875]18 47 
7 R d Celle qui nuit et jour desire 29 
8 B a Veoir n' oir ne puis riens qui destourne 36 238 212 
9 [V34] a L' ueil, qui est le droit archier 37 278 Pa 

10 [V35] a Plus belle que le biau jour 38 279 Pa 
11 [V33] a Je ne me puis saouler 39 277 Pa Mn 

4 Let. a [No. VI in P. Paris 1875]78 52 
5 Let. d [No. VII in P. Paris 1875] 57 

12 V d Ne vous estuet guermenter (1 str.) 49 
13 B a Quant madame est noble et de grant vaillance 51 239 174 
14 Rl3 a Dame, se vous n' avez aperceii 52 Pa 

6 Let. a [No. I! in P. Paris 1875] 18 
[R] a Quant vous m' apellez ami 19 18 
[B] a Que on porroit espuisier la grant mer (I str.)19 20 

15 Cp d Mes do us amis a vous me veuil-je plaindre 56 Cp5 
7 Let. d [No. Ill in P. Paris 1875] 27 
8 Let. a (80) 60 
9 Let. d (81) 62 

76 Column one assigns numbers to the lyrical insertions; column two gives the genre of each 
item (B = balade; Cp = complainte; L = lai; Let.= letter [the order given here follows the 
manuscript order, not the transposed order of P. Paris (cf. 1875, 387 n. vii)]; Pr = priere; R 
= rondeau; Rfr. =refrain; V= virelai); works given a number, e.g., B32 Plourez, dames, 
are set to music, except the three virelais V33-35, which were not set to music, but which 
were taken into the music section of the manuscripts (the numbering follows Ludwig 
1926-54; for further sources of the musical works, see chap. 7.3); column three indicates 
whether the dame (d) or amant (a) is given as the author of a work (for item 57, "T'' 
indicates Machaut's ascription to Thomas Paien); column five ("PP") gives the page 
number of a given item in the edition of P. Paris 1875; column six ("Lo") gives the 
number in Chichmaref 1909 of those lyrics duplicated in the Loange; column seven 
("Wilk.") gives the page number of a given item in the edition of Wilkins 1972 (see also 
his notes to individual poems); finally, column eight lists concordances of Voir Dit lyrics 
in text MSS I [40] and Pa [50]. Fowler (1979, 289-93) indexes the lyrical insertions 
alone. On pairings of lyrics, see S.J. Williams 1977; Cerquiglini 1985b, 34-37,96-99. 

77 Translated in Boulton 1993, 163. Imitated in Deschamps's rondeau 685; see chap. 2.1.1i. 
On this rondeau as the point of departure for the Voir Dit, see Cerquiglini 1987b, 54; S.J. 
Williams 1993, 7-8 

78 Partial translation in Boulton 1993, 164. 
79 Letter 6 incorporates three lyrical passages not distinguished from the surrounding prose. 

The first is a rondeau, Quant vous m' apellez ami; the second an eight-line strophe, 
possibly the first strophe of a ballade, Que on porroit espuisier la grant mer; while the 
third, Car je vous ameray I et obieray, is composed of ten lines, all rhyming on -ay. 

80 Partial translation in Boulton 1993, 198. 
81 Partial translation in Boulton 1993, 199. 
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olher 
Ivr. genre <Va Title PP Lo Wilk sources 
16 B33 a Nes qu' on porroitles estoilles nomhrer 82 67 232 143 Pa 

10 Let. a 67 
17 B a Demon vrai cuer jamais ne partira 71 
18 V24 d Cilz ha bien foie pensee 72 275 
19 R a Belle, vostre doulz ymage 73 
20 R d Amis, pour ce /' envoiai je 73 
21 R a Se mes cuers art et /i vostres estaint 74 
22 R d L' amour de vous, qui en mon cuer remaint 74 
23 R a V os pensees me sont commandement 76 
24 R d Amis, venes vers moy seiirement 76 
25 V a Douce, p/aisant et debonnaire 77 Pa 
26 V d Des que premiers oy retraire (I str.) 78 

Rfr. d Amis amis de cuer d' amie .. . 83 92 
27 R a Douce dame quant je vous voi 84 92 
28 R d Tresdou/z amis quant je vous voi 84 93 Pa 
29 B a Le bien de vous qui en biaute florist 93 179 124 Pa 
30 B a Le plus grant bien qui me viengne d' amer 85 100 180 127 Pa 
31 R4 a Sans cuer, dolens de vous departirai 108 148 264 Pa 
32 R d Sans cuer, de moi pas ne vous partires 86 !08 
33 R a Toute Belle, vous m' avez visite 112 

!I Let. a 112 
34 R d Tresdoulz amis .}'ay bonne volente 114 

12 Let. d 114 
35 R a Long sont mi jour et longues sont mes nuis 87 116 
36 R d Amis, bien voy que tu pers to us deduis 116 
37 R a Belle, quant vous m' ares mort 117 
38 R d Amis, se Dieus me confort 88 117 
39 R a Puis que /anguir sera ma destinee 89 117 

13 Let. a 118 
40 R d Vostre /angueur sera par moy sanee 89 119 

!4 Let. d 119 
IS Let. a 122 

4! R a Trembler,fremir et muer me couvient 123 
16 Let. a 130 
17 Let. a 133 
18 Let. d 135 

42 B a Gent corps.jaitis, cointe, apert et joli 9° !52 5 77 

82 Text recited on the compact disc Harmonic Records HJCD 8825 (see chap. 8.8); see also 
chap. 7.3 on Nes qu' on (B33). 

83 On this refrain, sung by Toute Belle, see Cerquiglini 1985b, 96 n. 18; translation in 
Boulton 1993, 178. 

84 Beginning translated in Boulton 1993, 178. 
85 The refrain, "Qu'assez rueve qui se va complaignant" [He who complains asks much, i.e., 

he who complains in this manner need not importune the lady further] is cited four more 
times in the Voir Dit (ed. P. Paris 1875, 105 [I. 2530 and I. 2548]; 134 [letter 17]; 277 
[letter 37]); in addition, it is the last line of the complainte Sire, a vous (Cp7), and I. 
3764{3766 of Remede (see chap. 5.7, "related Machaut works"). See Hassel 1982, proverb 
no. D21; and commentary in Eichelberg 1935, 85; Cerquiglini !985b, 37, 118 n. 18; Imbs 
1991, 122. Beginning translated in Boulton 1993, 199. 

86 Translation by Jacques LeCiercq in Flares 1962, 158-59. 
8? Text recited on the compact disc Harmonic Records HJCD 8825 (see chap. 8.8). 
88 Translation by J acques LeCiercq in Flares 1962, !58. 
89 Partial translation in Boulton 1993, 200. 
90 Poirion (1965, 200) indicates that this text must be one of Mac haul's early ballades. The 



226 THE NARRATIVE DITS 

olher 
!yr. genre dla Title pp Lo Wilk sources 
43 R d Autre de vous jamais ne quier amer !53 Pa 
44 Pr a Venus, je t' ay tousjours servi 91 155 
45 V a Onques si bonne journee 159 Pa 

19 Let. a 163 
20 Let. d 165 

46 R d Merveille fu quant mon cuer ne parti 166 
47 LI8 a Longuement me sui tenus 172 

21 Let. a 180 
22 Let. d 182 
23 Let. a Mon cuer, ma suer, ma douce amour (Cp)92 184 
24 Let. d 186 

48 B d I/ n' est dolour, desconfort ne tristesse 187 194 100 Pa 
25 Let. a 189 
26 Let. d 193 
27 Let. a (93) 201 

49 B a Hui ha .i. mois que je me departi 94 204 161 95 
50 B d Amis si parfaitement 95 205 199 ll Pa 

28 Let. d (96) 206 
51 B d Puis que tant a languir hai 9? 208 

29 Let. d 233 
52 B d Nuit et jour en teltraveil (2 str.) 236 

30 Let. a "Longue demouree fait changier ami" 98 238 
31 Let. a 239 

53 Cp d Dous amis, que t' ay-je meffait? 99 242 
32 Let. d 248 

54 B d Ne soiez en nul esmay 251 Pa 
55 Cp a Dame en qui j' ay mis toute m' esperance 252 

33 Let. a 257 
34 Let. d 260 
35 Let. a 262 

Rfr. a Trop font de peine et de haire 264 
56 RI7 a Dix et sept, .v., .xiii., .xiiii. et quinse 1°0 266 lv 

36 Let. d 267 

text is related to strophe 2 of Pas de tor (B30); see chap. 7.3. 
91 Three 16-line strophes in a pattern similar to Marguerite, but with long lines in eight 

instead of ten syllables, as in Dous amis, que t' ay-je meffait? (VD53). On the form, see 
chap. 5.4, introduction to Jugement Behaingne. 

92 Partial translation in Fox 1974, 296; discussed in Cerquiglini-Toulet 199lb, 345. Cohen 
(I 952, 99) comments: "Ici trois fois ou repete en sourdine pour conclure cette piece en ou 
mineur, dans laquelle le poete a oublie les regles des formes fixes, ballades ou rondeaux et 
le musicien s'est content€ de !'harmonisation de nos adorable voyelles fran<;aises si nettes 
et si pures" [here a muted threefold repetition of ou to conclude lhis piece in ou minor, in 
which the poet forgot the rules of the fixed forms, ballades or rondeaux, and the musician 
is content with lhe harmonization of our adorable French vowels, so clear and pure). 

93 Partial translation in Boulton 1993, 164. 
94 See Poirion 1965, 138; Cerquiglini I985b, 39. 
95 See Poirion 1965, 138. 
96 Text recited on the compact disc Harmonic Records H/CD 8825 (see chap. 8.8). 
97 Discussed in Cerquiglini I985b, 38-39. 
98 See Hassell 1982, proverb no. D25. 
99 Twelve 16-Iine strophes in a pattern similar to Marguerite, but wilh long lines in eight 

instead of ten syllables, as in Venus, je t' ay tousjours servi (VD44). On the form, see 
chap. 5.4, introduction to Jugement Behaingne. 

lOO On the number riddle, seeP. Paris 1875, xx; Hoepffner 1906, 409. 
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other 
Ivr. genre dla Title pp Lo Wilk. sources 
57 B34 T Quant Theseiis, Hercules et Jason 274 Pa I Ch 

PR SL 
58 B34 a Ne quier veoir la biaute d' Absalon 275 Pa I Ch 

PR SL 
37 Let. a 276 

59 R d Tant comje seray vivant 278 Pa 
60 B d Se par Fortune, la lasse et la dervee 278 Pa 

38 Let. d 279 
39 Let. d 281 

61 B36 a Se pour ce muir qu' Amours ai bien servi 309 248 193 Ta 
40 Let. d 310 
4 I Let. a 313 
42 Let. a 341 

Rfr. a "S' il est voirs ce qu' on m' en a dit I 
Autrement, ne di-je en mon dit" (5 circles)101 336 

62 V d Cent mille fois esbahie (2 str.) 343 Pa198 
43 Let. d 344 
44 Let. d 350 

Rfr. Et tout par legierement croire (5 virgins)102 356 
45 Let. a 360 
46 Let. d 367 

63 R d Cinc, .vii., .xii., .i., .ix., .xi. et .xx. 103 369 

EDITIONS. Tarbe 1849, 45-50, 135-154 and 1856 (partial); P. Paris 1875. Paris's edition is 
incomplete; the editor has omitted passages ranging from a line or two to long sections, 
with no editorial indication of their omission (according to Cerquiglini-Toulet 199 I b, 363, 
595 lines were cut in 111 different places). A. Thomas (1912) published the longest 
missing segment; II. 7200-7218 (ed. P. Paris 1875, 294) are replaced by 265 Il., including 
the 230-Iine song of Polyphemus to Galatea, quoted directly by Machaut from the Ovide 
Moralise (Paris's excision is discussed in Cerquiglini 1985b, 166 n. 23). Calin (1974, chap. 
9) quotes a few other lines lacking in P. Paris 1875 (using MS A), and Brownlee (1984, 
155) quotes a few more from the same manuscript. A new, unpublished edition by the late 
Paul Imbs, based on MS F-G, is utilized in the work of Cerquiglini-Toulet, who often 
cites lines lacking in the P. Paris edition. At present, then, the Voir Dit is the only work of 
Machaut lacking a critical edition. Cerquiglini-Toulet's reworking of the unpublished Imbs 
edition is forthcoming from the Societe des Anciens Textes Fran<;ais. A complete edition 
and translation by Palm er and Leech-Wilkinson is forthcoming from Garland. 

TRANSLATIONS. Suchier/Birch-Hirschfeld 1900, 238 (rondeau VD1 only, German); Weiss 
1967 (letter 10); Weiss(faruskin 1984 (letter 10). Excerpts in Keily 1978, passim; 
Brownlee 1984; Leupin 1986; Sturges 1991a; S.J. Williams 1993. A complete edition and 
translation by Palmer and Leech-Wilkinson is forthcoming from Garland. 

RECORDINGS (refer to chap. 8.6). 
ANAGRAM. Guil/aume de Machaut; Peronelle d'Armentiere; seeP. Paris 1875, xix-xxiii. 

Imbs (1991, 253-55) agrees, but with the emendation Armantiere. Guil/aume de Machaut 
amera fil/e Perronne; see Suchier 1897; Hanf 1898, 147-48; G. Paris 1898; Hoepffner 
1906, 408-9; 1908-21, I:xl-xli; Guesnon 1912, 93n.; Eichelberg 1935, 27-31; Brownlee 
1984, 239 n. 25. Guil/aume de Machaut; Perronne fille a amer; see Cerquiglini 1985b, 
233-39; and comments in Bade! 1985, 558-59; de Looze 1988a, 208-9; 1988b, 548n., 
548, 550-56; Higgins 1991, 174-75; Sturges 1991b). In addition, Mulder (1979, 62) has 
signaled a possible anagram near the end of the Lay de /'Ymage, Ne say comment (Ll4/9) 
that resembles the anagram of the Voir Dit. 

101 The five responses to the five circles surrounding Fortune (ed. P. Paris 1875, 336--39) ail 
have this refrain, which was introduced earlier in Il. 8229-30 (ed. P. Paris 1875, 333). 

102 Five ten-line strophes in rhyming couplets, each of which end with this refrain. 
103 On the number riddle, seeP. Paris 1875, 369-70 n. 2; Hoepffner 1906, 409. 
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PATRON. Peronne d'Armentieres (P. Paris 1875, xviii-xxvii). Peronne, but not d'Armentieres 
(Guelliot 1914, 304; Cerquiglini 198Sb, 223-43). See also Hanf 1898, 153-55; Cerquiglini 
198Sb, 116; Kelly 1987, 83. See above concerning the anagram. Cerquiglini-Toulet has 
eliminated Peronne d' Armentieres from consideration, but perhaps too soon: R. Cazelles 
(1982, 90) makes some interesting circumstantial historical references that are strengthened 
by Machaut's acquaintance with Raoul de Vienne, sire de Louppy, and the newly-discovered 
ties of his brother Jean de Machaut with Bar (see chap. 1.11 c). 

Charles, duke of Normandy (Gauvard 1982, 23; Kendrick 1992, 39-40 n. 7). The accepted 
date of the work does not admit the earlier view (Caylus 1753a, 413; Rive 1780; Tarbe 
1849, xiii-xxi), attaching the work to Agnes of Navarre, wife of Gaston Febus. 

Toute Belle's heraldic motto in the Voir Dit is given as "Garctes moy bien" (ed. P. Paris 
1875, 83 I. 1905). 

On the feminine voice of Toute Belle, see Calin 1974, 193; Guillaume de Machaut 1982, 
263 (comments of Poirion); Musso 1982; Cerquiglini 198Sb, 100-103, esp. p. 102 n. 28; 
Higgins 1991, 166 n. 69 (see esp. pp. 158-72 for an important discussion of the woman's 
voice in late medieval poetry); 1993b, 177-78, 183. S.J. Williams (1977, 463---64) notes 
technical problems in some of the lyrics attributed to Toute Belle and concludes that they 
may well be the work of an amateur. 

For Deschamps's references to the "Peronne" of the Voir Dit, see chap. 2.l.lj-k. 
DATE. The events of the narrative cover the years July 1362 until 1364, while the work itself 

was written between 1363 and 1365 (P. Paris 1875, xxviii-xxxi, 387 n. ix, 389 n. xvi, 390 
n. xxiv, 401 n. Ixxiii; Hoepffner 1908-21, I :xl-xli; Chichmaref 1909, I :lv-lxiv; 
Machabey 195Sb, 1:56---64; Brownlee 1984, 235 n. 8; Cerquiglini 198Sb, 54, 72-74,223-
24; Leech-Wilkinson 1993b, esp. 106 nn. 12-13, 116 n. SI, 119 n. 63. 

AUTOBIOGRAPHY. The question of the "truth" of the Voir Dit has been debated for over one 
hundred years. Opinions range from literal interpretation to the view that the work is a 
"monumental hoax" (Beer 1981, 11). See Tarbe 1856, xiv; P. Paris 1875; Mas Latrie 
1877b; G. Paris 1877; Petit de Julleville 1892-93, 330-37; 1896, 340-43; Suchier 1897; 
Hanf 1898 (a point-by-point analysis); Grober 1902, 1046; G. Paris 1907, 223; Hoepffner 
1908-21, l:xl-xli, 3:xxxix; Chichmaref 1909, l:liv; Eichelberg 1935 (also very methodi­
cal); Huizinga 1953, 122-24; Becker 1964, 356--57; Schrade 1967; Sonnemann 1969, 122, 
132-34, 148-51; Burrow 1971, 48-49; Poirion 1971, 193-94; Zumthor 1972,66, 173-74, 
310--11 (=Eng. ed., 42, 130--31, 255-56); Gybbon-Monypenny 1973, 134-35; Zumthor 
1973; Calin 1974, 167-78, 192-93; F. and W. Calin 1974, 247-48; Connery 1974, lO­
ll; S.J. Williams 1977, 462--M; Beer 1980, 27; Little 1980, 45-47; Beer 1981, chap. 6; 
Calin 1982, 248-50; 1983b, IS0-53; Brownlee 1984, 234 n. 4, 235-36 n. 8, 236 n. 9; de 
Looze 1984, 146; Cerquiglini 198Sb, part 3, esp. 101-2, and index, s.v. "verite"; Sturges 
1986; Huot 1987, 283, 286; Heinrichs 1990, 162 n. 6; Butterfield 1991, 45; Davis 1991, 
104-5; Imbs 1991, 225-57; Sturges 199la; Wimsatt 199lb, !OS; Sturges 1992, 140-42; 
de Looze 1993b, 73-79; Higgins 1993b, 183; Leech-Wilkinson 1993a, 63; 1993b, 103--{) 
et passim; J.H.M. Taylor 1993; Wimsatt 1993; Calin 1994, 219-20, 222-24; Suard 1994. 

The poem refers to several verifiable historical personages or events, such as the 
following (see Calin 1974, 173-74; Cerquiglini 198Sb, 165--66; Leech-Wilkinson 1993b): 
(a) Arnaud de Cervole, the "Archpriest" (d. 1366), the most notorious of the French brigands 
(P. Paris 1875, xxix-xxx, 167, 171, 181,222,285,289, 345; see also Cerquiglini 198Sb, 
160; Leech-Wilkinson 1993b, 117-18 n. 56, 127-28 n. 105, 129 n. !IS, 131 n. 123). 
(b) 1363 Paris plague (P. Paris 1875, xxix, 265, 314; see also Cerquiglini 198Sb, 165 n. 
21; Leech-Wilkinson 1993b, 120 n. 67). 
(c) unusual weather (P. Paris 1875, 283, 285, 289, 295,401 n. 73; see Chichmaref 1909, 
l:lxii; Delachenall909-31, 2:356--58; Leech-Wilkinson 1993b, 128 n. 106). 

DISCUSSION (literary). Tarbe 1849, xiii-xxi; Magnin 1851 (with additional excerpts not 
printed in Tarbe); P. Paris 1875; Petit de Julleville 1892-93, 330--37; 1896, 340-43; 
Grober 1902, 1046-47; Lowes 1904, 618n.; Chichmaref 1909, I:Iiii-Ixiii; Chichmaref 
1911; Gourmont 1913; Foulet 1923, 88; Patch 1923,23 n. 91; Huizinga 1924,109-11 
(=1953, 127-30); Patch 1927, 83 n. 4, 91 n. I, 92 n. I, 96n., 96 n. 2, 98 n. I, liS n. 2; 
Siciliano 1934, 294-95, 297-98; Eichelberg 1935; Levy 1935; Patterson 1935, 1:77-78; 
Cohen 1947; 1949; 1951; Moore 1951, 38-39; Cohen 1952; S.J. Williams 1952, 62-83; 
Huizinga 1953, 349, 351; Gybbon-Monypenny 1957, 70--74; Poirion 1965, 138, 199-200, 
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201-3, 205, 529-30; Wimsatt 1968, 82-85; Sonnemann 1969, 121-63; S.J. Williams 
1969; Poirion 1971, 92-93; Zumthor 1972,66, 173-74, 310-11 (=Eng. ed., 42, 130-31, 
255-56); Gybbon-Monypenny 1973, 133-35; Zumthor 1973; Calin 1974, 167-202; F. and 
W. Calin 1974, 239-40, 247-48; Connery 1974, 152-74; Amon 1976; B. and J. 
Cerquiglini 1976; Jordan 1976; Cerquiglini 1977a; S.J. Williams 1977; Brownlee 1978a, 
223-27; 1978b, 11-12; Calin 1978, 184-86; Cerquiglini 1978a; 1978b, 122-27; Kelly 
1978, 54-56, 147-49, 243-55 et passim; S.J. Williams 1978, 193-95; Beer 1980, 27; 
Cerquiglini 1980a; 1980b; Beer 1981; Boulton 1981; Cerquiglini 1981; 1982; Musso 1982; 
Zink 1982; Calin 1983b, 150-62; Cerquiglini 1983, 290-92; Brownlee 1984, 94-156; 
Cerquiglini 1984; de Looze 1984, 145-48, 154-57; Steinle 1984; Cerquiglini 1985a, 21-
22; 1985b, passim; Kelly 1985, 290; Cerquiglini 1986a, 1986b; Leupin 1986, 134, 137-
47; Nouvet 1986, 342; Sturges 1986; Huot 1987, 280-86; Lofstedt 1987, 231; Burrow 
1988; Cerquiglini 1988b, 54; Davenport 1988, 62; R. Morris 1988, 551-52, 554; Zeeman 
1988, 835-37; Boulton 1989; Heinrichs 1989a, 595; Boulton 1990; Planche 1990a; J. 
Root 1990, 12, 177-79, 189-23; J.H.M. Taylor 1990, 548 n. 26; Butterfield 1991, 44-46; 
Cerquiglini-Toulet 199la, 233-34, 237-38; 199lb; Higgins 1991, 147-48, 166, 174-75, 
189 n. 127, 191-92; Huot 1991, 240, 244; Imbs 1991; Sturges 199la; Wimsatt 199lb, 
104-5; Sturges 1992; Zink 1992, 280-81; Boulton 1993, 162-67, 177-80, 197-202,241, 
242, 276; Cerquiglini-Toulet 1993a; 1993b, 74, 76, 97, 110-12, 149; de Looze 1993a; 
Leech-Wilkinson 1993b; J.H.M. Taylor 1993; S.J. Williams 1993; Wimsatt 1993; Calin 
1994,219-27, 359-61; Heinrichs 1994; Suard 1994. 

Musso (1982) undertakes a statistical comparison of the vocabulary of the letters of the 
narrator compared with the letters of Toute Belle, finding those of Toute Belle more 
restrained lexically, while the narrator employed a richer and more variegated vocabulary, and 
thus implying that Toute Belle's letters were genuine. See the interesting discussion of this 
study in Guillaume de Machaut 1982, 215-16 (Calin), 216-21 (Imbs, Calin, and B. 
Cerquiglini); Calin 1982, 248-49; Guillaume de Machaut 1982, 264-67 (Imbs, J. 
Cerquiglini, Poirion, Calin, and Zumthor). Imbs (1991, 226) seems to accept that the 
letters are genuine. 

The order of the letters is discussed in P. Paris 1875, 387 n. vii; Hanf 1898, 177-94; 
Eichelberg 1935, 15-16, 24 n. 31, 35-69; Brownlee 1984, 235-36 n. 8, 237-38 n. 12; 
Cerquiglini 1985b, 9 n. 10; Huot 1987, 283. Leech-Wilkinson 1993b, 104 n. 9) supports 
Eichelberg in exchanging the order of Paris's letters 6-7 (=letters 4-5 in the manuscripts), 
2-3 (=letters 6-7 in manuscripts), and 40-41. Ruhe (1975) and Cerquiglini (1985b, 39-49, 
102 n. 28, 193-94, 219-20 esp. nn. 11-12; 1991, 342-62) analyze aspects of the letters. 

Holzbacher ( 1973-74) satisfactorily explains two passages that editors have misinterpreted 
(see also Eichelberg 1935, 106-7; Calin 1974, 190-92; Cerquiglini 1985b, 135), namely, 
the "clavette," (P. Paris 1875, 161 I. 3887), and the jewel to Toute Belle's treasure (P. Paris 
1875, 361-62, letter 45), this latter in light of a passage in the Roman de Cardenois. Tarbe 
had considered the "key to Toute Belle's treasury" to refer to the key of a chastity belt 
(1849, 161 s.v. "clavette"); all this might best be left to obscurity, but that Tuchman uses 
the absurd notion in her A Discanc Mirror. Paulin Paris (1875, 162 n. I, 405 n. lxxxix) 
already dismisses Tarbe's fancy. 

On the game of "le Roi qui ne ment" (P. Paris 1875, 215, 218), see Calin 1974, 67; 
Ccrquiglini 1985b, 133 n. 46, 171 n. 34; Green 1990; Cerquiglini-Toulet 1993a; 1993c, 
37-38. 

See also literary discussions in chap. 7.3 of the twelve lyrical insertions transmitted in 
the music section of the manuscripts (Longuemenc [Ll8/13], Plourez, dames [B32], Nes 
qu' on [B33], Quant Theseiis I Ne quier [B34], Se pour ce muir [B36], Sans cuer, dolens 
[R4], Dame, se vous n' avez [R 13], Du et sept [R 17], Cilz ha bien [V24], le ne me puis 
[V33], L'ueil, qui est [V34], Plus bele [V35]). 

DISCUSSION (codicological). Cerquiglini 1987c, 314-21; S.J. Williams 1969. 
DISCUSSION (art historical). Cerquiglini 1985b, 168-71 (iconography of the image); Van 

Buren 1986b; Huot 1987, 280-86. On color symbolism in the Voir Dit, seeP. Paris 1875, 
82-83,213-214,221,225,240,299-300,309, 3!3, 347, 351; comments on Se pour ce 
muir (B36) in chap. 7.3; Huizinga 1924, 107 (=1953, 125); Amon 1976; Jordan 1976,32-
40; van Uytven 1984, 447 n. 7, 448-49. See also Steinle's discussion of the description of 
the ecu bleu in Remede ( 1989, 68-69); Remede 11. 1888-914 (Wilkins 1972, 176 n. 176). 
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DISCUSSION (musical). Quittard 1917-19,96-105, 123-27; Ludwig 1926-54, 2:53b*-58b*; 
S.J. Williams 1969; 1977, 466-68; Fowler 1979, 122-24, 289-93; Little 1980; Gallo 
1985; Tavani 1985,251-52, 254-55; Leech-Wilkinson 1993a. 

See also chap. 7.3 on the eight musical works inserted into the Voir Dit (Longuement 
[L 18/13], Plourez, dames [B32], Nes qu' on [B33], Quant Theseiis I Ne quier [B34], Se pour 
ce muir [B36), Sans cuer, dolens [R4], Dame, se vous n' avez [R 13], Dix et sept [R 17]). 

RELATED MACHAUT WORKS. Remede (see chap. 5.7); Fonteinne (see chap. 5.11); Trop ne 
me puis de bonne Amour loer (Lo225; see chap. 6.4) A toi. Hanri (Cp3; see chap. 6.5); and 
the following motets: Lasse! comment I Se j' aim (MI6), Christe I Veni (M21), Tu qui 
gregem I Plange (M22) (see chap. 7.3). Imbs 1991 discusses the relation of all of Machaut's 
earlier dits to Voir Dit. 

LITERARY ANTECEDENTS. Bible (Cerquiglini 1985b, 213). Boethius, Consolation of 
Philosophy (Patch 1935,91, 105--6; Kelly 1978, 285 n. 15; Cerquiglini 1982, 256; 1985b, 
39). Anhurian romance (Calin 1983b, 153-55; Huot 1993, 258). Guillaume le Clerc de 
Normandie (Cerquiglini 1985b, 210 n. 10). Andreas Capellanus (Calin 1974, 201; 
Cerquiglini-Toulet 199lb, 354-55). Prose Tristan (L.K. Morris 1985, 551; Huot 1993, 
258). Jeux partis (Cerquiglini 1985b, 91-95). Roman de la Rose (Burrow 1971, !51 n. 6; 
Brownlee 1978a; 1978b; Uitti 1978; Bade! 1980, 90 n. 76, 91; Diekstra 1983, 136-37; 
Brownlee 1984, 96-98, 134, 138, 241 n. 45; Cerquiglini 1985b, passim; Huot 1993, 256-
67, 271-72). Chastelaine de Vergi (Frappier 1946, 108 n. 2). Jakames,Roman du Castelain 
de Couci (Gybbon-Monypenny 1973, 149-51). Nicole de Margival, Dit de la Panthere 
(Gybbon-Monypenny 1973, 150-51). Ovide Moralise (A. Thomas 1912; De Boer 1913, 
88-89; 1914, 336-42; B. and J. Cerquiglini 1976, 372-74; Cerquiglini 1985b, 152-55, 
166-68, 178-79, 208 n. 9, 224,229-33,269 s.v. Ovide Moralise; Miihlethaler 1989, 398; 
Heinrichs 1990, 12-14, 161-74). Romans de la Dame a la Lycorne (Geiselhardt 1914, 54; 
Boulton 1993, 162--63). 

TEXTUAL LEGACY (France). Hoepffner 1906, 411-13 (a riddle found in MSS K and J may 
relate to the Voir Dit). Froissart, Espinette Amoureuse (Geiselhardt 1914, 50-52; 
Eichelberg 1935, 128-29; Whiting 1946, 197; Fourrier 1963, 34-35; Poirion 1965, 213-
14; Wimsatt 1968, 127; Zumthor 1972, 311 (=Eng. ed., 256); Gybbon-Monypenny 1973, 
133, 136; Huot 1987, 308); Prison Amoureuse (Geiselhardt 1914,28, 54-57; Eichelberg 
1935, 128; Whiting 1946, 199; Wimsatt 1968, 129; Fourrier 1974, 15-16; Ruhe !975, 
283, 284; Kibler 1978, 34, 46; Kelly 1983, 118; Bennett 1991, 291; Cerquiglini-Toulet 
199la, 225; Wimsatt 199lb, 189-90; Boulton 1993,214-15, 217); Joli Buisson de Jonece 
(Whiting 1946, 203; Fourrier 1975, 32-33; Cerquiglini 1985b, 217 n. 6; Huot 1987, 317; 
Zeeman 1988, 838; Wimsatt 199lb, 190; Zeeman 1991, 225-26). Deschamps (see chap. 
2.l.li). Oton de Granson, Livre de Messire Ode (Wimsatl 199lb, 227, 232; Boulton 1993, 
224, 225). Christine de Pizan, Epistres sur le Roman de la Rose (Brownlee 1988, 215); 
Livre du Due des Vrais Amans (Pugh 1894, 585-86; Grober 1902, 1095; Schilperoort 
1936, 123-25; Poirion 1965, 249 n. 36; Ruhe 1975, 283, 284; Cerquiglini 1983, 290; 
1985b, 217 n. 6; Boulton 1993, 234). Baudet Harenc, Le Parlement d' Amours (Cerquiglini 
1985b, 217 n. 6). Poirion (1965, 277 n. 29) dismissed the possibility that Charles 
d'Orleans referred to the Voir Dit virelai Douce, plaisant et debonnaire (VD25; ed. P. Paris 
1875, 77, I. !697) in his ballade leune, genie, plaisant et debonnaire (ed. Miihlethaler 1992, 
100, 102). Rene d' Anjou, Livre dou Cuer d' Amours Espris (Hoepffner 1908-21, l:v [attrib. 
Achille Caulier]; Cerquiglini 1985b, 173, 239-43 [proves the old view false]); see chap. 
2.3.2d. 

The Voir Dit may have inspired two further lyrics, the rondeau Toute belle bonne cointe 
et jolie (MS Pa [50], fol. 70b no. 224), and a lyric that opened a lost book of "plusieurs 
balades et rondeaux," beginning Toute Belle, que veulz-tu, mon amy; cited in the inventory 
of the Burgundian library made at Bruges, ea. 1467 (Barrois 1830, 20 I no. !383). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Wimsalt 1968, 84-85, !56; 
Calin 1994, 285); Troilus (F.N. Robinson 1957, 833 n. to Bk. 5 I. 460); "Franklin's Tale" 
(Schofield 1901, 445); "Manciple's Tale" (Still well 1940; Work I 941; Severs 19 52; 
Wimsatt 1968, 84; Westervelt 1981; Diekstra 1983, 135-38, 141; Calin 1987b, 18; 1994, 
356-66). Gower, Confessio Amantis (Burrow 1971, 50; 1983,6, 19, 21; Diekstra 1983, 
147 n. 13; Zeeman 1991, 225-26; Olsson 1992, 39, 209n.; Calin 1994,388, 394-96). 
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TEXTUAL LEGACY (Spain). Anon. Catalan Storia de I' amant Frondino de Brisona (ed. Meyer 
1891; French lyrics only in Pages 1936, 126-27, 136--40). See Ruhe 1975,451 n. 34; the 
last of the five inserted rondeaux (Le grand desir que j' ay puise veojir; ed. Pages 1936, 140) 
is related to the refrain of Nes qu' on (B33=VD16=Lo232). 

PROVERBS (references to Hassell 1982). All; A63 (three times); A64; A94; A 126: A!34: 
A 135 (three times): A 144: Al93: A203; A229 (twice); B31; B59; B60; B 112; B 140; B !51; 
Bl66; Bl99; C25; C72; C86 (twice); C99; C101; C!40; C!89; C!90; C!98; C228; C233; 
C235 (three times); C247; C286; C3!9 (twice); C323; C348; C349; C363; C364; D21 
(three times); D22; D25 (four times); D39; Dl20; E67; E74; Fl9; F44; F61; F72; F74; 
F75; F76; F88; F96; F!20; Fl27; HIS; H23; J33; L4 (twice); L7; L30; L65; L73; M6; 
M42; MS9; Ml06; Ml45; Ml90; Nl2 (twice); N40 (twice); 09; 010; 012; 068; PSI; 
Pl75; Pl93; P218; P234; P295; Rl6; R72 (twice); R85; S25; S3!; S34; S72; S100; 
S!04; S!06; S107; no (twice); Ul; V43; V66 (twice); V75 (seven times, with the ballade 
Se pour ce muir); V79; YS (twice). Cerquiglini-Toulet (1993d, 209-10) notes two 
additional proverbs that also appear in Fonteinne. 

14. Le Dit de la Marguerite 
FORM. 208 lines, composed of thirteen sixteen-line strophes with the pattern: 

a a a b a a a b b b b a b b b a( r f · · h ) 104 
1010104 1010104 1010104 1010104 mascu me or emmme r ymes · 

Since each of the thirteen large strophes has different rhymes, there are a total of twenty-six 
different rhyming syllables. 

MANUSCRIPTS. 
[5] A fols. 213v-214v [10] M fols. 166v-167v 
[6] F fols. 198v-199v [18] Pm fols. 120v-212v 

EDmONS. Tarbe 1849, 123-29; Fourrier 1979,277-84. 
TRANSLATIONS. Windeatt 1982, 145-47; Wimsatt 199lb, 166 (11. 1-5). 
PATRON. Tarbe (1849, xxviii-xxix) and Lowes (1904, 595-96) linked Marguerite to Pierre de 

Lusignan, an association Hoepffner rejected (1908-21, l:xlii-xliii). Wimsatt (1970, 40-42, 
47-50; 1991 b, 100) and Fourrier (1979, 74-75) connect Marguerite to the complainte M on 
cuer, m' amour (Cp6), which has the acrostic MARGVERITE I PIERRE (see chap. 6.5). 
Since Marguerite has the same metrical scheme and strophic form, the connection to Pierre 
de Lusignan seems assured (who moreover had a tower on Cyprus called "Marguerite" 
[Prise, I. 8365]; see the discussion in Lowes 1904, 596-97n.; Wimsatt 1970, 60-62). On 
Marguerite and Marguerite of Flanders, see Wimsatt 1970, 48-59; Akehurst review of 
Wimsatt 1970; De Winter 1985, 13. 

DATE. Between 1364 and 1369 (Lowes 1904, 595-96; see Wimsatt 1970,49 n. 25). Around 
the time of the 19 May 1364 coronation of Charles V at Reims (Fourrier 1979, 73, 
following Chichmaref 1909, I :Ixiv). 1366 or later (Wimsatt 1970, 48-49; Calin 1974, 
231). 

DISCUSSION (literary). Hoepffner 1908-21, xlii-xliii; Chichmaref 1909, l:lxiv; Wimsatt 
1970,47-48 et passim; Calin 1974, 229-31; Fourrier 1979, 72-75; Wimsatt 199lb, 99-
101. 

TEXTUAL LEGACY (France). Froissart,105 Paradis d'Amour (11. 1627-53) ballade Sus toutes 
flours tient on la rose a belle, with the refrain "Sus toutes flours j'aime la margherite" (ed. 
Patterson 1935, 2:65; Wilkins 1969a, 51 no. 37; Dembowski 1986, 79-80; str. l trans. 
Wimsatt 199lb, 179; ed. and trans. Figg 1994b .• 153-54, 158); the same ballade also 
appears in the separate section of ballades, with a different third strophe (ed. McGregor 
1975,211 no. 8; Baudouin 1978, 13-15 no. 8; ed. and trans. Figg 1994b, 153-54); see the 

104 On the form, see chap. 5.4, introduction to Jugement Behaingne. 
105 The dependence of Froissart on Machaut depends on a later date for Froissart's Paradis 

d'Amour than 1361-{52, proposed by Dembowski (1986, 12-13); see Wimsatt 1972a, 
393-96; !99!b, 320-21 n. SO, 328 n. 40; Butterfield 1991, SS-56 n. 7. Wimsatt (199lb, 
181, 189) dates Paradis d' Amour ea. 1365. 
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discussion in Lowes 1904, 599; Poirion 1965, 213; Dembowski 1986, 28; Figg 1994a, 
135-37; 1994b, 153-59. Froissart, Dittie de la Flour de la Margherite (Lowes 1904,597-
99; Whiting 1946, 206; Wimsatt 1970, 30-34, 41-50, 58-59; Fourrier 1979, 46, 49-51; 
Calin 1987b, 13; Wimsatt 199Ib, 185-87); Plaidoire de la Rose et de la Violette (Lowes 
1904, 600). Deschamps, ballade Tresdoulce jleur toute blanche et vermeille (ed. St­
Hilaire/Raynaud 1878-1903, 3:379-80 no. 539; see Lowes 1904, 601-2, 608; Wimsatt 
1970, 30, 32 n. 6); Lai de Franchise (ed. St-Hilaire/Raynaud 1878-1903, 2:203-14 no. 
307, lai no. 4; see Lowes 1904, 601-11; Wimsatt 1970, 30-35, 57-58). 

For additional works ofFroissart and Deschamps belonging to the complex of Marguerite 
poems, see Lowes 1904, 600--603 and the discussion of Froissart in Huot 1991, 246--51; 
Figg 1994b, 11-12. Wilkins (1987, 81-82; see also Wilkins's review of Wimsatt 1970) 
mentions two ballades set to music, Roses et lis by Egidius, and Passerose de beaute by 
Trebor; see also Kibler/Wimsatt 1983, pastourelles 17 and 19. See also chap. 5.18. On the 
flower motif in general, see Calin 1974, 231. 

TEXTUAL LEGACY (England). Chaucer, "Prologue" to the Legend of Good Women (Lowes 
1904, 593, 611-30; F.N. Robinson 1957, explanatory notes, passim; Wimsatt 1970, 30-
33, 41-50, 63-64; 199Ib, 165--{56). For further influence on English poetry, see Falke 
1986. 

15. Le Dit de la Rose 
FORM. Octosyllabic rhyming couplets, 108 lines. 
MANUSCRIPTS. 

[5] A fols. 365v-366r [16] J fol. I53r-154r 
[6] F fols. 199v-200r [18] Pm fols. I82v-I83r 

FACSIMILES (refer to chap. 4.4m). Miniatures A ISO; Pm 112. 
EDITIONS. Tarbe 1849, 65--{57 (omits 28 11.); Fourrier 1979, 285--E8. 
DATE. Possibly connected to copying of A (Brownlee 1978a, 230) in the early 1370s. 
DISCUSSION (literary). Lowes 1904, 629; Calin 1974, 231-34; Fourrier 1979, 75, 83; 

Brownlee 1978a, 230. 
TEXTUAL LEGACY (France). Christine de Pizan, Dit de la Rose (Brownlee 1988, 208 n. 11). 

16. Vezci les biens que ma dame me fait 
FORM. Hexasyllabic lines (only I. 64 is decasyllablic), all rhyming in -our, 64 lines. 
MANUSCRIPTS. 

[5] A fols. 366r-366v [18] Pm fols. I83r-I83v 
[6] F fols. 200r-200v 

EDITION. Chichmaref 1909, I :273-75. 
DATE. MS A's old index, a prescriptive listing of all works that were at hand before the 

copying of the codex, does not list Vezci les biens. The function of the work may be linked 
closely to the copying of A. It was copied directly after Rose onto a bifolio tipped-in at the 
end of the Prise. Thus, Machaut may have composed Vezci les biens quite soon before its 
inclusion at the very end of the text portion of MS A, directly before the beginning of the 
Iai section. With Rose, it rounds off the text section of the manuscript, and makes a lyrical 
transition between the Prise and the beginning of the music section. In MS F -G, it lost 
this transitional function, and was relocated near, but not at, the end of the text section. 
Nevertheless, it does serve to articulate the end of MS F, which may have been planned as a 
separate volume from the beginning; after Vezci les biens, there appears a decorative 
"A .. M .. E .. N .. ". 

DISCUSSION (literary). Brownlee I978a, 230. 
DISCUSSION (codicological). Earp 1983, 92-93,347 (see diagram of gathering XLVI in MS 

A); 1989, 486--E8, especially 487 n. 44. 
PROVERB (reference to Hassell 1982). F96. 
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17. La Prise d' Alexandre 
FORM. Octosyllabic rhyming couplets, 8886lines (on an error in the line count in Mas Latrie 

!877b, see Calin 1974, 203n.); the three interpolated prose letters are not counted. 
MANUSCRIPTS. 

[3) Vg fols. 336r-392v 
[4) B fols. 332r-395v 
[5) A fols. 309r-365r 

LOST MANUSCRIPTS. 

[6) G 
[7) E 

fols. I r--44r 
fols. 213r-238r 

[3a) A complete-works manuscript containing the Prise was in the library of Alfonso V at 
Valencia in 1417. I identify this manuscript with Vg [3) (see chap. 3). 

[9) Paris, untraced manuscript (see chap. 3, MS B [4], "provenance"). 
[25) Bruges, lost paper manuscript. 

FACSIMILE (refer to chap. 4.4o). Miniature A 149. The facsimile in Loomis 1965 (plate 103) 
includes all of the opening folio in MS A (fol. 309r). 

EDITIONS. Mas Latrie 1877b; Dzelzainis 1985 (publication forthcoming). 
TRANSLATION. Palmer (forthcoming). 

ANAGRAM. Pierre de Lusigna, roi de Chypre, & Guillaume de Machaut; see Mas Latrie 
1877b, 277 n. 2. Guillaume de Machaut; Pierre roi de Chipre e de /herusa/em; see Cerqui­
glini 1985b, 119, 236 and n. 29; 1993c, 39; see also Tarbe 1849, 167--{)8 s.v. "enigme"; 
Suchier 1897, 543; Hoepffner 1906, 404-5; Leupin 1986, 133; de Looze 1988b, 543--44, 
556. Machaut names himself in 11. 8876-77 (cf. Cerquiglini 1985b, 182). 

PATRON. Tyson (1986) notes the possibility that the Prise was composed on the command of 
Charles V; see above, chap. 1.16. Emperor Charles IV (Palmer 1988, xiv). Imbs (1991, 
256) notes a possible link to the Peronne of the Voir Dit. 

DATE. After the 16 January 1369 assassination of Pierre de Lusignan, king of Cyprus; see 
chap. 1.16. The length of the work argues an extended period of composition, ea. 1370-72. 

BIOGRAPHY. See Voise 1982, 49-52. On Pierre de Lusignan and Guillaume de Machaut, see 
Wimsatt (199lb, 96-100), and above, chap. 1.16. On material in the Prise concerning 
Machaut and John of Luxembourg, see chap. 1.2.7f, 1.5.le, 1.5.2, 1.5.3d, and 1.6.3b. On 
Machaut and John I!, see chap. 1.10.2e; on Machaut and Charles V, as well as the Emperor 
Charles IV, see chap. 1.15. 

DISCUSSION (historical). Because of its value as a chronicle of Pierre I de Lusignan's crusade, 
the Prise was the first poem of Machaut to be studied in modern times; interest in this 
work, known at first only from MS F-G, brought about the reawakening of interest in 
Machaut's works in the eighteenth century, first in 1743 (Lebeuf 1751, 497-500; Caylus 
1753b). Other studies of historical issues include Mas Latrie 1844--45; 1852; 1876; 1877b; 
Lowes 1904, 594-97; Chichmaref 1909, I :lxvi-lxvii; Hoepffner 1908-21, I :xli-xliii; 
Delachenal 1909-31, 3:93-94; La Monte 1932; Hoppin 1957, 82-83, 90; Wimsatt 1970, 
42--47, 60--{)5; Calin 1974, 203n., 203-26; Tyson 1975, I, 20, 24-26; Edbury 1980; 
Voise 1982, 49-52; Lanoue 1985; Levine 1985; Housley 1986. 

DISCUSSION (literary). Petit de Julleville 1892-93, 429-34; La Monte 1932; Calin 1974, 
203-26; Kelly 1978, 53; Beer 1980, 29-30; Lanoue 1985; Leupin 1986, 132-33, 148--49; 
Roques 1986. The thesis of Dzelzainis ( 1985) was unavailable to me. 

DISCUSSION (list of musical instruments, 11. 1140--{)8). Bottee de Toulmon 1838; Travers 
1881; Abert 1904-5, 354-55 (with a similar list); Ludwig 1926-54, 2:53a* (with addi­
tional bibliography); Gennrich 1926-27 (with other lists); Machabey 1931, 409-11; Pirro 
1940, 10-12; Reese 1940, 383-84; Machabey 1955b, 2:135-57 (with additional biblio­
graphy); Reaney 1956, 10-17; Hoppin 1957, 90; Voise 1965, 54-55; Ripin 1975; Godwin 
1977; L. Wright 1977; G6mez 1979; L. Wright 1986; Bee 1992, 128-29, 223, 248; 1993. 
Komma (1961, 56), Snizkova (1982, 71 and n. I!) and Vachulka (1982, 324) speculate that 
Machaut was describing instruments in use at the Prague court; Wilkins (1983b, 259---{)()) 
speculates that Machaut was describing instruments at the coun of John of Luxembourg in 
his lists of instruments in both the Remede and Prise. Gastoue (1921, 56) may have been 
the first of many to indicate that Machaut (Prise, 11. 1146--48) originated the expression that 
the organ is the "king of instruments"; Bee (1993) proves this interpretation false. 
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LITERARY ANTECEDENTS. Roman de la Rose (Roques 1982, 162-63). On the Nine Worthies, 
see chap. 5.8, literary antecedents, and Cerquiglini-Toulet 1993c, 37. 

TEXTUAL LEGACY (France). Chandos Herald (a native Frenchman writing in England or 
Gascony), La Vie du Prince Noir (Tyson 1975, 25-26, 29). Villon, Ballade des Seigneurs de 
Temps Jadis (La Monte 1932, 53; Calin 1974, 226; Brownlee 1984, 253 n. 23). 

TEXTUAL LEGACY (England). Chaucer, "Monk's Tale" (La Monte 1932; Braddy 1935; R.K. 
Root 1941; Braddy 1947; Calin 1974, 226). 

PROVERBS (references to Hasselll982). A74; A82: Al96; Bl21; C99 (twice); Cl44 (twice); 
C234; C248; C263; C277; C284; D36 (twice); D80; Dl22; Dl25; E90 (three times); FlS; 
F88 (twice); Fl23 (twice); F139; Fl57; Gl8; GSS (twice); G58; HIS; I4; J46; L70 (twice); 
M228; M242; Nl2 (twice); N13; N27; 068 (twice); P232 (twice); P248; P257; S82; T60; 
T69; T71; V68; Vl26. 

18. Le Dit de la Fleur de Lis et de la Marguerite 
FORM. Octosyllabic rhyming couplets, 416 lines. 
MANUSCRIPT. 

[6] G fols. 7lv-73v 
EDmONS. Wimsau 1970, 15-26; Fourrier 1979,289-301. 
TRANSLATIONS. Windeau 1982, 147--48 (excerpts); Wimsatt 199lb, 135-36, 186 (excerpts). 
PATRONS, DATE. For the 1369 wedding of Philip the Bold and Marguerite of Flanders 

(Wimsau 1970, IS, 54-58; 199lb, 100-101). See also chap. 1.17. 
DISCUSSION (literary). Hoepffner 1908-21, l:xlii-xliii; Wimsatt 1970, 26-29, 56-57 et 

passim; Calin 1974, 229-31; Fourrier 1979, 75-76; Wimsau 199lb, 100-101. 
TEXTUAL LEGACY (France). Froissart, Dittie de la Flour de la Marguerite (Wimsatt 1970, 30-

34; 199lb, 185-87); Espinette Amoureuse (Huot 1987, 324-25 n. 27); Joli Buisson de 
Jonece (Huot 1987, 322); La Plaidoire de la Rose et de la Violette (Fourrier 1979, 67-68). 
Deschamps, Lai de Franchise (ed. St-Hilaire/Raynaud 1878-1903, 2:203-14 no. 307, lai 
no. 4; see Wimsatt 1970,30-35, 57-58); ballade Tresdoulcef/eur toute blanche et vermeille 
(ed. St-Hilaire/Raynaud 1878-1903, 3:379-80 no. 539; see Wimsau 1970, 30, 32 n. 6). 

For additional works in the Marguerite complex, see chap. 5.14, textual legacy. 
TEXTUAL LEGACY (England). Chaucer, House of Fame (Wimsau 1970, 37-38; 1974, 127c-

29; 199lb, 135-36); "Prologue" to the Legend of Good Women (Wimsau 1970, 31-39, 
63-64; 1974, 127; Falke 1986, 147; Wimsau 199lb, 165-67). Anon. Pearl and Usk, 
Testament of Love (Wimsau 1970,38-39, 64-65). For further influence on English poetry, 
see Falke 1986. 

19. Le Dit du Cerf Blanc [opus dubium] 
FORM. Four-line stanzas (concatenated in the same pattern as Machaut's popular Jugement 

Behaingne), 863 lines. 
MANUSCRIPT. 

[16] J fols. lSSr-161 v 
FACSIMILES (refer to chap. 4.4x). Miniatures J28 and 32. 
EDmON. Fourrier 1979,302-29. 
ASCRIPTION. Hoepffner (1906, 403; 1908-21, l:lx n. I, 2:xxxiv n. 2) denied Machaut's 

authorship; see also Brownlee 1984, 220 n. 9. Fourrier (1979, 79-85) agreed with Gri\ber's 
ascription to Machaut (Griiber 1902, 1045), and tried to support the case in his introduction 
to the poem. Three reviewers of Fourrier 1979 (Andrieux, Roques, and Wilkins) accept 
Fourrier's ascription of Cerf Blanc to Machaut, as does Kelly (1987, 87) and R. Morris 
(19&&, SSS). Yet the work is an unicum in MS J. which contains many poems not by 
Machaut; how could we accept that a large work of Machaut was omitted in the collecting 
efforts of the 1370s? It would seem more likely that Cerf Blanc is merely an early imitation 
of the strophic structure of the popular Jugement Behaingne. 

PATRON. Wenceslas, duke of Brabant (Fourrier 1979, 81-86). Fourrier argues that the 
connection of Wenceslas to Cerf Blanc is based on the similarity of the form of the poem to 
Machaut's Behaingne, dedicated of course to Wenceslas's father, John of Luxembourg, king 
of Bohemia. In addition, there is mention near the end of the work to "Rose," the code-name 
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for Wenceslas in Froissart's Prison Amoureuse. Thus, Machaut returned to the form of the 
older poem in playful hommage to father and son, which also explains the many lines in 
Cerf Blanc that recall lines of Behaingne. All this seems inconclusive to me, since a great 
many poems imitate Machaut's Behaingne (see chap. 5.5). 

DATE. Fourrier (1979, 83) links both Cerf Blanc and Machaut's Rose to the festivities 
surrounding the coronation of Charles V at Reims on 19 May 1364, where both the owner 
of MS J, Robert d'Alen<;on, count of Perche, and the patron-according to Fourrier-of 
Cerf Blanc, Wenceslas of Luxembourg, duke of Brabant, were present. The count of Perche 
received a copy of both Cerf Blanc and Rose, which were subsequently copied at BeWlme 
into MS J. Against this, Rose appears closely attached to the copying of MS A (see chap. 
5.15), and probably dates from 1371 or later. 

DISCUSSION (literary). Thiebaux 1974; Fourrier 1979, 76--86; Calin I983b, 144 (on the 
"chase of love" theme); R. Morris 1988, 555. 

LITERARY ANTECEDENTS. Machaut, J ugement Behaingne (Fourrier 1979, 8I--S3). 





VI 

Lyrical Poetry: The Loange des Dames 

The collection of fixed-form lyrics in Machaut's Loange des Dames is too large 
to allow for a discussion of each individual work. Instead, this chapter provides 
the following: (1) Some introductory remarks and a count of the total number of 
Machaut's lyrics; (2) a discussion of some questions of order in the Loange 
lyric collection that bear on the filiation and chronology of the manuscripts; (3) a 
table of concordances for the Loange lyrics, giving the sequential order of 
works in each of the principal manuscripts; outwardly similar to the listing of 
Chichmaref (1909, l:lxxx-c), this table incorporates Ludwig's corrections 
(1926-54, 2:7a* n. 3) and supplies concordances for manuscripts unknown to 
both Chichmaref and Ludwig1; (4) a bibliographical overview of studies that 
deal with Machaut's lyrics, followed by selective bibliographical references to 
specific lyrics of the Loange, drawn especially from the notes in Chichmaref 
1909 and Wilkins 1972, but also from Poirion 1965, and several studies by 
Wimsatt (1976, 1978, 1979, and 1991 b); and finally, (5) a table of concor­
dances for the eleven complaintes and a brief discussion of each complainte. 
Since a few of the complaintes seem to contain autobiographical references, 
especially A toi, Hanri (Cp3), and Sire, a vous (Cp7), I have provided more 
complete discussions, in a format similar to that employed in chapter 5 for the 
narrative dits. 

1. Introduction 
La Loange des Dames is the name usually applied in modem writings to the 
section in the complete-works manuscripts that contains lyrical poetry not set to 
music, following the rubric in the latest collection of lyrics, MS G (fol. 45r: Ci 
commence la Loange des Dames) [Here begins the Praise of Ladies V Most of 
the lyric collections in earlier Machaut manuscripts have introductory rubrics 
that emphasize the lack of music for the lyrics, while others have very simple 
rubrics or lack rubrics altogether: 

Les balades ou il n' a point de chant I Les chansons roiaus et les complaintes 
[the ballades without music; the chants royaux and the complaintes] (MS A, 
index, fol. Ac ). 

Ci commencent les balades ou il n' a point de chant [here begin the ballades 
without music] (MS Vg, fol. lr; MS A, fol. 177v). 

Ci comencent les balades et les rondiaus ou il n' a point de chant [here begin 
the ballades and rondeaux without music] (MS M, fol. 167v). 

Les balades (MS J, fol. lr). 
Cy est le livre de maistre Guillaume de Machaut la ou sont les balades et 

chansons royau.x et complaintes et rondiau.x non mises en chant et plusieurs 

1 For a table providing folio number locations of the lyrics in the various manuscripts, see 
the alphabetical listing in Wilkins 1972, 26--41. 

2 Modem scholars most often follow the modernized spelling of Chichmaref (1909): La 
Louange des Dames. Although MS F-G was surely copied from Machaut's exemplar, it is 
a posthumous copy, and thus the title may not be authorial. Maekawa (1985, 69-70) 
remarks that the miniature at the head of the collection in MS A, with a clerk (Guillaume) 
kneeling before a lady, with his hands raised in supplication, provides a visual analogue to 
the title "Loange des Dames" (see chap. 4.4p, miniature A 117). 

237 
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livres qui sensuivent et apres ce sensuivent lays et motes rondyaux et 
balades et virelays baladezfais par le dit maistre Guillaume de Machaut et 
mis en chant [here is the book of master Guillaume de Machaut where there 
are ballades, chants royaux, complaintes, and rondeaux not set to music and 
several books follow and after this follow lais and motets, rondeaux, 
ballades, and virelais balades composed by the said master Guillaume de 
Machaut and set to music]. After an announcement of the Prologue, with 
incipits of the Prologue ballades, the rubric continues: Cy commencent les 
balades (MS E index, fol. Cr; the collection itself begins without a title on 
fol. 1 v, after the Prologue). 

Les balades et les rondeaulx (MS H, fol. 98r). 
No rubric: MSS C and K. 
Ci commence le livre de mestre Guillaume de Loris [here begins the book of 

master Guillaume de Lorris] (MS D, fol. 1r).3 
The Loange text collection gathers together especially ballades, the most 

prestigious lyrical genre, along with a group of rondeaux, a group of chants 
royaux, and a group of complaintes (in later manuscripts, the complaintes form 
a separate section). Only one virelai, a purely musical form for Machaut until 
his later years, was taken into the Loange.4 Machaut's self-contained lyrical 
collection, with internal runs of poems exhibiting proto-narrative continuity, 
was a model that influenced later poets, for example, Jean le Seneschal's Cent 
Ballades, Christine de Pizan 's Cent Ballades d' Amant et de Dame, and John 
Gower's Cinkante Balades (see chap. 5.2, esp. n. 28). 
A. Machaut lyrics inside and outside the Loange section. We have already had 
occasion to deal with some of Machaut's lyrical poems. Two of the complaintes 
provide material of potential biographical value and were introduced in chapter 
1. Other lyrics are taken into the narrative portion of the codex, and were 
introduced in chapter 5. The Remede includes nine lyrical insertions, a lai, a 
complainte, a chant royal, two forms of ballade, a priere, a virelai, a refrain 
quotation, and a rondeau. Seven of these were set to music by Machaut and are 
discussed further in chapter 7 .3. Remede lyrics and music were always copied 
with the narrative and were never duplicated in the lyrical sections of Machaut's 
complete-works manuscript. In the index to the late MS A, written at a time 
when Machaut was intensely interested in the presentation of his oeuvre, the 
seven musical lyrics of the Remede are listed separately at the end of the index, 
in a sense giving the lyrics in this self-contained narrative a place in the larger 
collection of Machaut's oeuvre (Earp 1989, 485 gives a facsimile of the index). 

The Lay de Plour, Qui bien aimme (L22/16) is a lyrical pendant to the 
Jugement Navarre. Indeed, the fact that the lai appears in MS C, while the 
Jugement Navarre does not, suggests that the lai predates the completion of the 
Jugement. It casts the "retraction," the judgment contre le Jugement dou Roy de 
Behaingne, in a beautiful lyrical light, combining the image of a lady lamenting 
over her husband's coffin, the image of an uprooted tree, and the image of a 
river of tears (cf. Calin 1983a). The mutual influence between the lyric and 
narrative styles characteristic of Machaut's poetry, and seen especially in the 
Remede and Voir Dit, is met with here. Later in Machaut's career, as more and 
more collected manuscripts of his works had been copied, the Lay de Plour had 
to cede its position of close association with Jugement Navarre and find a place 
in the separate collection of lais. 

3 On the ascription, see the discussion of the date and provenance of MS D [11) in chap. 3. 
4 Arlt (1982, 263-64) suggests that the clear dance function of the virelais is a possible 

reason for the virtual exclusion of this genre from the Loange. 
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Fonteinne incorporates three lyrical insertions, the Complainte d'Amant, the 
Confort d' Amant, and a single rondeau. None of these lyrics was set to music. 

The narrative with the most extensive collection of lyrics outside the Loange is 
of course the Voir Dit. An overview of the Voir Dit lyrics was provided in the 
previous chapter (table 5.3). Among the thirty-one rondeaux, nineteen ballades, 
nine virelais, three complaintes, one lai, and one priere-let us overlook here 
possible questions of attribution-are works that have various relationships to 
Machaut's overall collection. Some of the Voir Dit lyrical insertions include 
works that had appeared in the Loang e since the time of MS C, some are 
duplicated in the music section (sometimes with, sometimes without music), 
and of course some of the lyrics appear uniquely within the Voir Dit. 

After the completion of the Voir Dit in the mid 1360s, Machaut incorporated 
lyrics in one further work, the Prologue, originally composed in the early 1370s 
as an introduction to MS A. Lyrics head this definitive introduction to the 
oeuvre in the form of four exquisitely refined ballades. 

A final work included in the narrative section of the manuscripts that re­
sembles a lyric is a tour de force on the rhyme -our, Vezci les biens. Rather than 
adhering to one of the standard lyrical forms, it resembles more closely the sort 
of highly-charged moment that one occasionally meets with in the narrative 
poems, in which a concentration of similar rhymes forms a kind of lyrical 
transition segment.5 Machaut may have composed Vezci les biens to serve as a 
bridge between the narrative and musical portions of MS A (see chap. 5 .16). 

Thus, at the end of Machaut's career, the total number of lyrics appearing 
among the narrative poems includes two lais (here not counting the Lay de 
Plour), five complaintes, twenty-five ballades, thirty-three rondeaux, ten 
virelais, and two prieres, with one example each of chant royal and confort. 

Returning now to the Loange collection itself, little can be said about its 
development before the stage represented by MS C, which already contains 198 
items. It is curious that two works, the ballades Trop est crueus (Lo51), and 
Nulz horns ne puet (Lo 108) are lacking in C. 6 Earp (1983, 133 table 2.11, 137) 
noted an irregularity in the gathering structure in MS C near the end of the 
Loange section but was unable to determine the exact extent of what originally 
may have been a slightly smaller collection. 

Due to the editing the collection underwent in successive manuscripts 
throughout Machaut's career, it is difficult to state conclusively exactly how 
many works the Loange contains, even in its latest version. The complaintes are 
first met with in MS Vg, and although they are set off with a decorative border 
and miniature, the complaintes themselves are not all contiguous, and the 
Loange collection of ballades and rondeaux continues after them without a 
break. Signs of more deliberate editing are first seen in the prescriptive index to 
MS A, which indicates that both the chants royaux and the complaintes were to 
form a section unto themselves. This would provide a more rational layout, 
avoiding the mixture of genres characteristic of the earlier Loange. In the body 
of MS A, however, only the complaintes were removed to a separate section. 

In the posthumous MS F-G, the Loange has undergone further editing. The 
complaintes retain their separate section, which now includes a ballade that had 
earlier appeared in A's Loange, along with two new complaintes that have been 
added at the end of the series (see the concordance table for the complaintes, 

5 See Earp (1989, 487 n. 44), with reference to Cerquiglini's discussion of this phenomenon 
in Guillaume de Machaut 1982, 217. 

6 See the further discussion of these two ballades in chap. 6.4. Both ballades were no doubt 
also lacking in the original state of MS W, whose lyrical collection seems to have exactly 
duplicated MS C's. 
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chap. 6.5 table 6.9). In addition, some duplications-texts that had appeared 
both in the Loange and later in the music section with their music-were 
eliminated from G's Loange. We cannot know whether this bit of editing is 
authorial; in any case, it was incompletely carried out, because four duplications 
between the Loange and the music section remain in G.7 Further, even though 
G contains new works at the end of the series, its Loange collection is corrupt: 
a gap of thirty-four consecutive works (Lo187-220) appears in the middle of 
the collection.8 Due to the uncertainty of the collection in MS G, our statistics 
on the final state of the collection are given on the basis of MS A, with the unica 
from MS G simply added in. At this latest stage, we can say that the Loange 
comprises 283 texts, distributed among the following genres9: 

Table 6.1 
The Size of the Loange Collection at the End of Machaut's Life 

Ballades not set to music 189 (of these, 9 are also taken into the Voir Dit) 
Ballades elsewhere set to music 16 (of these, 3 are also taken into the Voir Dit) 
Double ballade (Lo26) I 
Chants royaux 7 
Rondeaux not set to music 54 
Rondeaux elsewhere set to music 4 (of these, I is also taken into the Voir Dit) 
"Dit notable" (Lo233) I 
Virelai elsewhere set to music (V26) __ I 
Total: 273 
Complaintes in separate section __lfL (of these, I is also taken into the Voir Dit) 
Grand Total: 283 (14 Loange texts reappear in the Voir Dit) 

B. Opera dubia in the Loange. I regard all twenty items edited in the appendix 
of Chichmaref 1909 as opera dubia. This collection, largely made up of sottes 
chansons, is for the most part unique to MS J.Io Some scholars have cited 

7 The late editing was sometimes destructive: Lo!3-15 are related works, but Lo!S was 
eliminated from the Loange in MS G because it appears in the music section as Dame. se 
vous m' estes (B37). A further piece of editing, though carried out in no manuscript, would 
have been the elimination from the Loange of those lyrics that were taken into the Voir Dit. 

8 This section had no doubt gone missing in the exemplar. A nested group of four folios 
would be sufficient to hold the thirty-four lyrics. The changes in the order of the Loange 
discussed below demonstrate that the end of the lacuna in MS G corresponds to the 
beginning of the section of complaintes in the group of manuscripts related to V g. Thus, 
the "editing" of this section (the separation of the complaintes as a group unto themselves 
for MS A) may have caused a disturbance in the gathering structure in the exemplar that 
eventually led to the loss of two bifolios. 

9 In this tabulation, I have not counted De regarder et d' estre regardez (Lo273), a rondeau that 
appears uniquely as no. 6 in the Loange collection in K, a less reliable manuscript; nor 
have I counted the rondeau Quant madame Ies maulx d' amer m' aprent, found at the end of 
the Loange in MS M as no. 271, but in other manuscripts only in the music fascicles as 
R 19. Although the ballade En /' onneur de ma douce amour (Lo230) is counted among the 
complaintes in the late MSS A and G, I have counted it as a ballade here (following MSS 
VgBDME); for the manuscript-to-manuscript growth of the separate complainte section, 
see chap. 6.5 table 6.9. Note that even though the majority of the Loange text collection 
was never set to music, twenty of the texts (still less than I percent) do appear set to music 
in the late and reliably authorial MS A. The tabulation offered here is slightly different from 
Wilkins's tabulation (1972, !3-14), since he counts lyrics without music that were copied 
in the music sections as part of the Loange. 

10 Item no. I in Chichmaref's appendix (I have adopted the shorthand "LoA!," etc. to 
designate these works) is unique to the Loange in MS J, where it appears in the midst of 
secure works of Machaut as item no. 63 (see the item after Lol78 in chap. 6.3 table.6.7). 
The rest of the twenty works in Chichmaref's appendix (LoA2-20) appear at the end of the 
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passages from among these works to bolster observations on Machaut's lyrical 
art. 11 And yet these sottes chansons belie the supremely elevated tone of the rest 
of Machaut's lyrical works.l2 Poirion (1965, 364) leaves them out of consider­
ation, and Wilkins omits them from his edition, finding them "mostly untypical 
of Machaut" (1972, 14).13 They may fit into the fourteenth-century tradition of 
realistic poetry discussed by Wimsatt (1984; see also Kibler/Wimsatt 1983). 
For a recent study of bawdy poetry, particularly of the fifteenth century, see 
L.W. Johnson 1990, chap. 5. 
C. Machaut' s lyrical output: the number of works at the end of his career. To 
arrive at a final total number of works for each of the lyric genres that Machaut 
cultivated is not easy, since works may be duplicated as many as three times in 
a single manuscript. There are 205 ballade texts in the Loange, plus a double 
ballade (Lo26).14 Sixteen ballades are duplicated in the music section, and 
twelve are duplicated in the Voir Dit (three works appear in all three sections). 
There is a total of forty-four ballade texts among the thirty-nine ballades set to 
music in the music section (two of the musical works are triple ballades, setting 
a total of six texts, along with one double ballade, setting two texts). If we 
subtract the sixteen ballade texts duplicated in the Loange, twenty-eight ballade 
texts (in twenty-three musical works) remain in the music fascicle. I do not 
count M a chiere dame (B40), which in form and versification, and in its lack of 
a refrain, is closer to a complainte. There are nineteen ballades in the Voir Dit. 
Twelve are duplicated in the Loange, three are duplicated both in the Loange 
and in the music fascicles, and two more texts are duplicated in the music 
section as the double ballade Quant Theseiis I Ne quier (B34). Only five 
ballades remain that are unique to the Voir Dit. 

One ballade without music, Amis, sans toy tout m' anoie, was copied into the 
virelai section in MSS Vg and B (ed. Chichmaref 1909, 2:632-33; Wilkins 
1972, 52 no. 10). Two ballades appear in the Remede, and four in the 
Prologue. Thus, if we add the 205 ballades in the Loange, the twenty-eight 
musical ballades not duplicated in the Loange, the five ballades that appear 
uniquely in the Voir Dit, the two in the Remede, the four in the Prologue, and 
the single extra ballade in VgB, plus the double ballade (Lo26), we arrive at a 
lifetime total of 246 ballades.15 

Loange in MS J as items 94-117, broken up by five secure works of Machaut (see chap. 
6.3 table 6.8). 

11 See, for example, Grober 1902, 1045; Siciliano 1934, 358 n. 1, 398 n. 4, 369 n. 3; 
Schilperoort 1936, 26-27, 38; Kelly 1978, 282 n. 22; Cerquiglini 1985b, 146; Heinrichs 
1990, 209; Cerquiglini-Toulet 1993d, 16 n. I. 

12 Wilkins (1972, 15) lists six non-courtly love lyrics whose attribution is not in question, 
the dit notable Dire scens et folie Jaire (Lo233), the rondeau Se tenir vues (Lo24 I), and the 
ballades Mes dames qu' onques (Lo250), Dou memoire des hommes (Lo253), On ne doit 
pas (Lo264), and Douceur. charite (Lo271). One could also add the ballade with mus~c 
Donnez, seigneurs (B26), and four complaintes: A toi, Hanri (Cp3), Sire, a vous (Cp7), Tu 
qui vues (Cp8), and Je me plein de celui (Cp9). 

13 Sonnemann (1969, 28 n. 7, 97) argues that the twenty works are not Machaut's, since they 
all treat thematic material that is elsewhere quite unusual in Machaut, and since they are in 
pan "brutally erotic" ["brutal-erotisch"]. 

14 Again, En I' onneur de ma douce amour (Lo230) is counted here as a ballade, although late 
manuscripts range it among the complaintes. 

15 Six of the ballades are attributed to Toute Belle in the Voir Dit (two of these also appear in 
the Loange, Lol94 and 199). There is a possible additional ballade strophe written out as 
prose in letter 6 of the Voir Dit, Que on porroit espuisier la grant mer. The ballade Amis, 
sans toy tout m' anoie that appears near the end of the virelai music section in MSS V g 
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There are fifty-eight rondeaux in the Loange. Of these, four are duplicated in 
che music section (I have not counted the duplication of Quant ma dame les 
maus [R 19], added to the end of the Loange in MS M). One of these four also 
appears in a third location, the Voir Dit. A total of twenty-one rondeaux appear 
in the music fascicle, one of which is not set to music. If we subtract the four 
works duplicated in the Loange, seventeen rondeaux remain unique to the music 
fascicle. There are thirty-one rondeaux in the Voir Dit, two of which are 
duplicated in the music section and one of which is duplicated both in the 
Loange and in the music section. Twenty-eight rondeaux remain that are unique 
to the Voir Dit. An additional single rondeau is inserted into the Remede, and 
another in the Fonteinne. Thus, if we add the fifty-eight rondeaux of the 
Loange, the seventeen musical rondeaux not duplicated in the Loange, the 
twenty-eight rondeaux that appear uniquely in the Voir Dit, the single rondeau 
in the Remede, and the single rondeau in the Fonteinne, we arrive at a lifetime 
total of 105 rondeaux. I6 

There are thirty-eight virelais in the music section, one of which is duplicated 
in the Loange, which includes only this single virelai. Two of the thirty-eight 
virelais are hybrid works with ballade-like end refrains (Quant je sui [V13] and 
1' aim sans [V14)), and will not be counted here. Nine virelais appear in the 
Voir Dit, four of which are duplicated in the music section. Five virelais remain 
that are unique to the Voir Dit. An additional single virelai is inserted into the 
Remede. Thus, if we add the thirty-six true virelais of the music section, the 
five virelais that appear uniquely in the Voir Dit, and the single virelai in the 
Remede, we arrive at a lifetime total of forty-two virelais. 17 

Chants royaux are more easily counted. There are seven in the Loange and 
one in the Remede, for a lifetime total of eight chants royaux. 

There are a total of eleven complaintes in a separate section at the end of 
Machaut's career. One of these (Lo230) is a ballade in form, and so has been 
counted among works of that genre; another is also found in the Voir Dit. One 
complainte appears in the Remede, one in the Fonteinne, and three in the Voir 
Dit, one of which is duplicated in the separate complainte section. The final total 
is fourteen complaintes.IS 

A complete count of the lyrics should include a few other unusual works. 
Similar to the complainte form is the priere, of which there are two examples, 
one in the Remede, and one in the Voir Dit, and the single confort in the 
Fonteinne. The Loange contains the dit notable (Lo233), composed of twelve 
lines of octosyllabic rhyming couplets; the musical fascicles contain three 
unusual works already mentioned above, namely, the complainte-like work set 
to music in the ballade section (B40), and two hybrid works, each unique in 
form, in the virelai section (V13-14). 

(fol. 333r), duplicated of course in the copy, MS B (fol. 330r), is possibly of questionable 
attribution, though related to Lo270. One might also wish to delete Quant Theseiis (VD 57 
in table 5.3), attributed in the Voir Ditto one Thomas Paien, which Machaut set to music 
with his ballade Ne quier veoir as the double ballade Quant Theseiis I Ne quier (B34). 

16 Fifteen of the rondeaux are attributed to Toute Belle in the Voir Dit. I have not counted the 
rondeau Doulz cuers, an opus dubium that appears at the end of MS E (fol. 2llr), and 
which was copied from this manuscript into Pa [50]. 

I 7 Four of the virelais are attributed to Toute Belle in the Voir Dit; however, one of those 
four, Cils a bien (V24), already appeared in the music section of the early MS C, though 
Machaut never composed music for it. 

IS Two of the comp/aintes are attributed to Toute Belle in the Voir Dit, but one of these is in 
the separate complain le section, and was already part of the Loange in MSS Vg and M 
(Mes dous amis [Cp5]). 
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Finally, we should count the lais, a! though they never form a part of the 
Loange. By the end of his career, Machaut intended the lais to form a separate 
section at the head of the music fascicles in the manuscript, including not only 
works that earlier had had a different position in the manuscript (see the 
discussion of the Lay de Plour (L22/16) above, chap. 6.la), but also works that 
figured as lyrical insertions in narrative dits-a situation well known in the case 
of the Lay de Bonne Esperance, Longuement (Ll8/13), associated with the Voir 
Dit-but also true of Qui n' aroit (RFl), the lai of the Remede.l9 The final count 
of lais includes twenty-three works, plus two additional works that appear only 
in MS E, the Lay de Consolation, Pour ce que plus (L23/17) and En demantant 
(L24/18). See the discussion in chapter 7.3 on the authenticity of these works. 

2. Questions of order in the Loange des Dames 
Table 6.2 provides an overview of the chronological growth of the contents of 
the Loange collection in the main manuscripts, as well as a tabulation of the 
extent of the Loange collections in the less central manuscripts K, J, and H. 
For the central manuscripts (C, Vg family, M, A, G, and E), the order across 
the top of table 6.2 is chronological, and one may follow the gradual growth of 
the collection of lyrics.20 On the generally chronological order of the lyrics 
within the manuscripts, see Hoepffner (1911, 164). 

Table 6.2 
Chronological Growth of the Loange, by Manuscript 

c V BD M A G E K J H 
Ballades 145 177 180 185 163 175 40 88 67 
Ball. elsewhere set to music 9 IS 16 16 2 5 7 4 
Double ballade (Lo26) I I I I I I I I 
Chants royaux 6 6 7 7 7 6 2 6 
Rondeaux 36 46 54 54 49 45 5 17 
Rond. elsewhere set to music I 3 4 3 2 I I 
Campi. within the Loange 6 7 6 
Dit notable (Lo233) I I I I 
Vir. elsewhere set to music - _I _I _I - - - - --- -- -- -- -- --
Total: 198 256 271 268 225 240 46 98 96 
Campi. as separate section 8 ll 
Opera dubia (MSS K and J) - - _I _1.2_ -- --
Grand Total: 198 256 271 276 236 240 47 II7 96 
Lo230 is counted as a ballade in MSS VgBDME; it is counted as part of the separate com­

plainte section in MSS AG (see tables 6.5 and 6.9). 
VgBD: one ballade (Lo216) is copied twice (=176), making a total of 255 works. 
M: one ballade (Lo216) is copied twice (=179), and one rondeau (Lo240) is copied twice 

(=53), making a total of 269 works. 
A: one rondeau (Lo240) is copied twice (=53), making a total of 275 works. 
J: three of the ballades comprise Sans cuer I Amis, dolens I Dame, par vous (BI7), which 

appears in no other Loange section. 

19 The index of MS A reserves a place for Qui n' aroit in the Iai section between Par trois 
raisons (L6/5) and Amours doucement (L7/6); see the transcription of the index in Earp 
1983, 54 (discussion p. 62), or the facsimile in Earp 1989, 483 fig. I. The scribe of MS 
A left it out, doubtless because he could not find it in the exemplar material. 

20 For MSS D and M I am of course speaking of the chronological placement of their 
respective exemplars, not the extant fifteenth-century manuscripts; MS E may also relate 
to the Vg family (see below). J. Cerquiglini's comment (1985b, 34-35 n. 27) that the 
Loange in MS C belongs to the second chronological layer of that manuscript (CII) is in 
error; CII involves only musical works. The missing items in MS G 's Loange are 
discussed above, chap. 6.1 a. 
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The order of works in the wange is remarkably consistent from manuscript to 
manuscript (see chap. 6.3 table 6.7). Nevertheless, there are four locations in 
the wange series that exhibit some minor changes in the ordering of works. In 
addition, problems arose when the complaintes were separated from the other 
genres in order to be placed in their own separate section. The slight differences 
in order can serve as a guide to a familial grouping of manuscripts, and can also 
provide some further evidence for chronology. In the four tables given below, 
the left-hand column, headed "Lo," gives the reference numbers assigned to the 
individual works in Chichmaref's 1909 edition of the wange.21 The numbers 
in the other columns show the sequential number of a given lyric in a given 
manuscript (as in table 6.7). As an example (table 6.3), the ballade Tres douce 
dame debonnaire (Lol36) is no. 133 in the wange series of MSS Vg, B, and 
D, no. 107 in E, no. 90 in H, lacking in J, no. 136 in M and A, etc. For the 
purposes of this demonstration, I have listed the works according to the 
sequential order in MSS VgBD (thus, the numbers in the "Lo" column are out 
of sequence). 

Table 6.3 
The Order of the Lyrics Lol32-39 

Lo V!!BD E H I MA C G 
132 Douce dame, plaisant 132 106 - 54 132 130 128 
136 Tres douce dame debonnaire 133 107 90 - 136 134 132 
137 Amis, vostre demouree 134 108 91 ss 137 135 133 
133 Genii/ dame de /res noble 135 109 - - 133 131 129 
134 Dame, /onteins de vostre 136 220 - - 134 132 130 
135 Se/one ce qu j' aim chierement 137 110 92 56 135 133 131 
138 Dame, de to us biens assevie 138 Ill 93 - 138 136 134 
139 Douce dame, je vous requier 139 112 - 57 139 137 135 

Table 6.4 
The Order of the Lyrics Lo 190--96 

Lo V!!IW E H J MA C G 
190 Langue poignant, aspre, amere 190 ISO - 67 190 188 -
191 La grant dow;our de vostre 191 !51 - - 191 189 -
192 On ne puet riens savoir si 192 !52 - 68 192 190 -

194 I In' est dou/our, desconfort 193 !53 - 69 194 192 -

193 /1 ne m' est pas tan/ dou mal 194 !54 - - 193 191 -

195 De Fortune me doy pleindre 195 - - - 195 193 -
196 Tout ensement que le monde 196 !55 - - 196 194 -

Tables 6.3-4 show the first two places in the Loange series that exhibit irre­
gularities of order. The two different placements of Lol36-37 seen in table 6.3 
suggest two families of manuscripts, VgBDEHJ: MACG (there is just 
enough of a Loange colleotion in MSS HJ to establish family ties). This 
grouping is corroborated for MSS VgBDEJ : MAC by table 6.4, due to the 
two different placements of Lo 193. The most curious result of this grouping of 
manuscripts is its non-chronological nature: if one were awaiting a linear devel­
opment, the earliest manuscript, C, would not be expected to appear with one 
of the latest, A. Could this suggest that the V g group lies a bit outside the 
Machaut circle? In the Vg group, the Loange collections appear at the head of 
each manuscript, while in CMAG the narrative poems begin each manuscript 
and the wange is placed close to the music section (see Earp 1989, 481-82). 

21 The "Lo" numbers correspond to the numbers of the poems in the body of Chichmaref's 
edition and not necessarily to the numbers in his concordance table (1909, I :lxxx-<:), 
which is replete with errors. 
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The third and fourth locations in the Loange series that exhibit irregularities of 
order both have to do with to the separation of the group of complaintes from 
the other works within the Loange (tables 6.5-6). Again, the "Lo" numbers are 
keyed to Chichmaref's edition. Roman numerals are used for the separate 
complainte section of Chichmaref's edition, as well as for the works in the 
complainte sections of MSS A and G.22 

Table 6.5 
The Order of the Lyrics Lo216--31 and Complaintes I-V 

Lo V!!BD M E 1 A . G 
216 0 uant vrais !J.flli1n~ dr;. m dam.e 216 216 168 79 216 -

217 Aucuns dient qu' on ne puet dame 217 217 169 80 217 -
218 Onques mes cuers ne senti 218 218 170 - 218 -

219 Loial amour est de si grant 219 219 171 - 219 -
220 Amis, mon cuer ettoute ma 220 220 172 - 220 

I Amours, tu m' as tant este dure 221 221 173 - I I 
230 En /' onneur de ma douce amour 222 222 178 - I! I! 
Ill A toi, Hanri, dous amis 223 223 174 - Ill IV 

221 Onques dame nefu si belle 224 224 179 - 221 182 
222 M a dame a tout ce qu'i/faut 225 225 180 81 222 183 
IV Quant Ecuba vitla destruction 226 226 176 - IV V 
V Mes dous amis, a vous me vuei/ 227 227 175 - V VI 

223 le preing congie a dames - 228 40 - 223 184 
224 Amis, comment que m' aies - 229 - - 224 185 
225 Trop ne me puis de bonne Amour - 230 - - 225 186 
226 Douce dame, cointe, apperte - 231 - - 226 187 
216 Quant vrQis amans de sa dame 228 232 - - - -

227 Amours, madame et Fortune 229 233 181 - 227 188 
228 Ce qui contreint mon cuer a 230 234 182 92 228 -
229 Plourez, dames, plourez vostre 231 235 - - 229 -

I! Deus choses sont qui me font 232 236 183 - 230 Ill 
231 Se je vous aim de jin loyal coraf!e 233 237 184 93 231 189 

In table 6.5, the horizontal line after Lo220 indicates where the complaintes 
begin in MSS VgBDM. In VgBD, the complaintes are set off from the 
preceding lyrics by a miniature and decorated initial, marking the beginning of a 
new series in the Loange, including ballades and rondeaux, not just a separate 
section of complaintes. It is no doubt significant that the end of the large lacuna 
in the Loange of MS G (Lo 187-220 are lacking in G) corresponds to the point 
where the complaintes begin in the earlier manuscripts (see above, n. 8). 

Unlike the situation seen in tables 6.3-4, MS M is now closer to the V g 
group than to the A group. Quant vrais amans (Lo216, no. 216 in VgBD), was 
recopied later as no. 228 in VgBD, and the same error occurs in M: Lo216 
(no. 216 in M) is recopied later as no. 232. Perhaps it is significant that the 
point where Lo216 was recopied marks the point before which a group of lyrics 
was added in M, nos. 228-31 (Lo223-26). In any case, note that both A and 
G avoid the duplication of Lo216. 

Finally, in table 6.6, MS M is again seen to be closer to MS A, as in tables 
6.3--4. Biaute, douceur (Lo240) was copied twice in MSS M and A (Lo240 = 
nos. 246 and 258 in M, and nos. 240 and 251 in A), though it had been 
correctly copied into VgBD. The editor of the later MS F-G weeded out this 
inconsistency. 

22 The table shows one of the inconsistencies in Chichmaref 1909: he kept the ballade En 
/' onneur de ma douce amour in the Loange as Lo230, even though both A and G place it 
in second position in their separate sections of complaintes (see chap. 6.3 table 6.9). 
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Table 6.6 
The Order of the Lyrics Lo238-54 and Complaintes VI-VII 

.bdl Y~:BU M E I A G 
238 Veoir n' oir ne puis riens qui 240 244 238 193 
239 Quant ma dame est noble et de 241 245 185 239 194 
240 B.iaute, d.QIJJ:£.Ul. e.l maaie.r.e. iJllie. 246 240 195 
VI M on cuer, m' amour, madame 242 247 177 VI VII 

241 Se tenir vues le droit chemin 243 248 237 241 196 
242 le di qu' if n' a en amour vraie 244 249 186 82 242 197 
243 Amours qui m' a nouvellement 245 250 187 243 198 
244 Sans departir est en mon cuer 246 251 188 244 199 
245 M a dame a qui sui donni ligement 247 252 238 245 200 
246 Quant je commensay l' amer 248 253 189 83 246 201 
247 Se vos courrous me dure 249 254 247 202 
248 Se pour ce muir qu' Amours ai 250 255 84 248 
249 En desespoir, dame, de vous me 251 256 190 85 249 203 
250 Mesdames qu' onques ne vi 252 257 191 250 204 
240 B.iauli.. d.Ql!.C£.l!.r e.l maaie.re. iJllie. 253 258 239 251 
251 J e ne pourroie en servant desservir 254 240 252 205 
252 Puis qu' Amours faut et LoyauuJ 255 259 192 86 253 206 
253 Dou memoire des hommes 256 260 193 254 207 
VII Sire, a vous fa is ceste clamour 261 VII VIII 
254 Amis, ·e t' a tant ami et cheri 262 255 208 

All of this supports the thesis that M derives from a stage of the collection 
after V g and before A (with respect to the order of the contents, not with 
respect to the date of the manuscript: M remains a fifteenth-century copy of the 
manuscript in question). One further point. Table 6.6 takes us to the very end of 
the Loange in the Vg group of manuscripts-there are 256 items in the Loange 
in VgBD-and shows that MS E ends at the same point as the Vg group, with 
item no. 193, suggesting that the Loange in E derives from an exemplar of the 
Vg family.23 

23 The total count is smaller forE because the rondeaux were extracted and put into a separate 
collection. A collation of manuscript readings would determine if the exemplar was in fact 
our MS B; we know from Bent 1983 that B served as the exemplar for a large part of the 
music collection in MS E. 



3. Concordances: ballades, rondeaux, chants royaux 
Table 6.7 La Loanfl.e des DlJme.r. Concordanccs1 

forrr Willc Lo Text G A M VgE w c H £ J K Pa other text 
D MSS 

B 71 1 En haut penser, plein d' amoureus de sir 1 1 1 I I I 1 1 1 
B 44 2 D' ardeur espris et d' esperence nus 2 2 2 2 2 2 2 2 2 Wm 
B 195 3 Seur tous amans me doy pleindre et loer 3 3 3 3 3 3 3 
B 52 4 Douce dame, que j' aim cant et desir 4 4 4 4 4 4 4 3 3 
B 77 5 Gent corps,faitls. colnte, apert et jo/i (VD) 5 5 5 5 5 5 5 4 4 Wm La 
B 186 6 Se je ne s~ay que c' est joie d' ami . 6 6 6 6 6 6 6 Wm l..a 
B 151 7 On ne porroil penser ne souhaidier (B3) • 7 7 7 1 7 7 7 
B 205 8 Tow ensement que la rose a/' espine 7 8 8 8 2 8 8 8 
B 197 9 Se vos regars, douce dame, n' estoit 8 9 9 9 3 9 9 9 5 5 Wm 
R 273 De regarder et d'estre regardez (opus dubium) 6 
B 37 10 Dame. ne regardez pas(B9) • 10 10 10 4 10 10 10 
B 112 11 Je ne sui pas de rei valour 9 11 11 11 5 11 11 11 6 7 92 La 
B 156 12 Or voy je blen.. ma dolour refiOuvelle 10 12 12 12 6 12 12 12 7 8 
B 32 13 Dame, comment que vous sole /ongtains 11 13 13 13 7 13 13 13 8 9 Wm 
B 149 14 On dist souvent que longue demouree 12 14 14 14 8 14 14 14 9 10 Wm 
B 42 15 Dame, se vous m' estes lontelnne (B37) • 15 15 15 15 15 15 
B 194 16 Se pour longue demouree 13 16 16 16 16 16 16 
B 157 17 Ou pals ou ma dome maint 14 17 17 17 17 17 17 10 11 
B 75 18 Fueille ne flour ne verdure 15 18 18 18 18 18 18 La 
CR 5 19 Onques mois nulz m' amo si folement 16 19 19 19 19 19 55 93 
B 103 20 f aim tant ma dame et son bien et s' onnour 17 20 20 20 20 20 19 
B 80 21 Gentilz dame, douce, plaisant et sage 18 21 21 21 21 21 20 11 12 
B 125 22 Le grant desir que i ay de repairier 19 22 22 22 22 22 21 12 13 
B 199 23 Souvenirs fait meint amant resjolr 20 23 23 23 23 23 22 13 14 
B 184 24 Se je me fusse envers Amours meffais 21 24 24 24 24 24 23 14 15 
B 118 25 La loyause, ou mes cuers se norrist 22 25 25 25 25 25 24 
dB 214 26 Dame plaisant, neue et pure 23 26 26 26 26 26 25 15 16 82 

I Column one gives the genre of each item (B " balade; Cp "complainte; CR = chant royal; dB= double ballade; R = rondeau; V "' 
virelai); column two (~Wilk.") gives the page number of a given item in Wilkins 1972 (see his notes to individual poems); column 
three ( .. Lo'') gives the number in Chichmaref 1909; sometimes additional information is appended to the text incipit in column four: 
"VD~ indicates wort.s that also appear in the Voir Dit; works given a number, e.g., B3 for Lo7 On ne porroit. are also set to music 
(the numbering foUows Ludwig 1926-54; for further sources of the musical works, see chap. 7.3); the remaining columns give the 
se{).uential order of wo:ks in the respective Loange sections. For manuscripts that transmit individual lyrics, see the relevant contents 
listings in chap. 3 for the location of a given poem (Be [55]; I [40]; Jp [49]; La [54); Mn [43]; St [46); Ta [52]; Wm [41)). 

• In music section. 
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R 236 27 Genti/s cuers, souveing~~e vous 24 27 27 
B 105 28 Jamais ne quier joie avoir 25 28 28 
B 177 29 Riens ne me puet anuier ne desplaire 26 29 29 
B 129 30 Lcing de vous souvent souspir 27 30 30 
B 43 31 D' amour loial et de m' amour 28 31 31 
B 200 32 Souvent me fait souspirer 29 32 32 
B 116 33 La dolour ne puet remeindre 30 33 33 
B 166 34 Pour Dieu vous pri que de moy vous souveingne 31 34 34 
B 185 35 Seje n' avoie plaisence 32 35 35 
B 203 36 Tenus me sui /onguement de chanter 33 36 36 
B 83 37 He! gentils cuers, me convient il morir 34 37 37 
B !55 38 On verroit meint amant desesperer 35 38 38 
B 76 39 Gais et jolis.lies, chantans et joieus (B35) * 39 39 
B 111 40 le 11e fine nuil ne jour de penser 36 40 40 
B 55 41 Douce dame. soies towe seiire 37 41 41 
B 22 42 Bien me devroit cf aucuns dous mos refaire 38 42 42 
R 266 43 Se je vous ay riens meffait 39 43 43 
B 81 44 GraJ11 merveil/e Ont de ce que plus ne chant 40 44 44 
CR 2 45 Amours me fait de sir er /oyaument 41 45 45 
CR 3 46 Cuers ou mercifaut et cruautes dure 42 46 46 
CR 4 47 le croy que nuizfors moy n' a le/ nature 43 47 47 
CR 7 48 Se rrestuit cil qui sont et ont este 44 48 48 
B 54 49 Douce dame, si loyaument conquis 45 49 49 
B 208 50 Trop me seroit grief chose a soustenir 46 50 50 
B 207 51 Trop est cruew li .maus de jalousie 47 51 51 
B 120 52 Las! amours me so/oit estre 48 52 52 
B 92 53 He/as! pour quoy virent onques mi oueil 49 53 53 
R 247 54 Ou loyawe ne repaire 50 54 54 
B 182 55 Se faire s~ay chan~on desesperee 51 55 55 
B 89 56 He/as! je sui de si male l~eure nez 52 56 56 
B 84 57 He/as! Amours, que vous ay je meffait 53 57 57 
B 57 58 Douce dame, 10111 vous aim sans meffaire 54 58 58 
R 242 59 Loiaus pe11.~ers et de sirs de/iteus 55 59 59 
R 216 60 Au departir de vous mon cuer vous /ais 56 60 60 
B 148 61 Nu/z ne me doit cf ore en avant reprendre 57 61 61 
B 41 62 Dame q.u j' uim, ne vous veingne a merveille 58 62 62 
B 123 63 Las! laJ1I desir /' eure que je vous voie 59 63 63 
R 232 64 Douce dame, quam vers vousfausseray 60 64 64 

• In music s~tion. 

Vgll w c H E 
D 
27 27 27 194 
28 28 28 26 
29 29 29 27 
30 30 30 28 
31 31 31 29 
32 32 32 30 
33 33 33 31 
34 9 34 34 32 
35 10 35 35 33 

. 36 . 11 36 36 34 
37 12 37 37 35 
38 13 38 38 36 
39 14 39 39 * 
40 15 40 40 37 
41 16 41 41 38 
42 17 42 42 39 
43 18 43 43 195 
44 19 44 44 41 
45 20 45 45 56 
46 21 46 46 57 
47 22 47 47 58 
48 23 48 48 59 
49 24 49 49 42 
50 25 50 50 43 
51 51 44 
52 51 52 45 
53 52 53 46 
54 53 54 196 
55 54 55 47 
56 55 56 48 
57 56 57 49 
58 57 58 50 
59 58 59 197 
60 59 60 198 
61 60 61 51 
62 61 62 52 
63 62 63 53 
64 63 64 199 
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B 58 65 DoJJCe dame. vo maniere jo/ie 61 65 
B 36 66 Dame, mercy vous requier humblemeni 62 66 
R 246 67 Mon cuer, qui mis en vous son desir a 63 67 
R 270 68 Se vos courrous 11'111 dure longuement 64 68 
B 40 69 Dame. pour vous ma joie se define 65 69 
B 121 70 Las! j' ay failli a mon Ires do us de sir 66 70 
B 169 71 Puis que De sirs ne me laisse durer 67 71 
R 252 72 Puis que De sirs me veui dou tour grever 68 72 
B 59 73 DoJJCe dame. vous ocies a Iort 69 73 
B 99 74 11 n' est con fors quJ 11'111 peiist venir 70 74 
B 18 75 Aucunes gens me demandent souvent 71 75 
B 51 76 Douce dame. prenes temps etloisir 72 76 
B 170 77 Puis que j' empris /' amer premierement 73 77 
R 229 78 De vous servir loyaumeni ei amer 74 78 
B 183 79 Se lay esie de maniere volage 75 79 
R 220 80 Cuer. corps. pouoir, desir. vie et usage 76 80 
B 189 81 Se madame me mescroii, c' esi a Iort 77 81 
R 218 82 Blanche com lis, plus que rose vermeille 78 82 
B 144 83 !Y"esi pas doleur qui me tient, eins est rage 79 83 
B 136 84 Mes cuers ne puet a nuJ/e riens penser 80 84 
R 230 85 De vraie amour, loyal et affinee 81 85 
B 128 86 Loing de mon cuer et de ma douce amour 82 86 
B 134 87 llfaugre mon cuer me convient eslongier 83 87 
B 106 88 J' ay par lone temp a me er ameray 84 88 
B 135 89 Mercy. merci de ma dure dolour 85 89 
B 26 90 Certes mes do us amis fu ne~ 86 90 
B IS 91 Amours ne veut et madame ne deingne 87 91 
B 213 92 Vo dous gracieus samblant 88 92 
B 167 93 Pres durer ne /oing garir 89 93 
B 66 94 D'uns dous ueil vairs, rians,fendus 90 94 
B 211 95 Undo us regan par desir savoure 91 95 
B 146 96 Nul~ horns ne puet en amours pourjiter 92 96 
R 222 97 Dame,je muir pour vous, com pris 93 97 
B 35 98 Dame d' OIIIIQur, plaisant et gracieuse 94 98 
R 240 99 La grant ardeur demon plais(lJU desir 95 99 
B 33 100 Dame, de moy tres /oyaument amee 96 100 
B 172 101 Quant de vous departirai 97 101 
R 224 102 Dame. pour moy desconjire 98 102 
B 122 103 Las! je voy bien que ma dame de pris 99 103 
R 241 104 Li cuers me tramble et/a char me tressue 100 104 

M Vgll W c H 
D 

65 65 64 65 
66 66 65 66 
67 67 66 67 
68 68 67 68 
69 69 68 69 
70 70 26 69 70 
71 71 27 70 
72 72 28 71 
73 73 29 72 
74 74 30 73 
75 75 31 74 
76 76 32 75 
77 77 33 76 
78 78 34 77 
79 79 78 
80 80 79 
81 81 80 
82 82 81 
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87 87 86 
88 88 87 
89 89 88 
90 90 89 
91 91 90 
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99 99 98 

100 100 99 
101 101 100 
102 102 101 
103 103 102 
104 104 103 

E J K 

54 
61 38 31 

200 
201 
62 
63 39 32 
64 

202 
65 40 33 
66 
67 
68 
69 41 34 

203 35 
70 

204 
71 89 

205 
72 42 36 
73 

206 
74 43 37 
75 
76 
77 44 38 
78 
79 
80 
81 
82 87 
83 
84 45 39 

207 
85 

208 
86 46 40 
87 

209 
88 47 41 

210 42 

Pa other text 
MSS 

88 I 

83 

Mn 

85 

87 

89 

0\ 
(.., 

;;? 
~ 
.s;, 
§ 
8 
~ 

I 

N 
~ 
'0 



forn Wilk Lo Text G A M Vgll w c H E J K 
D 

B 202 105 T ant sui chetis, /as et maleiireus 101 105 105 105 104 89 48 43 
B !32 106 Ma d<Une, n' ails nul espoir 102 106 106 106 105 90 
B 161 107 Plaisant d<Une. je recueil plaisenment 103 107 107 107 106 91 
B 147 108 Nulz homs ne pUI!t plus loyaument amer 104 108 108 108 92 49 44 
B 163 109 Pluseurs se sont repenti 105 109 109 109 107 • 93 50 45 
B 74 110 En remirant w gracieus viaire 106 110 110 110 108 71 94 
B 90 111 11elas! mon c/JI!r, bien le doy pleindre 107 Ill Ill Ill 109 72 95 51 46 
R 237 112 11elas! dolens, or vueil je bien morir 108 112 112 112 110 73 211 47 
B 171 113 Puis qu' EiJrs est contraire a mon desir 109 113 113 113 Ill 74 96 
B !59 114 Plaisant accueil et gracieus at trait 110 114 114 114 112 75 97 
B 82 115 IU! gentils cuers, loyaus, dous, debonnaire Ill 115 115 115 113 76 98 88 
R 274 116 Vueiltes avoir de moy le souvenir 112 116 116 116 114 77 212 
CR 6 117 Se loyautes a vertus ne puissance 113 117 117 117 115 78 60 
R 249 118 Partues moy a /' ouvrir de vos yex 114 118 118 118 116 79 213 
B 145 119 Nu/le dolour ne se pU£1 comparer 115 119 1!9 119 117 80 99 
R 234 120 En souspirant vueil aDieu commander 116 120 120 120 118 81 214 
B 86 121 Uelas! dolens, que porray devenir 117 121 121 121 35 119 82 100 
R 260 122 QUiJIIt je vous wry crier: "a l'arme" 118 122 122 122 36 120 83 215 
R 248 123 Par souhaidier est mes corps aveuc •·ous 119 123 123 123 37 121 84 216 
R 255 124 QUiJIIt j' aproche vo do us via ire cler 120 124 124 !24 38 122 85 217 
R 235 125 F aites mon cuer wut a .i. cop morir 121 125 125 125 39 123 86 218 
R 273 126 Trop est mauvais mes cuers qu' en .ii. ne part 122 126 126 126 40 124 87 219 
B 93 127 Ue! mesdisans. com je vous doy hafr 123 127 127 127 41 125 88 101 
B 23 128 Ce que je fais de bonne chiere 124 128 128 128 42 126 89 102 90 
B 141 129 Ne cuidiez pas que d' <Uner me repente 125 129 129 129 43 127 103 
B 31 130 Dame. comment que souvent ne vous voie 126 130 130 130 44 128 104 52 
B 20 131 Biaus dous amis, paifaitement ames 127 131 131 131 45 129 105 53 
B 50 132 Douce dame, plaisant et gracieuse 128 132 132 132 46 130 106 54 
B 79 133 Gent if dame de tres noble figure 129 133 133 135 47 131 109 
R 223 134 Dame ,lonteins de vostre noble atour 130 134 134 136 48 132 220 
B 188 135 Se/one ce que f aim chierement 131 135 135 137 49 133 92 110 56 
B 206 136 Tres douce dame debonnaire 132 136 136 133 50 134 90 107 
B 12 137 Amis, vostre demouree 133 137 137 134 51 135 91 108 55 
B 34 138 Dame. de tous biens assevie 134 138 138 138 52 136 93 111 
B 49 139 Douce dame, je VOILf requier mercy 135 139 139 139 53 137 112 57 
B 21 140 Biaute paifaite et bonte souvereinne 136 140 140 140 54 138 94 113 
B 87 141 !le/as! dolens, que porray devenir 137 141 141 141 55 139 114 

• See Wilkins note to no. 121 (1972, 174): a few lines of the end of Lol09 are copied for lhe missing strophes 2-3 of Lo70. 
t Text set to music by Anthonello da Caserta, in MSS Mod [66! and PR [63]. 
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B 48 142 Douce dame, de joie diseteus 138 
B 28 143 Comment me puet mes cuers en corps durer 139 
B 39 144 Dame, pour Dieu ne metez en oubli 140 
B 192 145 Se pleins fusse de mlltiere joieuse 141 
B 91 146 He/as! pour quoy m' est bonne Amour si dure 142 
B !58 147 Peinnes, doleurs, larmes, soupirs et pleins 143 
R 264 148 Sans cuer, dolens, de vous departirai (R4/VD) 144 
B 68 149 Eimmi1 dolens, chetis, /as, que feray 145 
B 67 ISO Eimnu! dame, coment puet endurer 146 
R 262 !SI Quanr madame ne m' a recongneii 147 
B 126 152 Li doulz par/er, pie in de rowe dow;our 148 
B 165 153 Pour Dieu, dame, n'amis awre que my 149 
R 227 !54 De moy feres route joie eslongier !50 
B 72 !55 Ou lieu de ce que je puis deservir !51 
B 133 !56 Marryres sui de r amoureus marryre !52 
R 228 157 De plus en plus fTIIl grief dolour empire !53 
B 108 !58 le m' aim trap miex taus a paressi/ier 154 
R 272 159 S'il me convient morir par de sir er !55 
B 60 160 Douce dame, vous savez que je n' ay 156 
B 95 161 Hui ha J. mois que je me deporti (VD) !57 
B 181 162 Se Diex me doint de fTIIl dame joir 158 
R 226 163 De morir sui pour vous en grant poour !59 
B 210 164 Trop se peinne de mi meure a la mort 160 
B 160 165 Plais0111 dame de noble accueil 161 
B 65 166 D' une !i vroie volenlli 162 
B 101 167 la Diex pouoir ne me doint ne loisir 163 
R 221 168 Dame, de moy tres /oyoument amee 164 
B 27 169 Certes, moult me doi doloir 165 
B 198 170 Si com je sueil ne puis joie mener 166 
B 104 171 1' aim trap mon cuer de ce qu' il m' a guerpi 167 
B 64 172 D' un cuer si fin et d' une amour si pure 168 
B 78 173 Genie de corps ettres be le de vis 169 
B 142 174 Ne penses pas que je rerraie 170 
B 110 175 le ne croy pas c' onques a creature (B 14) 171 
B 140 176 Ne cuidies pas que /i cuers ne me dueille 172 
B 14 177 Amours me fait desirer (B19) 173 
B 85 178 He/as! Desirs, que me demllndes tu 174 
B AI 1' tlmllY enltln environ .XV. jours (opus dubiwn) 
B Bn43 Fauston [sic) li merveilleus serpens (B38) 
B 124 179 Le bien de vous qui en biaute flourist (VD) 175 

A M VgE w c H 
D 

142 142 142 56 140 
143 143 143 57 141 
144 144 144 58 142 
145 145 145 59 143 
146 146 146 60 144 
147 147 147 61 145 
148 148 148 146 95 
149 149 149 147 
ISO !50 !50 148 
!SI !51 !51 149 
152 152 152 ISO 
153 153 !53 !51 96 
!54 154 !54 !52 
!55 155 155 !53 
!56 !56 156 !54 
!57 157 157 !55 
!58 !58 !58 !56 
!59 159 159 !57 
160 160 160 158 
161 161 161 !59 
162 162 162 160 
163 163 163 161 
164 164 164 162 
165 165 165 163 
166 166 166 164 
167 167 167 165 
168 168 168 166 
169 169 169 167 
170 170 170 168 
171 171 171 169 
172 172 172 170 
173 173 173 171 
174 174 174 172 
175 175 175 173 
176 176 176 174 
177 177 177 175 
178 178 178 176 

179 179 179 177 

E J 

115 
116 26 
117 27 
118 
119 
120 28 

121 29 
122 30 
221 
123 
124 
222 
125 31 
126 
223 
127 
224 
128 32 
129 
130 
225 

131 
132 
133 
226 
134 
135 
136 58 
137 
138 
139 59 
140 60 
141 61 

• 
142 62 

63 
64 

143 65 
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97 
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24 
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follll Wilk Lo Text G 

B 127 180 Le plus grans biens qui me veingne d' amer (VD) \76 
B 190 181 Se mes dous omis demeure 177 
B 29 182 Dame, comment qu' amez de vous ne soie (B16) • 
R 251 183 Pour Dieu.frOJJS cuers. soies mes advocas 178 
B 25 184 Certes, je crqy que ma fin est venue 179 
R 265 185 Se j' avoie corage de fausser 180 
B 191 186 Se par amour ou par fiance 181 
B 53 187 Douce dame, savoir ne puis n' o!'r 
B 96 188 11 m' est avis qu' il n' est dons de Nature (B22) .. 
R 238 189 He/as! pour ce que Fortune m' est dure 
B 119 190 Langue poignant, aspre, amere et aigui 
B ll7 191 La grant dou~our de vostre biawe fine 
B 152 192 On ne puet riens sa voir si proprement 
B 97 193 11 ne m' est pas tam dou mol que j' endure 
B 100 194 11 n' est dolour, desconfort ne tristece (VD) 
B 45 195 De Fortune me doy pleindre et loer (B23) .. 
B 204 196 Tout ensemem que le monde enlumine 
B 38 197 Dame parfaite dou tout emieremem 
B 180 198 Se bons et biaus. pleins de toute valour 
B 11 199 Amis si parfaitemem (VD) 
B 19 200 Aucuns parlent de .x. plaies ff Egipte 
B 94 201 Home. paour. doubtance de meffaire (B25) • 
B 201 202 Tam ay perdu confort et esperence 
B 115 203 Je puis trop bitn madame comparer (B28) • 
B 69 204 En cuer l7lil dame une vipere moim (B27) • 
V 281 205 Tres bonne et belle. mi oueil (V26) • 
R 259 206 Quam je vous voy autre que my amer 
R 268 207 Se par anwurs n' amies autrui ne moy 
R 250 208 Pour Dieu, dame, n' amer autre que my 
B 113 209 Je pers mon temps et ma peine est peri.e 
B 46 210 De l7liJ dolour ne puis avoir confort 
B 61 211 Douce, plaisant, simple et sage 
B 8 212 Amis, ;e t' aporte nouvelle 
B 109 213 Je 171iludi I' eure et le temps et le jour 
B 139 214 Morray je dont sans a voir vostre anwur 
B 88 215 Helas! dolens, ma rose est mise en mue 
B 175 216 Quant vrais amans de sa dame se part 
B 17 217 Aucuns dient qu' on ne puet dame amer 

• In music section. 

A M VgB w c H 
D 

180 180 180 178 
181 181 181 179 
182 182 182 180 
183 183 183 181 
184 184 184 182 
185 185 185 183 
186 186 186 184 
187 187 187 185 
188 188 188 186 
189 189 189 187 
190 190 190 188 
191 191 191 189 
192 192 192 !90 
193 193 194 191 
194 194 193 192 
195 195 195 193 
196 196 196 62 194 
197 197 197 63 195 
198 198 198 64 196 
199 199 199 65 197 
200 200 200 66 198 
201 201 201 
202 202 202 
203 203 203 
204 204 204 
205 205 205 
206 206 206 
207 207 207 
208 208 208 
209 209 209 
210 210 210 
211 211 2ll 
212 212 212 
2.13 213 213 
214 214 214 
215 215 215 
216 216 216 
217 217 217 

E J K 

144 66 
145 
146 
227 
147 
228 
148 
149 

• 
229 
ISO 67 
151 
152 68 
154 
153 69 

• 
155 
156 70 
157 71 
160 72 
158 

• 73 
159 91 

• 
• 

230 
231 
232 
161 74 
162 
163 75 
164 76 
165 77 
166 78 
167 
168 79 
169 80 

Pa 

208 
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270 
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fom Wilk Lo Text G A M 

B 154 218 Onques mes cuers ne semi 218 218 
B 130 219 Loial amour est de si grant noble se 219 219 
B 9 220 Amis. mon cuer et touJe m4 pensee 220 220 
Cp Cpl Amours. tu m' as tant este dure )i I 221 
B 73 230 En I' onneur de m4 deuce amour u 11 222 
Cp Cp3 A toi, lfanri, dous ami.r, me complain JV Ill 223 
B 153 221 Onques dame ne fu si belle 182 221 224 
B 131 222 Madame a tow ce qu'ilfaw 183 222 225 
Cp Cp4 Quam Ecuba vitla destruction V IV 226 
Cp Cp5 Mes dous amis, a vous me 'vueil compleindre (VD) VI V 227 
B 114 223 Je preing congie a dames, a amours 184 223 228 
R 215 224 Amis, comment que m' aies en oubli 185 224 229 
B 209 225 Trop ne me puis de bonne Amour loer 186 225 230 
R 231 226 Douce dame, cointe, apperte et jolie 187 226 231 
B Lo216, Quam vrais amons recopied here 232 
B 13 227 Amows, madame et Fortune et mi oueil (VD) 188 227 233 
B 24 228 Ce qui contreint mon cuer a toy amer 228 234 
B 162 229 Plowez, dames, plourez vosrre servant (B32/VD) • 229 235 
Cp Cp2 De us choses sont qui me font a mart ire m 230 236 
B 187 231 Se je vous aim de fin loyal eo rage 189 231 237 
B 143 232 Nes qu' on porroitles estoilles nombrer (B33/VD) • 232 238 
Dit 282 233 Dire se ens et folie faire 190 233 239 
R 219 234 Certes, mon oueil richement visa bel (R15) • 234 240 
R 233 235 Douce dame, tant com vivray (R20) .. 235 241 
R 256 236 Qua/!1 je me de parr dou manoir 191 
R 254 237 Quant Colerte C olet colie 192 
B 212 238 Veoir n' oi'r ne puis riens qui destowne {VD) 193 
B 174 239 Quanr m4 dame est noble et de grant vail/ance {VD) 194 
R 217 240 Biaute, douceur et m4niere jolie 195 
Cp Cp6 M on cuer, m' amour, ma dame souvereinne vn 
R 269 241 Se tenir vues le droit chemin d' onneur 196 
B 107 242 Je di qu' i/ n' a en amow vraie et pure 197 
B 16 243 Amours qui m' a nouvellement espris 198 
B 179 244 Sans departir est en mon cuer entree 199 
R 243 245 M a dame a qui sui donni ligeme/!1 200 
B 173 246 Quant je commensay /' amu 201 
R 271 247 Se vos courrous me dure longuement 202 

t Roman nwnerals denoiC complaintes in separale complainte secti!lns. 
• In music section. 

236 242 
237 243 
238 244 
239 245 
240 246 
VI 247 

241 248 
242 249 
243 250 
244 251 
245 252 
246 253 
247 254 

VgB w c H E J 
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218 170 
219 171 
220 172 
221 173 
222 178 
223 174 
224 179 
225 180 81 
226 176 
227 175 

40 

228 
229 181 
230 182 92 
231 
232 183 
233 184 93 
234 
235 233 
236 
237 234 
238 235 
239 236 
240 
241 185 
253 239 
242 177 
243 237 
244 1.86 82 
245 187 
246 188 
247 238 
248 189 83 
249 
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110 
146 
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fonn Wi1k Lo Text 

B 193 248 Se pour ce mi4ir qu' Anwurs ai bien servi (B36/VD) 
B 70 249 En desespoir, dame, de voiLr me part 
B 137 250 Mesdames qu' onqwes ne vi 

Lo240. Biaute, douceur recopied here 
R 239 251 Je ne pourroie en servant desservir 
B 168 252 Puis qu' Anwurs faUl et Loyaute cltancelle 
B 63 253 Dou menwire des htiT171nes degrades 
Cp Cp7 Sire, a vous fais ceste clanwur 
CR I 254 Amis, je t' ay rant ami et cheri 
R 245 255 M on cuer, m' amour, me deesse, m' amie 
R 253 256 Puis qu' en douceur vo gentilz cuers se mue 
R 267 257 Se li espoirs qui maint en nwy ne ment 
B 138 258 Mes esperis se combat a Nature (B39) 
R 244 259 Mi mal seront dous. plaisant er legier 
R 257 260 Quant je ne voy madame n' oy 
B 47 261 De vray desir, d' amoureuse pensee 
R 263 262 Qui sert se faire vuet a point 
R 261 Rnl9 Quant madame les maus d' amer m'aprent (R19) 
B 196 263 Se vo grandeur vers nwy ne s' umilie 
B 150 264 On ne doit pas croire en augure 
B 98 265 11 ne m' est pas tant du mal que j' endure 
B 102 266 f aim mieux languir en estrange con tree 
B 56 267 Douce dame, tant wus aim et desir 
B 178 268 Riens ne me puet aMuier ne desplaire 
R 258 269 Quantje ne voy madame n'oy (R21) 
B 164 270 Plus qu' onques mais vous desir a veoir 
B 62 271 Douceur, cltarire ne confort 
B 176 272 Qui de couleurs saroit a droit jugier 

273 = MS K item No. 6, see above 
B 30 274 Dame, comment que n' aie pas veil 
B 10 Vn39 Amis, sans toy tout m' anoie (opus dubium1) 
R Doulz cuers untilz (oous dubiU»!)_ 

• In music section. 
t MS Vg, fol. 333r; B, fol. 330r. 

G A M VgB w c H 
D 

.. 248 255 250 
203 249 256 251 
204 250 257 252 

251 258 
205 252 254 
206 253 259 255 
207 254 260 256 
vm VII 261 
208 255 262 
209 256 263 
210 257 264 
211 258 265 

$ 259 266 
212 260 267 

261 268 
213 262 269 
214 263 270 

* $ 271 
215 264 
216 265 
217 266 
218 267 
219 268 
220 
221 
222 
223 
224 

225 
t 

E J K 

84 
190 85 
191 

240 
192 86 
193 
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Table 6.8: Items in Chichmarcf (1909} .A.llPCndix {mQStly opera dubia) 
other text 

fonn Wilk Lo Text J K Pa MSS 
B AI J' amay en tan en vir on ..n>. jours 1 64 
B A2 Ceulx dient qui ont ami 2 94 157 
B A3 Cuer qui se sent jeune. jo/is et gais 95 
B A4 Amours me point si tres formi!nt et mort 96 
B A5 S' i/ n' est d' argent ou de joyaux garni 3 97 JpPn1130 4 

B A6 Puis que je voy que]' ay le temps perdu 5 98 
B A7 J' ay mon bee jaune poie trop folemi!nt 99 Ta 
B AS Estrange femme est d' omme appetit ~ 100 
B A9 En oil estrange ne se doit nulz fier 101 Ta 
B AIO Folie largesse pour croire faux semblant 7 102 
B All Doleur de chief et mal de trenchcisons 103 
B A12 C' est grant doleur que d' estre en maladie 104 
B 51 Trop est crueus li maus de jalousie 105 
B Al3 Ce qu' ay pense, vouJez que je le die? 106 36 
B Al4 En un vert jardin joli 8 107 37 
B A15 Je fui yer en tel frenesie 108 
B A16 Un mien voisin se complaignoit I' autrier 109 
V AI? Par trois resons c' on peut prouver 110 
B Bn9 Sans cuer m' en vois, dolens et esplourez (B 17) Ill 169 
B Bn!O Amis, dolens. maz et desconfortez (B 17) 112 170 
B Bnll Dame, par vous me sens reconfortez (B 17) 113 171 
B Al8 S' Amours vousist que chascuns Just peuz 114 
B Bn4 Biaute qui routes autres pere (B4) LIS 168 Wm 
B A19 Dous amis, pour toy conforler 116 
B A20 Jugez. amans, et voiez ma dolour! 117 188 Jpl 
B [Avec raison /' Escripture est d' acord] 

(9) B Je Fortune (anon.) ~ 

1 Hassell (1982, no. T9) indexes a proverb. '2 Hassell (1982, no. S62) indexes a proverb. 
3 Hassell (1982, no. H52) indexes a proverb. 4 F:Pnll30, Col. 150v (works of Alain Chattier). 
5 Hasse11 (1982, no. F41) indexes a proverb. 6 Hassell (!982, no. 1'9) indexes a proverb. 
7 Hassell (1982, no. P16) indexes a proverb. 8 Mentioned in Cerquig!ini-Toulet !993b, 16 n. I. 
9 J fol. 14 7v; K fol. 133r, for funher text concordances, see Ludwig J 926-54, 2: 14a* n. 3; also the 

text of a popular musical work, see Strohm J984a, 115 no. 5. 
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256 THE LOANGE DES DAMES 

4. Bibliographical references to Loange lyrics 
A. Introduction. Appreciation of Machaut's lyrical poetry has been slower to 
develop than appreciation-or at least tolerance-of his narrative poetry. The 
narratives provide occasional historical or pseudo-biographical references. In 
contrast, Machaut's lyrics provide only the abstract essence of the courtly love 
aesthetic, usually without the slightest hint of a specific occasion with which a 
poem may have been associated.24 It is not difficult to collect quotations from 
early twentieth-century studies amusing to our sensibilities, as in Jeanroy's 
assessment: "Jamais la banalite, la prolixite, la platitude n 'ont se vi plus 
cruellement qu'alors. Ces defauts s'etalent dans les deux enonnes volumes ou 
s 'alignent a perte de vue les innombrables ballades, rondeaux, la is, chansons 
royales et motets de Guillaume de Machaut, dont on aurait peine a extraire vingt 
vers valant d'etre cites" (Jeanroy 1921, 465) [never have banality, prolixity, 
and platitude raged more cruelly than back then. These flaws extend through the 
two enormous volumes (i.e., MS F -G) where, as far as the eye can see, are 
arrayed innumerable ballades, rondeaux, lais, chants royaux, and motets of 
Guillaume de Machaut, from which one would have trouble extracting twenty 
verses worth citing].25 Bartlett J. Whiting's view, expressed twenty-five years 
later, shows no advance in sympathy: "the ballade, like the sonnet, is a poetical 
type which requires great skill if the reader is not soon to feel a satiety bordering 
on nausea. This skill, and that despite consummate metrical ability, Machaut did 
not have and the artificial puling melancholy and histrionic love-sick whining, 
the tiresome adulation and namby-pamby praise of his ballades produce a 
genuine sense of oppression before many pages have been read" (Whiting 
1946, 209-10). Exceptional understanding of Machaut's lyrics for this period 
of literary history is seen in the systematic and dispassionate survey of the 
themes of the lyrics in Grober/Hofer (1933, 21-25), and in the non-derogatory 
study of conventional themes in the poetry in Schilperoort (1936, 19--47).26 

A major advance in the appreciation of French medieval lyric came in 1949 
with Robert Guiette 's publication of a 1946 lecture that emphasizes formal 
structure in the aesthetic of the chanson courtoise. This article was reprinted in 
1960 along with the first publication of another 1946 lecture that enumerates 
important characteristics of fourteenth- and fifteenth-century lyrics, including 
their use of exempla, their emphasis on personal experience and reality, and 
their extremes of fonnal play. Unlike more recent scholars, Guiette did not 
connect these developments to the fourteenth-century break between lyrics and 
music, but rather to the thirteenth-century bourgeois and professional jongleurs 
who tended to focus on the consolidation of forms. 

Roger Dragonetti's book (1960), on all aspects of style, language, versi­
fication and metrics of thirteenth-century trouvere poetry, is useful for the study 
of Machaut's lyrics, although it does not cover Machaut directly. The most 
important work for the appreciation of lyrics in the fourteenth and fifteenth 
centuries remains Daniel Poirion 's classic Le poete et le prince of 1965, which 
undertook a reevaluation of courtly poetry from Guillaume de Machaut to 
Charles d'Orleans. Poirion studies the changing circumstances under which the 
great poets wrote their poetry, and provides a sympathetic analysis of the 
evolution of style, language, and fonn in late medieval France.27 

24 This is perhaps one reason for the scholarly interest in narrative poems with lyrical inser-
tions: the narrative provides contexts for otherwise abstract lyrics (cf. Poirion 1965, 138). 

25 See also Siciliano 1934, 325-26. 
26 Later surveys of themes include Wilkins 1969a, 5-12 and Cerquiglini 1987a, 132-38. 
27 See also Zumthor's approach (1972, 265-79 [=Eng: ed., 212-25]). 
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Jacqueline Cerquiglini (1983) provides a succinct exposition of what recent 
scholars find new in lyrics of the fourteenth and fifteenth centuries.28 There is a 
tendency towards narrative continuity, dealing with the real world; there is a 
change from the universal poetic "I" of the thirteenth-century courtly lyric to a 
character in a dialogue, often in debates, judgments, or personal testaments. 
The break between lyrical poetry and music leads to an exaltation of poetic 
techniques and tricks of versification to replace the music. Poetry is composed 
for one's personal expression of feeling; the concomitant problems of the poet 
composing on command and the verification of feeling (sentement) are solved in 
textuality, i.e., self-conscious attention to bookmaking and the business of the 
professional writer, who utilizes exempla and mythological images. 

The question of Machaut's role in the early development and consolidation of 
the fixed forms in the fourteenth century-principally the ballade, rondeau, and 
virelai-is a subject most thoroughly treated by Hoepffner (1910; 1911, 162-
66; 1920a; 1920b), whose work is the basis of the summary in Reaney 1962.29 
More recently, Earp (1991a; 199lb) attempts to answer the question of why 
fixed-form poetry supplanted the preferred forms of the trouveres early in the 
fourteenth century and considers anew the question of Machaut's role in the 
establishment of the fixed forms. 

Finally with regard to Machaut's lyrics, a few further surveys and specialized 
studies should be mentioned. Wilkins provides good surveys of the fixed forms 
in the fourteenth century (1969a; 1969b; 1972, introduction). Chapters in 
Poirion (1965), devoted to specific forms, the rondeau, virelai, chant royal, 
ballade, lai, and complainte, include valuable comparative tables of formal 
structures.JO In addition, see the following works: for the ballade, Wilkins 
1980a; Kooijman 1982; Frobenius 1986; Heger 1988; Ziino 1990; Zink 1992, 
275-76. For the rondeau, Reckow 1972; Wilkins 1980c; Calvez 1981-82; 
Kehler 1984; Cerquiglini 1988b; Zink 1992, 272-74. For the virelai, Wilkins 
1980d; Frobenius 1985; Mullally 1986 and 1990; Earp 1991a; Zink 1992,274-
75.31 For the chant royal, Stewart 1973; Van der Werf/Frobenius 1983; Heger 
1988; L.W. Johnson 1990, 35; Zink 1992, 275-76; and the works cited in Arlt 
1982, 274. For the lais, see Deschaux 1988, esp. 72-77; Zink 1992, 276-77; 
and the additional bibliography given below, chapter 7 .2. For the complainte, 
see the introduction to chapter 6.5. 

Works to consult for questions of French versification include Lote 1949-51 
and Elwert 1965. A succinct description of the different rhyme types is given in 
Wimsatt 1991 b, 299 n. 62. Guthrie (1987 and 1991) has discovered differences 
between the metrics of the ballades that appear exclusively in the music section 
of Machaut's manuscripts, and the metrics of ballades that appear in the Loange 

28 Another modem introduction, with points similar to Cerquiglini's, is by Zink (1990, 122-
27); see also Heitmann (1978), Wolfzettel (1980), and Wimsatt (1991 b, 5-12), with 
references to other literary studies, and the excellent recent book by Switten (1995). 

29 Reaney (1952c) reviews theories for the earliest development of the rondeau, virclai, and 
ballade. See also Machabey 1955b, 1:138-51. 

30 See also Grober 1902, 88-96, still worth reading; Ritter 1914 (on ballades only); Lote 
1949-51, vol. 1/2 chap. 4; Reaney 1959b, 25-38; Poirion 1971, 60-63; Wilkins 1972, 
18-23; Ferrand 1994; and the brief comments in Zink 1990, 124-25. 

31 On Machaut' s insistent use of the term chanson baladee instead of virelai, see Remede (ll. 
3448-50); Jugement Navarre (ll. 4184-88); Voir Dit (ed. P. Paris 1875, 15lll. 3574-75); 
Prologue (1. 14-15); and the commentary in Hoepffner 1909-21, 2:xlix-lii; Poirion 1965, 
327; Liihmann 1978, 18-20; Arlt 1982, 262--{)3; Frobenius 1985, 3-4 (with quotations of 
the passages from the narrative poems); 1986, 9b; Cerquiglini-Toulet 199lb, 353-54; 
Weber-Bockholdt 1992,275-76 n. 20. 
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text collection. Many sympathetic analyses of several of the lyrics are found in 
scholarly works of Wimsatt ( esp. 1975, 1978, 1979; 1991 b). Huot (1987, 
260--72) has studied lais in MSC through the iconography of their miniatures. 
For the many ballades that mention Fortune, see Patch 1923, 23 n. 91 (the spe­
cific poems he cites are itemized in the bibliography below), and the excellent 
study of selected ballades on Fortune by L.W. Johnson (1979; 1990, 41-58). 
A few articles treat individual lyrics, for instance, Audbourg-Popin's 1986 
study of Riches d'amours (B5). As for vocabulary, Lowes (1910) treats the 
phrase "simple et coie" in Machaut and in other contemporary poets; Heger 
(1967) treats "merencolie"; Luttrell (1978) treats "dous dangier" and "amoureus 
dangier"; Scully (1980) treats "douce dame"; while Planche (1982; 1990b; 
1993) treats a variety of terms and locutions; see also Roques/Musso 1978. 

Music historians of course deal almost exclusively with lyrical poetry. Gilbert 
Reaney is the first musicologist to consider the nuances expressed in the lyrics 
in some detail, and in an early article (1958b), he sets out a typology of twelve 
themes treated in the lyrics, based primarily on those works set to music.32 
Recently, musicologists have begun to develop the literary analysis of 
individual works to a greater extent than ever before (Arlt 1983; 1984; 1993; 
Fuller 1987a; 1992a). 
B. Bibliographical references. In the bibliographical listing given below, "Lo" 
numbers indicate the number of a work in the edition of the Loange by 
Chichmaref (1909), which is arranged for the most part according to manuscript 
order. "Wilk." numbers are keyed to the edition of Wilkins (1972), which is 
arranged in alphabetical order by incipit. Modern critics have often found small 
nests of lyrics within the Loange that share a common theme, and these 
groupings are reflected in the listing below, followed by any notes on individual 
lyrics within the group.33 Only more significant references are taken into the 
listing below (there are many more minor citations of Loange poems in Poirion 
[1965; 1978; 1982) and Schilperoort [1936), for instance). Proverbs indexed in 
Hassell 1982 are noted. For mention of interesting manuscript rubrics, see the 
commentary notes to the editions of Chichmaref and Wilkins. I have omitted 
reference here to most older editions. For an enumeration of lyrics in the 
nineteenth-century editions of Tarbe (1849 and 1856), works with concor­
dances in MS I (see chap. 6.3 table 6.7) and edited by Queux de Saint-Hillaire/ 
Raynaud (1878-1903, vol. 10), works with concordances in MS La (see table 
6.7) edited by Piaget (1941), works with concordances in MS Ta (see table 
6.7) edited by Vitale-Brovarone (1980), and works edited by Patterson (1935), 
see the main bibliography under these editor's names. For specific titles to the 
following works, consult table 6.7 above. 
Lol-3 (Wilk. 71, 44, 195). A group of three ballades on the theme of timidity (Poirion 1965, 

543 n. 127). Davis (1991, 84) notes a parallel between the "lady's ignorance of the lover's 
suffering" in Lol and the situation of the Remede. 

Lo4-5 (Wilk. 52, 77=VD42). A group of two ballades on the theme of avowal (Poirion 1965, 
543 n. 127). Compare the refrain for Lo4 with first line of R.l591, Amours qui a son oes 
m' a pris (Roques 1982, 158 n. 5). LoS is called "new" in the Voir Dit (VD42), but this 
ballade must have been composed much earlier (Poirion 1965, 200). Further, it is related to 
a ballade in a Turin manuscript ofGranson (Piagetl941, 291). The refrains of LoS, Lo225, 
and De toutes flours (B31) are related (Wilkins 1972, 173 n. 77). 

Lo7 (Wilk. 15l=B3). Closely related to the first ballade in Jean de le Mote's Regret 
Guillaume. See comments on On ne porroit (B3) in chap. 7.3. 

32 Ape! (1978), another musicologist, also provides a brief overview of themes. 
33 For groupings of lyrics in the Loange, I have drawn upon Poirion (1965, 204, 543 n. 

127); Wilkins (1972, 14-16); Cerquiglini (1980b; 1985b, 34-37, 96-99), and others. 
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Lo9-ll (Wilk. 197, 37=B9, 112). Three ballades related by refrain or incipit (Poirion 1965, 
204). Lo9 is a ballade that influenced Chaucer's Troilus (Wimsatt 1976, 293 n. 19). 
Concerning Lo!O, see the comments on Dame, ne regardez (B9) in chap. 7.3. Poirion 
(1965, 449 n. 70) notes technical faults in Loll; Cerquiglini (198Sb, 109 n. 4) notes that 
its refrain is related to Lo263 l. 19 and to letter I 0 of the Voir Dit. 

Lol2-17 (Wilk. !56, 32, 149, 42=B37, 194, !57). A group of six ballades on the theme of 
separation (Poirion 1965, 543 n. 127). Lol2, 119, and 169 all have the same refrain, which 
is the same as the first line of R.l441, Puis qu' il m' estuet de madame partir (Roques 1982, 
158--{)J, supplying corrected editions of the ballades). The three ballades Lol3-IS are further 
related by refrain or incipit (Poirion 1965, 204, 278 n. 34, 369). The first line of Lo 13 is 
the refrain of Lol4 and the refrain of Lol29 (Wilkins 1972, IS, 16). See Luttrell (1978, 
276) on "amoureus dangier" in Lol4. Hassell (1982, no. 025) indexes a proverb in Lol4. 
The first line of Lol6-identical to the first line of the two-line refrain of Lo28-has 
borrowings from Gautier d'Epinal (Roques 1982, !58 n. 5). Concerning Lo!S, see the 
commentary to Dame, se vous m' estes (B37) in chap. 7.3. 

Lol9 (Wilk. 5). Also ed. Wilkins 1969a, 31-32 no. 20 (notes, pp. 125-26). Poirion (1965, 
371 n. 44) mentions the logical strophe-by-strophe development of the argument. 

Lo23 (Wilk. 199). The refrain is related to Froissart's rondeau foie me fuit (ed. McGregor 
1975, 289-90 no. 106; Baudouin 1978, 99 no. 106; cited in Poirion 1965, 215). Cf. also 
Alain Chartier, rondeau foie me fuit (ed. Laidlaw 1974, 382-83 no. 17; cited in Poirion 
1965, 262). 

Lo24-27 (Wilk. 184, 118, 214, 236). A group of four ballades on the theme of harsh pain 
(Poirion 1965, 204). Lo26 is a double ballade, with strophes alternating masculine and 
feminine voice; also ed. Wilkins 1969a, 29-30 no. 19 (notes, p. 125). Poirion (1965, 368 
n. 35) mentions the aspect of dialogue in Lo26. 

Lo28 (Wilk. I OS). The first line of the two-line refrain of Lo28 is the same as the first line of 
Lo 16, and has borrowings from Gautier d'Epinal (Roques 1982, I 58 n. 5). 

Lo32 (Wilk. 200). Poirion (1965, 378) briefly discusses the manner of introducing the two­
line refrain. 

Lo37 (Wilk. 83). Lyrical insertion no. I in the Roman de Cardenois (ed. Cocco 1975, 52). 
Lo38 (Wilk. I SS). The refrains of Lo38 and Lo61 are the same. Planche (1990b, 357) studies 

the use of the term "eur." 

Lo41-48 (Wilk. SS, 22,266, 81, 2, 3, 4, 7). A group of eight ballades on the theme of the 
unfeeling woman (Poirion 1965, 204). Poirion (1965, 523) briefly mentions Lo41, and has 
further comments on the theme of Lo46-48 (1965, 554 n. 32). Lo45 l. 46 is related to the 
refrain of Lo42 (Wilkins 1972, 171 n. 2). Lo48 is related to Lo53 (Wilkins 1972, 171 n. 
7), and to a line in Fonteinne (Hoepffner 1908-21, 3:256, note to I. 905). Wilkins (1989, 
18) and Wimsatt (199lb, 276 and n. 10) suggest that Lo48 may be connected to apuy. 

Lo49-57 (Wilk. 54, 208, 207, 120, 92, 247, 182, 89, 84). A group of nine ballades on the 
theme of the unfaithful woman (Poirion !965, 204 ). Wimsatt (1978, 87 n. 40) comments 
on the influence of Lo49 on Chaucer's Merciles Beaute. Although LoS! (see also Lol08) is 
lacking in MSC, Wilkins (1972, 13) presumes it had been written by 1349. Strophe 3 is 
headed Guillaume in MSS VgBDEH, thus perhaps the first two strophes are not by 
Machaut and this may be a reason for its exclusion from MS C. Lo53 also has a theme of 
desire in common with Lo69-72 (Poirion 1965, 204), and its first line is identical with the 
first line of He/as! pour quoy virent (MI2, triplum) (Domling 1970, IS). Lo53 is further 
related to Lo48, to a ballade of Oton de Granson, and to a similar ballade in MS Pa [50], 
no. 279 (Wilkins !972, 173 n. 92). Lo54 is also ed. Wilkins !969a, 33 no. 22 (notes, p. 
126). Wilkins (1972, 16) indicates that the three ballades LoSS-57 are grouped by a theme 
of despair. LoSS is entitled chanson desesperee in MSS K and J; Poirion (1965, !98n.) 
relates the theme of LoSS to Aucune gent I Qui plus aimme (MS) and Pour ce que tous 
(B 12); Estrich ( 1939, 37-38) conjectures that LoSS provided the ballade portion of the 
amende at the end of Navarre. Wimsatt (1978, 79-81) comments on the influence of Lo56 
on Chaucer's Complaint unto Pity and provides a complete translation (199lb, 88-89, 
1!8). Poirion (1965, 375) briefly discusses Lo57. 
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LoSS (Wilk. 57). Briefly discussed by Poirion (1965, 375-76). 

Lo60 (Wilk. 216). Translated in Huizinga 1924, 274 (=1953, 324). The incipit provides the 
refrain of an anonymous ballade with music, Pour che que je ne puis (ed. Ape! 1970-72, 
2:86--88; G. Greene 1981-89, 20:194-96 no. 59; cited in Arlt 1982, 206). Possible 
influence on a ballade by the Catalan poet Andreu Febrer (Holzbacher 1983-84, 188). 

Lo61 (Wilk. 148). The refrains of Lo38 and Lo61 are the same. 

Lo63-72 (Wilk. 123, 232, 58, 36,246, 270,40, 121, 169, 252). A group of six ballades and 
four rondeaux on the theme of desire (Poirion 1965, 543 n. 127). Planche (1982, 198) 
discusses the technical aspect of rime annexee in Lo65 (called rimes reprises in Poirion, 
1965, 379; rimes enchainees in Domling 1970, 12; and rimes equivoques et retrogrades in 
Wimsau 199lb, 16). Wimsau (199lb, 16--19) provides a translation and discussion of Lo65 
(partial translation in LW. Johnson 1990, 251); Schilperoort (1936, 7-8) compares 
Machaut's use of the technique to a ballade of Christine de Pizan. The refrain of Lo68 is the 
same as the refrain of the rondeau Lo247. See Luttrell (1978, 276) on "amoureus dangier" in 
Lo69. The four ballades and one rondeau on desire, Lo69-72, are also grouped by Poirion 
(1965, 204), while Wilkins (1972, 16) singles out the ballade and rondeau Lo71-72. Lo70 
has a line in common with Lol29 (Wilkins 1972, 175 n. 141); on the characterization of 
Fortune in Lo70, see Patch 1927, 96n. 

Lo73-76 (Wilk. 59, 99, 18, 51). A group of four ballades on the theme of healing (Poirion 
1965, 543 n. 127). Lo73 is lyrical insertion no. 8 in the Roman de Cardenois (only 11. 1-2 
appear in the manuscript, but space was left for the rest; ed. Cocco 1975, 11 0). Lo74 has 
the acrostic ISABELLE in 11. 1-4 (see discussion ofCertes, rrwn oueil (RIS) and Dame, qui 
vuet (R 16) in chap. 7 .3; Poirion 1965, 197 n. 19). Wimsau (1978, 70) notes the influence 
of Lo76 on Chaucer's Anelida and Arcite. 

Lo82 (Wilk. 218). Translation by Dwight Durling in Flores 1962, 152; German translation in 
Suchier/Birch-Hirschfeld 1900, 237 (= 1913 ed., I :244); modern French translation in 
Cerquiglini/Berthelot 1987, 120. Hassell (1982, nos. F96, R77, R92) indexes proverbs. 

Lo90 (Wilk. 26). Translation in Kelly 1978, 6 (strophe I only). Feminine voice. 
Lo91 (Wilk. 15). The first line of Lo91 is the same as the refrain of Lol52 (Roques 1982, 

158 n. 5). Poirion (1965, 389) discusses the construction of the final strophe of Lo91, with 
correction of text and punctuation. 

Lo92 (Wilk. 213). On the rhyme scheme, see Wimsau 199lb, 318 n. 20. 

Lo94 (Wilk. 66). Wimsatt (1976, 292-93 n. 11) notes the influence of Lo94 on Chaucer's 
Troilus. Partial translation in L.W. Johnson 1990,251. 

Lo100 (Wilk. 33). Same incipit as Lo168. 
Lo I OS (Wilk. 202). Balade de desconfort (rubric in MS J). 
Lol08 (Wilk. 147). Although Lol08 (see also LoS!) is lacking in MSC, Wilkins (1972, 13) 

presumes it had been written by 1349. 

Lo I 09 (Wilk. 163). The two-line refrain quotes Adam de la Halle (Roques 1982, 158 n. 5). 

LoiiO (Wilk. 74). Wilkins (1972, 173 n. 74) notes that many late fourteenth-century ballades 
set to music have similar opening phrases. See also note to Lo21 0, and above, chap. 2.4b. 

Lo liS (Wilk. 82). See Roques (1982, 161 n. 6) for some relationships among individual lines 
of LollS and 149. 

LollS (Wilk. 249). Translation by Norman R. Shapiro in Flores 1962, 155-56. 

Loll9 (Wilk. 145). Lol2, 119, and 169 all have the same refrain, which is the same as the 
first line of R.l441, Puis qu' il m' estuet de ma dame partir (Roques 1982, 158-60, 
supplying corrected editions of the ballades). See Roques (1982, 161 n. 6) for some 
relationships among individual lines ofLoll9, 121, 149, 169. 

Lol21 (Wilk. 86). Lol21 and 141 begin alike. Strophe 3 of Lol21 and 127 are almost 
equivalent (Wilkins 1972, 173 nn. 86 and 93). See Roques (1982, 161 n. 6) for some 
relationships among individual lines ofLoll9, 121, 149. 

Lol22 (Wilk. 260). Poirion (1965, 435 n. 27) emends Chichmaref's reading of the refrain to 
"crier a larme," although he earlier quotes the old reading ( 1965, 262 n. 66). 
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Lol25 (Willc. 235). Translation by Nonnan R. Shapiro in Flores 1962, 154-55. 

Lol27 (Wilk. 93). Strophe 3 of Lol21 and 127 are almost equivalent (Wilkins 1972, 173 nn. 
86 and 93). Poirion (1965, 434) indicates that Machaut had to rewrite the third strophe of 
Lol27 and notes a fault in the rhymes, unaware of the relationship to Lol21; see 
Chichmaref (1909, 123) for the variant third strophe in MS E. 

Lol29-30 (Wilk. 141, 31). A group of two ballades on the theme of distance between lover 
and lady (Wilkins 1972, 16). The first line of Lo 13 provides the refrain of Lol4 and the 
refrain of Lol29 (Wilkins 1972, IS, 16). There is also a line in common between Lol29 
and Lo70 (Wilkins 1972, 175 n. 141). 

Lo 131 (Wilk. 20). Feminine voice. Guthric (1991, 87) discusses poetic stress. 

Lol32 (Wilk. 50). Only MSC gives the same refrain as Lol29, Dame, comment que vous 
soie lonteins. Wimsatt (1978, 81-82) notes the influence of Lol32 on Chaucer's Merciles 
Beaute, and provides an emendation based on an earlier text tradition. Partial translation in 
L. W. J ohnson 1990, 251. 

Lol35-39 (Wilk. 188, 206, 12, 34, 49). Five ballades fonn a group: Lol36--38 use as their 
refrain the first line of strophes I, 2, and 3 of Lol35 respectively, while the refrain of 
Lol39 uses the penultimate line of strophe 3 of Lol35. In addition, all five works play on 
the word "chiere" in their first lines. Wilkins (1972, 177 n. 188; 1984, 162-63) suggests 
that this procedure, similar to the motel ente, inspired the formal experiments in the 
rondeau-ballades inserted into the Tresor Amoureux. One also wonders if this technique is 
related to Machaut's term balade entee, mentioned in the Prologue (see chap. 5 n. 45). 
Lol39 is a Balade de merci (rubric in MS J). Lol391. 8 is the same as Lol44 I. 17, see 
Wilkins 1972, 172 n. 49. 

Lol40 (Willc. 21). Guthrie (1991, 87) discusses poetic stress. Set to music by Anthonello da 
Caserta (ed. Ape! 1950, 31 *-32* no. 23; 1970-72, 1:5--{}-no. 4; Wilkins 1972, 167-70; G. 
Greene 1981-89, 20:7-10 no. 3; facs. of MS Pn 6771 [63] in Ape! 1953, 421 no. 86). 

Lol41 (Wilk. 87). Lol41 and 121 begin alike. 

Lol42 (Wilk. 48). See Roques (1982, 161 n. 6) for relationships among individual lines of 
Lol42, 144, 147, 163. 

Lol44 (Wilk. 39). See Roques (1982, 161 n. 6) for relationships among individual lines of 
Lol42, 144, 147, 163; see also Lol39 (Wilkins 1972, 172 n. 39). 

Lol46--47 (Wilk. 91, !58). A group of two ballades on the theme of a lover dying of grief 
(Wilkins 1972, 16). See Roques (1982, 161 n. 6) for relationships among individual lines 
ofLol42, 144,147, and 163, and between Lol47 and 149. 

Lol48 (Wilk. 264=R4=VD31). The lyric following this one in the Voir Dit (VD32) is a 
rondeau in direct imitation of Lo 148, supposedly composed by Peronne. See the comments 
on Sans cuer, dolens (R4) in chap. 7.3. 

Lo149 (Wilk. 68). See Roques (1982, 161 n. 6) for relationships among individual lines of 
Loll9, 12l,and 149; betweenLol49and 147;andbetweenLol49and liS. 

Lo !52 (Wilk. 126). The refrain of Lo !52 is the same as the first line of Lo91 (Roques 1982, 
!58 n. 5). 

Lol53, 155, !58 (Wilk. 165, 72, 108). A group of three ballades on the theme of loyalty 
(Poirion 1965, 204). The ballade Lo !53 begins the same as the rondeau Lo208. 

Lol56 (Wilk. 133). The first line was taken up in several ballades of Deschamps (Poirion 
1965, 559 and n. 60). 

Lol58 (Wilk. 108). See comments on Lol53. 

Lol61 (Wilk. 95=VD49). Sonnemann (1969, 153-56) discusses some interesting problems 
concerning the reuse of this ballade in the Voir Dit. Brief mention in Cerquiglini 1985b, 
39. 

Lol62 (Wilk. 181). A ballade with a similar incipit is in MS Pa [50], no. 71 (Wimsau 1982, 
94). 

Lol63 (Wilk. 226). Translation by Norman R. Shapiro in Flores 1962, !56. See Roques 
(1982, 161 n. 6) for relationships among individual lines ofLol42, 144, 147, and 163. 
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Lol64 (Wilk. 210). Planche (1990b, 357) studies the use of the term "eur." 

Lol65-77 (Wilk. 160,65, 101,221,27, 198, 104,64, 78, 142, 110=Bl4, 140, 14=Bl9). 
Poirion (1965, 521 n. 45) notes that the motive of "coeur" (heart) is important in this 
group of twelve ballades and one rondeau. See the following comments on some individual 
works in this series. 

Lol65--{)6 (Wilk. 160, 65). The two ballades Lol65--{)6 are grouped by a theme of "adieu" 
(Poirion 1965, 550 n. 13). A number riddle in Lol65 yields the name "Jehanne" (Hoepffner 
1906, 409; the solution of Monod (1903)-Marie-is erroneous); cf. also Lo212 and the 
comments on Cinc, un (R6) in chap. 7.3. See the comments above on the series Lol65-77. 

Lol67 (Wilk. 101). See the comments above on the series Lol65-77. 

Loi68 (Wilk. 221). Same incipit as Lo!OO. See the comments above on the series Lol65-77. 

Lol69 (Wilk. 27). Feminine voice. Lol2, 119, and 169 all have the same refrain, which is 
the same as the first line of R.l441, Puis qu' il m' estuet de madame partir (Roques 1982, 
!58-{)!, supplying corrected editions of the ballades). See the comments above on the series 
Lol65-77. 

Lol70-72 (Wilk. 198, 104, 64). See the comments above on the series Lol65-77. 

Lol73 (Wilk. 78). Poirion (1965, 495) briefly discusses the image of the fountain; translation 
of strophe I in Kelly 1978,47-48. See the comments above on the series Lol65-77. 

Lol74 (Wilk. 142). Compare the opening of Ne pensez pas (B 10). See the comments above 
on the series Lo 165-77. 

Lo 175 (Wilk. 110=B 14 with slightly different incipit). Feminine voice. Wimsatt ( 1976, 289-
90) notes influence on Chaucer's Troilus. See the comments above on the series Lol65-77 
and the comments on Je ne cuit (Bl4) in chap. 7.3. 

Lol76 (Wilk. 140). See the comments above on the series Lol65-77. Hassell (1982, no. 
067) indexes a proverb. Read on Club National du Disque CND9 (chap. 8.8). 

Lol77 (Wilk. 14=Bl9). On the metrics, see Wilkins 1972, 172 n. 14. See the comments 
above on the series Lol65-77 and the comments on Amours me fait (Bi9) in chap. 7.3. 

Lol79-80 (Wilk. 124=VD29, 127=VD30). Two ballades discussed by Cerquiglini (1985b, 
34-37). Both were supposedly improvised in the context of the Voir Dit (cf. Poirion 1965, 
201; Wilkins 1972, 174-75 nn. 124 and 127). Lol80 is further mentioned by Poirion 
(1965, 524); see also chap. 5 n. 85. 

Lol81 (Wilk. 190). Feminine voice. 

Loi86 (Wilk. 191). There are interesting textual problems in this ballade; see Wilkins 1972, 
177 n. 191. 

Lol87 (Wilk. 53). See Luttrell (1978, 290 n. 9) on the phrase "dous dangier." 
Loi88-89 (Wilk. 96=B22, 238). A ballade and a rondeau on Fortune (Patch 1927, 75 n. 3, 

96n.; Wilkins 1972, 16; Calin 1974, 244; Wimsatt 1979, 131 n. 28). See comments on 1/ 
m' est avis (B22) in chap. 7.3. 

Lol90 (Wilk. 119). Lol90 influenced Chaucer's Merchant's Tale (Wimsatt 1979, 124, with 
partial translation). Brief mention in Wimsatt 1991 b, 93. 

Lo 192 (Wilk. 152). A ballade discussed by Cerquiglini (1985b, 79 n. 52). Has sell (1982, no. 
C347) indexes a proverb that appears in strophe I and in the refrain. 

Lo 193 (Wilk. 97). Wilkins (1972, 174 n. 97) notes the unusually bitter mood of this ballade. 

Lol94 (Wilk. 100=VD48). Poirion (1965, 215) notes a resemblance to Froissart's rondeau 1/ 
n' est deduis, esbatemens, ne joie (ed. Me Gregor 1975, 262 no. 32; Baudouin 1978, 68--{59 
no. 32). Sonnemann (1969, 153-56) discusses some interesting problems concerning the 
reuse of this ballade in the Voir Dit. 

Lol95 (Wilk. 45=B23). See comments on De Fortune (B23) in chap. 7.3. Hassell (1982, no. 
R85) indexes a proverb. 

Lol96 (Wilk. 204). Wimsatt (199la, 136-40) provides complete translation and analysis; he 
also notes influence on Chaucer's Complaint of Mars (1978, 75) and To Rosemounde 
(1978, 76--77; 199la, 143-44; 199lb, 22-25 [with translation of strophe!]). 
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Lo 198 (Wilk. 180). Feminine voice. 
Lol99 (Wilk. ll=VDSO). Feminine voice. Related to a passage in Fonteinne (Hoepffner 

1908-21, 3:262, note to I. 2319). 
Lo202 (Wilk. 20 I). On the characterization of Fortune, see Patch 1927, 96n. 

Lo203 (Wilk. IIS=B28). See comments on le puis trop (B28) in chap. 7.3. 
Lo204 (Wilk. 69=B27, with different word order in the first line). Poirion (1965, 497) notes 

the strong image of the viper and scorpion. See the comments on Une vipere (B27) in chap. 
7.3. 

Lo206--8 (Wilk 259, 268, 250). A group of three rondeaux on the theme of the lady's 
infidelity (Wilkins 1972, 16). The rondeau Lo208 begins the same as the ballade Lo 153. 

Lo209 (Wilk. 113). Refrain related to a passage in Fonteinne (Hoepffner 1908-21, 3:258, 
note to ll. 1487-88). 

Lo210 (Wilk. 46). Wilkins (1972, 172 n. 46) notes a textual relationship to a ballade of 
Filippotto da Caserta, De ma dolour ne puis trouver confort (see chap. 2.4). See also note to 
Lol!O. 

Lo212 (Wilk. 8). Balade de Bon Espoir (rubric in MS J). A number riddle in strophe 3 gives 
NEEAHJ (i.e., Jehane; seeP. Paris 1875, xx; Hoepffner 1906, 409; 1908-21, l:xli n. 2, 
3:261, note to I. 2207; Chichmaref 1909, 191 n. 16); compare Lol65 and the discussion of 
Cinc, un (R6) in chap. 7.3. Composed for the marriage of John of Berry and Jehanne 
d'Armagnac in 1360 (Machabey 1955b, 1:89; Poirion 1965, 195). 

Lo213 (Wilk. 109). Translation by Jacques LeClercq in Flores 1962, 154. Briefly discussed by 
Poirion (1965, 381). Similar to Pierre des Molins's popular ballade De ce quefolz pense 
(Reaney 1958b, 41; ed. Ape! 1970-72, 1:159--{)1 no. 84; G. Greene 1981-89, 19:127-29 
no. 87a). The first line of strophe 3 of Lo213 is the same as the fifth line of strophe 3 of Se 
pour ce muir (B36) (Diimling 1970, IS) but is not found in Lo248, otherwise identical to 
B36. Wilkins (1972, 174 n. 109) remarks on the bitter tone, recalling Lo253. See the 
literary analysis in Marks (1984, 109-11), and LW. Johnson (1979, 22-23; 1990, SO-SI 
with translation of strophe 3), especially on the theme of Fortune. Hassell (1982, no. Fl25) 
indexes a proverb. 

Lo215 (Wilk. 88). Wilkins (1972, 173 n. 88) notes a relationship to De toutes flours (B31 ). 
Lo216 (Wilk. 175). A motif in Charles d 'Orleans may derive from this ballade (Poirion 1965, 

278 n. 35). Lyrical insertion no. 11 in the Roman de Cardenois (only I. I cited, but room 
left for the rest; ed. Cocco 1975, 186--87). Possible influence on a ballade by the Catalan 
poet Andreu Febrer (Holzbacher 1983-84, 188-89; ed. Riquer 1951, 53). 

Lo218 (Wilk. 154). German translation in Suchier/Birch Hirschfeld 1900, 238 (=1913 ed., 
245). Related to a passage in Fonteinne (Hoepffner 1908-21,3:262, note to 11. 2508-10). 

Lo219 (Wilk. 130). Related to a line in Fonteinne (Hoepffner 1908-21, 3:262, note to I. 
2335). Brief mention in Wimsatt 199lb, 93. 

Lo220 (Wilk. 9). Feminine voice. Lyrical insertion no. 10 in the Roman de Cardenois (ed. 
Cocco 1975, 179). 

Lo223-26 (Wilk. 114, 215, 209, 231). These two ballades and two rondeaux are lacking in 
VgBD, but they may already have been composed by period of the redaction of Vg 
(Wilkins 1972, 13). Lo223 is on the widespread theme of congiC d'amour, see Poirion 
1965, 567 n. 91. Deschamps recalled Lo223 in his ballade of deploration, Armes, Amour. 
Wimsatt notes its influence on Chaucer's Troilus (1976, 293 n. 12) and Complaint unto 
Pity (1978, 81) see also brief mention in Wimsatt 1991 b, 93. Feminine voice in Lo224. 
Wilkins (1972, 177 n. 209) notes that the refrains of LoS, Lo225, and De toutes flours 
(B31) are similar, and that the beginning of Lo225 I. 23 is the same as Ne quier (B34), I. 
13. There is a partial translation ofLo225 in Kelly 1978, 104; Zeeman (1991, 226) relates 
Lo225 to the Voir Dit; Wimsatt (1976, 289) notes influence on Chaucer's Troilus; see also 
the brief mention in Poirion 1965, SS! n. 22. Lo226 translation by Norman R. Shapiro in 
Flores 1962, 155. 

Lo227 (Wilk. 13=VD6). On the theme of Fortune, see Patch (1927, 92 n. I) and especially 
LW. Johnson (1979, 19-22; 1990,47-50, with complete translation). 
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Lo228 (Wilk. 24) Wimsatt notes the influence of Lo228 on Chaucer's Anelida and Arcite 
(1978, 70) and Troilus (1976, 286; 199Ib, 157-58). Hassell (1982, no. M246) indexes a 
proverb. 

Lo229 (Wilk. I62=B32=VDS). Related to Deschamps's deploration for Machaut (Wilkins 
1972, 175-76 n. 162). See the comments on Plourez, dames (B32) and Deschamps's 
deploration in chap. 7.3 and 7.4. 

Lo230 (Wilk. 73). Wilkins (1972, 173 n. 73) considers MSS AG to be in error in grouping 
this ballade among the complaintes. See chap. 6.5. 

Lo23I (Wilk. 187). Also ed. Woledge (1961, 224-25). P. Paris (1875, 407-8) places the 
composition of this ballade after the marriage of Peronne, the "Toute Belle" of the Voir Dit; 
cf. also Wilkins 1972, 176--77 n. 187; Imbs 1991,93. Partial translation with commentary 
in Kelly 1978, 128. 

Lo232 (Wilk. !43=B33=VDI6). See the comments on Nes qu' on (B33) in chap. 7.3. 

Lo233 (Wilk. 282). Octosyllabic rhyming couplets, 12 lines; Iabeled Aucun dit notable in 
MS M; Rondel in MS G. This short non-lyric work is on the virtues of saying and doing 
the wise thing. See Cerquiglini 1988b, 47. 

Lo234 (Wilk. 219=RIS). Discussed in Wilkins 1983b, 262; quoted in Deschamps' Art de 
Dictier (see chap. 2.l.Im). See the comments on Certes, mon oueil (RIS) in chap. 7.3. 
Hassell (I 982, no. AI 0) indexes a proverb. 

Lo235 (Wilk. 233=R20). Briefly mentioned by Poirion (I 965, 69). See the comments on 
Douce dame, tant (R20) in chap. 7.3. 

Lo237 (Wilk. 254). Modern French translation in Cerquiglini/Berthelot 1987, 120-21. 
Poirion (1965, 325 n. 21) notes similar rondeau in a Wolfenbiittel manuscript. Briefly 
mentioned by Guiette (1960, 29) and Cerquiglini (1988b, 51, 53). 

Lo241 (Wilk. 269). See the comments in chap. 5.10 ("related Machaut works," item i) on the 
relation of this work to Confort. 

Lo243 (Wilk. 16). On the characterization of Fortune, see Patch 1927,91 n. I. 

Lo24 7 (Wilk. 27 I). The refrain of the rondeau Lo24 7 is the same as the refrain of the rondeau 
Lo68. Translation by Norman R. Shapiro in Flores 1962, 152-53; German translation in 
Suchier/Birch-Hirschfeld 1900,237 (=1913 ed., 244). 

Lo248 (Wilk. 193=B36=VD61). On color, see the comments on Lo272 below. The fifth line 
of strophe 3 of Se pour ce muir (B36) is the same as the first line of strophe 3 of Lo213 
(Domling 1970, IS) but is not found in Lo248, otherwise identical to B36. Wilkins (1989, 
334-35) notes a related ballade in MS I [40], fol. 19r, En lieu de bleu qui porte /a figure. 
Sec further the comments on Se pour ce muir (B36) in chap. 7.3. 

Lo249 (Wilk. 70) Wimsatt notes influence on Chaucer's Complaynt d' Amours (1978, 71) and 
Merciles Beaute (1978, 81-82; 199lb, 313 n. 14). 

Lo250 (Wilk. 137). Discussed by Wilkins (1972, 13, IS), and by Cerquiglini (1985b, 196 n. 
30). Lo250 specifically mentions "monseigneur de Loupy" (cf. Hoepffner 1908-21, I:xl). 
See the discussion above, chap. I.Ilc. 

Lo252 (Wilk. 168). Wimsatt (1978, 82-83) notes the influence of Lo252 on Chaucer's 
Merciles Beaute and on his Envoy to Scogan. A complete translation is provided in 
Wimsatt 199Ib, 93-95, with discussion of the influence of Lo252 on Chaucer's Against 
Women U nconstant. Hassell (I 982, no. LSS) indexes a proverb. 

Lo253 (Wilk. 63). A curse on the month of March, the cause of gout in Machaut's foot. 
Wilkins (I 972, 173 n. 63) remarks that this work may have inspired Deschamps's 
humorous treatments of his own maladies and compares the bitter tone of Lo213 and Lo253 
(1972, 174 n. 109). Discussion in J.A. Nelson 1982-83 (Lo253 based on Job 3:1-10); 
mentioned in Huot 1994, 224. Also ed. Wilkins I969a, 23 no. 13 (notes, p. 124); German 
translation of strophe I in Suchier/Birch-Hirschfeld 1900, 237 (=1913 ed., 244); modem 
French translation in Cerquiglini/Berthelot 1987, 119-20. 
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Lo254 (Wilk. 1). Feminine voice (cf. L.W. Johnson 1979, 18; 1990, 45-46, with translation 
of strophe 4). Complete translation in Wimsatt 199lb, 90-92 (partial translation in Kelly 
1978, 6). Wiikins (1972, 171 n. I) notes a relationship between Lo254 I. 52 and the 
opening of Plus dure (V31/28). Wimsatt (1978, 67-70; 199Ib, 90-93, 124-25) notes 
influence on Chaucer's A Complaint to His Lady and Anelida and Arcite. This chant royal 
has a two-line refrain that recalls the first line of ballade no. 14 in Jean de le Mote's Regret 
Guillaume (Hoepffner 19II, 163, 164; Wilkins 1983a, 194; Wimsatt 199Ib, 61--63, with 
ed. and translation). On the use of a refrain in this chant royal, see Poirion 1965, 372; 
Wimsatt 199Ib, 92. Wimsatt (199Ib, 347 n. 10) suggests that Lo254 could have been 
destined for a puy at Valenciennes, or at some other town in Jean de le Mote's home 
province. Hassell (1982, no. 067) indexes a proverb. 

Lo258 (Wilk. I38=B39). See the comments on Mes esperis (B39) in chap. 7.3 
Lo260 (Wilk. 257). Similar to Lo269 (Ludwig 1926--54, 1:69, note to R21). Discussed in 

Sonnemann 1969, 119. Hassell (I 982, no. NI4) indexes a proverb. 
Lo262 (Wilk. 263). Hassell (I 982, nos. S87, V35) indexes proverbs. 

Lo263 (Wilk. 196). Also ed. Woledge (I 961, 225-26). Feminine voice. Cerquigiini (I 985b, 
109 n. 4) notes that I. 19 is related to the refrain of Loll and letter 10 of the Voir Dit. On 
the characterization of Fortune, see Patch 1927, 91 n. I. Has sell (I 982, no. A 126) indexes a 
proverb. 

Lo264 (Wilk. ISO). Wilkins (I 972, IS, 175 n. ISO; 1984, 157-58) tentatively relates this 
ballade to the Siege of Reims. Strophe 3 quoted in Patch 1923, 23 n. 91. 

Lo266 (Wilk. I 02). Also ed. and translation by Woledge (I 961, 222-23). 
Lo267 (Wilk. 56). Partial translation in Wimsatt 199Ib, 138-39. 
Lo269 (Wilk. 258=R21). Similar to Lo260 (Ludwig 1926--54, 1:69, note to R21). See the 

comments on Quantje ne voy (R21) in chap. 7.3. 
Lo270 (Wilk. 164). A related rondeau attributed to Wenceslas of Brabant is in Froissart's 

Meliador (ll. 2148-57). Lo270 is related to the ballade inserted into the virelai section in 
MSS Vg and B, Amis. sans toy tout m'anoie (ed. Chichmaref 1909, 2:632-33; Wilkins 
1972, 52 no. I 0). 

Lo271 (Wilk. 62). Discussed by Poirion (1965, 594) and Wilkins (1972, IS, 172-73 n. 62). 
Lo272 (Wilk. 176). Feminine voice. Also ed. Wilkins 1969a, 24 no. 14 (notes, p. 124). 

Translation of strophe I in Wimsatt 199Ib, 103-4. On the color symbolism in this work, 
see Hoepffner 1908-21, 3:256 n. to I. 905 of Fonteinne; Schilperoort 1936, 74-75; 
Wimsatt 1970, IS; Zumthor 1972, 273-74 (=En g. ed., 219-20); Kelly 1978, 287 n. 39; 
Fourrier 1979, 57-59; Cerquigiini 1985b, 169. Wimsatt notes the influence of this ballade 
on the color symbolism in Chaucer's Anelida and Arcite (I 978, 70), as well as in Against 
Women Unconstant and the Squire's Tale (199Ib, 315 n. 40). Hassell (1982, nos. BII2, 
J8, V75) indexes proverbs. For more on color, see chap. 5.13, art historical discussion. 

5. The complaintes 
For a discussion of the complainte, including themes and formal aspects of the 
genre, see Grober/Hofer 1933, 26; Lote 1949-51, 1/2:305-7; Poirion 1965, 
406-9, 415-18; Ruhe 1975; Liihmann 1978, 40-41; Cerquiglini 1985b, 100 n. 
27 (on feminine voice); Dembowski 1987, 100 n. 18; Deschaux 1988, esp. 77-
85; and Ferrand 1988. Maekawa (1985, 70--71) discusses the question of the 
degree of separation of this section in the manuscripts. On the influence of 
Machaut's complaintes on Chaucer, see Davenport 1988, 6-7, 29; and Wimsatt 
1991b, 29, 110--11. 
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Table 6.9 Complaintes: Concordances34 

poem 

I Amours, tu m' as tant este dure I I 221 221 173 110 I 
73 230 En /' onneur de ma douce amour (ballade) II II 222 222 178 146 

II De us choses sont qui me font a mart ire Ill 230 236 232 183 106 
Ill A toi, Hanri, dous amis, me complain N Ill 223 223 174 
N Quant Ecuba vitla destruction V N 226 226 176 II 
V Mes dous amis, a vous me vueil (VD15) VI V 227 227 175 Ill 

VI M on cuer, m' amour, madame souvereinne VII VI 247 242 177 112 
VII Sire, a vousfais ceste clamour VIII VII 261 

VIII Tu qui vues avoir mon cheval IX VIII 
IX Je me plein de ce/ui qui en ce/ier converse X 
X J' av, pass et a nlus de .x. ans XI 

Remede Te/s rit au main qui au soir pleure RF2 (see chap. 7.3) 
Fonteinne Douce dame, vueilliez oi"r la vois chap. 5.11 
Voir Dit Mes do us amis a vous me veuil-je plaindre VD15 (see chap. 5.13 table 5.3) 

" Do us amis, que t' ay-je meffait? VD53 (see chap. 5.13 table 5.3) 
" Dame en qui i' ay mis toute m' esperance VD55 (see chap. 5.13 table 5.3) 

Note: Mes dous amis (Cp5) also appears in the MSS Mn [43] and Be [55]; 
I. 1 of M on cuer, m' amour (Cp6) also appears in MS Mn [ 43]. 
A toi, Hanri, dous amis, me complain (complainte Cp3) 
FORM. Decasyllabic rhyming couplets, 58 lines. 
MANUSCRIPTS. 

[3] V g fols. 32v-33r 
[4] B fols. 32v (49v)-33r (50r) 
[5] A fols. 216v-217r 
[6] G fol. 69r 

[7] E 
[10] M 
[11] D 

fols. 13v35 
fols. !99v-200r 
fols. 40v-4lr 

EDmONS. Tarbe 1849, 89-90 (incomplete); P. Paris 1875, 384-85 (incomplete); Chichmaref 
1909, 1:251-53. 

TRANSLATION. Cerquiglini/Berthelot 1987, 113-15; Wimsatt !99lb, 79-82. 
DATE. (I) ea. 1340 (P. Paris 1875, 383 n. iii; Chichmaref 1909, l:xxxiv-xxxix; 

Markstrom 1989, 33-34). The thirtieths (a kind of tax) mentioned in 11. 19-20 were first 
levied in 1351 (Samaran/Mollat 1905, 17), making the 1340 date impossible. 
(2) ea. 1358 (TarbC 1849, vii, xxviii, 89). 
(3) 1359 (Hoepffner 1908-21, l:xxiii n. I; Machabey 1955b, 1:44, 51-52; Wimsatt !99lb, 
312 n. 3). Machabey's argument concerning Machaut's horse is absurd; see chap. 1.7.la. 
(4) ea. 1360 (R. Cazelles 1982,445, since 11. 19-20 indicate he has paid thirtieths for eight 
years). With the return of King John in 1360, the currency in France remained stable for the 
next twenty-five years (Henneman 1976, 117-18; R. Cazelles 1982, 418). 

The manuscript transmission confirms a date in the late 13 50s or early 1360s. The 
reference in 11. 27-28 concerning the king of England (see below) would suggest that the 
Siege of Reims (winter 1359-60) had not yet occurred (cf. chap. 1.13). 

BIOGRAPHY. Cp3 is one of Machaut's most-discussed works, owing to the many apparent 
historical references in its fifty-eight lines (see the analysis in Wimsatt 199 I b, 78-82). 
Below, the work will be considered line-by-line in order to treat speculations concerning 
each reference separately. Several of the references seem to refer to Machaut's central 
complaint, that even though he is an important official of the church, his rights in the 

34 Roman numerals in the "Lo" column give the number in the section of complaintes in 
Chichmaref 1909, 1:241-{59; the ballade Lo230 is edited with the poems of the Loange 
(Chichmaref 1909, I :207). Numerals in the manuscript columns give the serial order of 
works; Roman numerals indicate a separate section of complaintes; Arabic numerals 
indicate the serial order within a given manuscript's Loange section (as in table 6.7). 

35 Complainte de Guillaume Machaut. 
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present circumstances are worth little. Desportes (1979, 301) discusses the participation of 
churchmen in payments for the fortification of Reims and their service as watchmen. 
I. I: address to "Hanri." Perhaps Henry served as the messenger of the Voir Dit (Chichmaref 

1909, I:lvii n. I; seeP. Paris 1875, iv, 195, 268, 282, 314, 383 n. iii, and 401 n. Ixxii; 
Hanf 1898, 155-56; Eichelberg 1935, IIS-16; see also Bade! 1985, 552). P. Paris (1875, 
383-86) incorrectly linked Cp3 with a pair of documents from Reims that mention 
Machaut in connection with "H. li Large" (see chap. 1.7.la). 

II. 2-{5: Machaut is without his horse, and without Esmeraude, Beile and Lancelot. The 
names have been interpreted as names of hunting dogs. Hunting is not a suitable pastime 
for a cleric (Cerquiglini 1985b, 271 s.v. "chasse"), though Machaut as narrator hunts in 
the Jugement Navarre and in the Voir Dit. 

I. 8: Machaut brought to his knees by his enemies. 
ll. 9-I 2: Machaut made a slave; he has to be on the walls of the city and wear a coat of 

mail. The clergy had been forced to give money for building fortifications in 1339; work 
was broken off in 1340 and not taken up again until 1346 (Desportes 1979, 541). 

I. 13: otherwise he would have to leave Reims. 
Il. 14-17: also unpleasant are the maletoste, the subsides, the gabelle, and the weak 

currency. Maletoste is a pejorative term for taxes, used in the mid-fourteenth century in 
northern France (Henneman 1971, 4). The gabelle, or salt tax, had been introduced in 
1341, collected until 1346-47, and reintroduced in 1358. It became permanent in 1360 
(Henneman 1976, IS, 91, I 19). For the coiiection at Reims in early 1359, see Henneman 
I 976, 97. Revaluations of the currency hit the clergy hard in the I 350s. Since the income 
of the clergy was set in the money of account, it lost value against the money in circu­
lation (R. Cazeiles 1982, 18-22, esp. p. 19, with documents from Reims). The devalu­
ation closest to the apparent time of Cp3 was 14 January 1358 (R. Cazelles 1982, 301). 
For further literary mentions of the revaluations of the currency, see Cerquiglini I985b, 
161-{52. Note that the narrator had counseiied Charles of Navarre in the Confort (Il. 
3789-818) to keep tabs on tax collectors and to punish their excesses. 

I. 18: the visitation by the pope. 
II. I 9-20: Mac ha ut has had to pay trentismes [thirtieths] for eight years, and without delay 

three tenths for the king. Machaut's specific mention of money "for the king" must refer 
to the ransom of King John. Money had to be raised quickly and both nobles and clergy 
had to contribute (Delachenal 1909-31, 2:220-23). Pope Innocent VI had authorized two 
tenths on the French clergy, first payable on I November 1358 (Henneman 1976, 86). 
After several letters from King John li in London, Reims raised 20,000 ecus, thanks to 
large loans made by the secular clergy and religious orders (Delachenal I 909-3 I, 2:229-
31; Henneman 1976, 113--14,228 n. 141). Perhaps the third tenth mentioned by Machaut 
was that ordered by the Estates General in Aprii/May 1358 (Henneman 1976, 71-73). On 
27 February 1363, the thirtieths were revoked in Reims (Samaran/Mollat 1905, 18), and 
the tenths reduced by half (1905, 21). 

ll. 23-24: Machaut would rather be a swineherd than to see himself skinned alive. The 
rhyme porchier:escorchier recalls a rondeau in the Roman de Fauvel (F:Pn 146, Porchier 
mieus estre ameroie; ed. Rosenberg!fischler 1991, 44 no. 16). Cf. also Gauvard (1982, 
28), on Con[ort 11. 3817-18. 

ll. 25-26: the church has been destroyed to the point that its franchise [tax exemption?] is 
worthless. As a secretary of John of Luxembourg, Machaut may have expected a tax 
exemption; cf. chap. 1.6.3. 

ll. 27-28: and the king of England is coming to get the rest of his goods. A reference to the 
Siege of Reims, which seemingly has not yet happened. 

11. 28-29: he is ill and has little money, nor do his brothers, perhaps a reference to his 
fellow canons (Wimsatt 199Ib, 81). 

Il. 31-33: further, he is forgotten by his patron ("earthy god"). Perhaps a reference to 
Charles of Navarre, who would be dunned for payment for the Confort in the complainte 
Sire, a vous (Cp7), according to the most recent interpretations of that work (see chap. 
1.10.2b and chap. 1.12.2; for another view, see chap. 1.10.2a). 

II. 34-38: with his one eye, he can see that at a king's court everyone must fend for 
himself, for nobody cares about his problems. On the "borgne oeil" theme, cf. 
Cerquiglini 1984, 486-87; 1985a, 28; 1985b, I 12. 
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11. 39--40: he loves the flower of all creation, but fears she doesn't love him, perhaps a 
reference to a patroness (Wimsatt 1991 b, 82). 

11. 41--42: Fortune is hard on him. 
11. 43-50: therefore he will go live in exile in the Empire, since priest or lay, all are in the 

hands of the common people. He would rather have freedom (franchise) and little means 
than be very rich and in servitude. Again, this appears to be a reference to the severe 
exactions that the city required of the clergy (cf. Gauvard 1982, 29 n. 28; Imbs 1991, 
191, 196). 

11. 51-58: adieu to Henry; Machaut will go into exile and never make another song or lai. 

LINKS TO OTHER MACHAUT WORKS. Chichmaref (1909, l:lx-lxi) links the complaints in 
Cp3 with the narrator's complaint to the "Roi qui ne ment" in the Voir Dit (11. 5176-233, 
ed. P. Paris 1875, 222-24), with references also to Christe I Veni (M21) and Tu qui gregem 
I Plange (M22). 

TEXTUAL LEGACY (France). Froissart, Dit dou Florin (Wimsatt 1991 b, 206--9; Calin 1994, 
404-5). Perhaps the reference to Machaut in the Latin letter of Jean Lebegue of ea. 1395 
recalls Cp3 (see chap. 2.Ie). 

TEXTUAL LEGACY (England). Chaucer, Complaint to His Purse (Wimsatt 199lb, 79, 82, 
113, 206--9; Calin 1994, 404-5). 

Amours, tu m'as tant este dure (complainte Cpl) 
FORM. Thirty-two eight-line strophes (256 ll.), concatenated in the pattern: 

aaabaaab 1bbbcbbbc 1 c ( 1. • ·· h )36Eah ed. 
8884 8884 8884 8884 8 

... ,etc. mascumeortemmmer ymes. c succe mg 

strophe introduces a new rhyme, for a total of thirty-three different rhyming syllables. 

MANUSCRIPTS. 
[3] V g fols. 3!r-32v 
[4] B fols. 3lr (new 48r}-32v 
[5] A fols. 214v-216v 
[6] G fols. 67v--{)8v 

[50] Pa fols. 35r-37r 

[7] E 
[10] M 
[11] D 
[18] Pm 

FACSIMILE (refer to chap. 4.4q). Miniature 02. 
EomoN. Chichmaref 1909, 1:241--49 no. I. 

fols. 13r-13v Complainte d' amant 
fols. 198r-199v 
fols. 38v--40v 
fols. 211 v-213r 

TRANSLATION. Phillips 1982, 185 (beginning); Wimsatt 199lb, !11-12 (strophes 1-2). 

DATE. Based on the manuscript transmission, probably late 1350s or early 1360s. 

TEXTUAL LEGACY (France). Oton de Granson, Lay de Plour in the Livre Messire Ode (Poirion 
1965,419; ed. Piaget 1941,409-14). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Kittredge 1915c, 2-3; Phillips 
1982, 142 n. to 11. 16-21, 185; Wimsatt 1968, 156; 199lb, 111-13); Complaint to His 
Lady (Wimsatt 1991 b, 111-13). 

Deus choses sont qui me font a martire (complainte Cp2) 
FORM. Decasyllabic rhyming couplets, 37 lines (last three lines are on the same rhyme). 

MANUSCRIPTS. 
[3] V g fol. 34v Balade [7] E fol. 15r Balade 
[4] B fol. 34v (51 v) [10] M fol. 202r Chanson 
[5] A fols. 208v-209r Balade [I!] D fols. 42v--43r L' envoy31 

[6] G fol. 68v [50] Pa fols. 34r-34v Balade 
EDffiONS. Tarbe 1856, 36; P. Paris 1875,406--7 n. xciv; Chichmaref 1909, 1:249-50 no. 2; 

Wilkins 1972, 176-77 n. 187. 

DATE. Based on the manuscript transmission, probably late 1350s or early 1360s. 

DISCUSSION. Ascribed to Peronne in P. Paris 1875,406--7 n. xciv (see also Wilkins 1972, 
176-77 n. 187; Imbs 1991, 93). Feminine voice (cf. Poirion 1965, 416; Cerquiglini 
1985b, I 00 n. 27). 

36 On the form, see chap. 5.4, introduction to Jugement Behaingne. 
3? Attached to the ballade Plorez, dames (B32), which has only two strophes. 
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En l'onneur de ma douce amour (complainte [ballade] Lo230) 
Refrain. Mais s 'illeur plaist, il me plaist bien aussi 

FORM. Ballade; 3 strophes:~~~~ ~ 1~ 1~ 1~ a:-our, b:-ent, c:-er, d:-i 

MANUSCRIPTS. 
[3] V g fol. 32v Balade [7] E fol. 14v Ba/ade 
[4] B fol. 32v (new 49v) Balade [10] M fol. 199v 
[5] A fol. 216v [11] D fol. 40v Ba/ade 
[6] G fol. 68v [50] Pa fol. 48v Ba/ade 
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EDITIONS. Chichmaref 1909, 1:207 (printed as Lo230, although both MSS A and F-G place 
it in the separate section of comp/aintes); Wilkins 1972, 68 no. 73. 

DATE. Based on the manuscript transmission, probably late 1350s or early 1360s. 

]'ay, pass et a plus de .x. ans (complainte Cp 1 0) 
FORM. Octosyllabic rhyming couplets, 269 lines. 
MANUSCRIPT. 

[6] G fols.7lr-7lv 
EDITION. Chichmaref 1909, 1:267--{;9, as the Dit des Mesdisans. 
DISCUSSION. Schilperoort 1936, 29; Cerquiglini 1985b, 100 n. 27. Feminine voice. 

]e me plein de celui qui en celier converse (complainte Cp9) 
FORM. Duodecasyllabic lines, all on the rhyme -er se (30 lines), with the following three-line 

explicit: "Je n'ay pas fait les .iiii. premiers vers, I Mais j'ay fait le seurplus. I G. de 
Machau" [I didn't write the first four verses, but I wrote the rest. G. de Machaut]. 

MANUSCRIPT. 
[6] G fol. 7lr 

EDITION. Chichmarcf 1909, 1:266. 
DATE. Judging from the manuscript transmission, this is one of Machaut's last works. 
DISCUSSION. Cerquiglini 1985b, 119. 
PROVERB (see Hassell 1982). Q6. 

Mes dous amis, a vous me vueil compleindre (complainte Cp5) 
FORM. Decasyllabic rhyming couplets, 38 lines. 
MANUSCRIPTS. 

[3] V g fols. 33v-34r 
[4] B fol. 33v-34r (new 50v-5lr) 
[5] A fols. 217r-217v 
[6] G fols. 69r-ti9v 
[7] E fols. 13v-14r Comp/ainte de dame 

VD15 AFEPm (chap. 5.13 table 5.3) 

[10] M 
[11] D 
[18] Pm 
[43] Mn 
[55] Be 

fols. 200v-20lr 
fols. 41 v-42r Envoy 
fols. 2 13r-2 13v 
fol. 27r (last 6 ll. only) 
fol. 408r (last 6 ll. only) 

EDITIONS. Tarbe 1856, 9; P. Paris 1875, 56-57 (VD15, attributed to Toute Belle); Chich­
maref 1909, 1:254-55. 

DATE. Early 1360s, based on the manuscript transmission and appearance in the Voir Dit. 
DISCUSSION (literary). Feminine voice (cf. Cerquiglini 1985b, 100 n. 27). Poirion 1965,416 

(motive of complaint repeats like a leitmotif). 
TEXTUAL LEGACY (England). Chaucer, Anelida and Arcite (Shannon 1929, 32-33). 

Mon cuer, m'amour, madame souvereinne (complainte Cp6) 
FORM. 192 lines, composed of twelve 16-line strophes with the pattern: 

aaabaaab bbbabbba . .. 
1010104 1010104 11010104 1010104 (mascultne or femimne rhymes). 

Each succeeding strophe introduces a new rhyme, giving a total of twenty-four different 
rhyming syllables. This is the same strophic form as in Marguerite; it also appears in 
Froissart, Granson, Christine de Pizan, and Chartier; see chap. 5.4, introduction to 
Jugement Behaingne. 
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MANUSCRIITS. 
(3j V g fol. 3Sv-36v [!Oj M 
[41 B fol. 35v (52v) Rondeau38 [I!] D 
[5] A fols. 217r-218v [50] Pa 
[6] G fols. 69v-70v [43] M n 
[7] E fols. 14r-14v Complainte d' amant39 

FACSIMILE (refer to chap. 4.4q). Miniature E5. 
EDmON. Chichmaref 1909, 1:256-61. 
TRANSLATION. Wimsatt 199lb, 98 (strophe 1). 

THE LOANGE DES DAMES 

fols. 203r-204r Rime amoureuse39 

fols. 44r-45v Balade 
fols. 37r-38v 
fol. 27r (1. I only) 

ACROSTIC AND PATRON. MARGVERITE /PIERRE (strophe I); see Poirion 1965, 195 n. 
17; Wimsau 1970, 40--41; Fourrier 1979, 74-75. Written for Pierre de Lusignan and 
addressed to Marguerite ofRanders (Wimsatt 1970, 48-54; 199lb, 33-34, 99). See chap. 
1.16. 

DATE. Based on the manuscript transmission, probably early 1360s. Late spring 1364 
(Wimsau 1970, 48-49); ea. 1366 (Wilkins 1987, 82). 

TEXTUAL LEGACY (France). An anonymous Complainte amoureuse in the MS Pa [50] (no. 
243), M a doulce amour madame souverainne, is related to Machaut's Cp6 (Wimsau 1982, 
120, note to no. 243). 

TEXTUAL LEGACY (England). Chaucer, Complaint of Mars (Wimsatt 1978, 75-76). 
DISCUSSION. Wimsatt 1970, passim; Cerquiglini 1985b, 81 (Marian image). 
PROVERBS (see Hassell 1982). G46; V46. 

Quant Ecuba vit la destruction (complainte Cp4) 
FORM. Decasyllabic rhyming couplets, 37lines. 
MANUSCRIITS. 

[3] V g fol. 33v 
[4] B fol. 33v (50v) 
[5] A fol. 217r 
[6] G fol. 69r 

[7]E 
[10] M 
[!I] D 
[18] Pm 

FACSIMILE (refer to chap. 4.4q). Miniature E4. 
EDmONS. Tarbe 1856, 10; Chichmaref 1909, 1:253-54. 

fol. 14r Complainte de dame 
fol. 200v 
fol. 42v L' envoy4D 
fol.213r 

DATE. Based on the manuscript transmission, probably late 1350s or early 1360s. Poirion 
(1965, 415) states that this is a complainte for the captivity ofJ ohn of Berry. The mention 
in 11. 19-23 of an "am is" [friend] traversing the sea, into a distant country full of enemies, 
suggests the occasion of the departure of the hostages in fulfillment of the treaty of Bretigny 
in October 1360. Perhaps Cp4 is a prelude to the Fonteinne amoureuse. written for John, 
duke of Berry. 

DISCUSSION (literary). Patch 1927, 83 n. 3 (on Fortune). Feminine voice (cf. Poirion 1965, 
416). 

LINKS TO OTHER MACHAUT WORKS. Related to Fonteinne I. I644 (Hoepffner 1908-21, 
3:259). 

PROVERBS (see Hassell I982). B55; Fl25. 

Sire, a vous fais ceste clamour (complainte Cp7) 
FORM. Octosyllabic rhyming couplets, 44 lines. 
MANUSCRIITS. 

[5] A fols. 218v-219r [10] M fol. 206r 
[6] G fol. 70v 

EDmONS. Tarbe 1849, 78-79; Chichmaref 1909, 1:262--{)3; Fourrier 1979,330-31. 
DATE. Cp7 is addressed to a king (11. I and 34); several candidates have been proposed (cf. 

chap. 1.10.2b and chap. 1.12.2): 
a. John of Luxembourg, king of Bohemia (Wilkins 1983b, 258). 

38 Added in a fifteenth-century hand, above the rubric: "a nostre dame." 
39 On the rubrics in MSS E and M, see Cerquiglini 1985b, 81. 
40 Attached to the ballade Madame a tout (Lo222). 
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b. Pierre de Lusignan, king of Cyprus (La Monte 1932, 52 n. 14). 
c. John 11, king of France (Lebeuf 1753, 381; Tarbe 1849, xxvi, 78, and 197 s.v. 

"Tancarville, le comte de"; Mas Latrie I877b, xvi n. 2). 
d. John 11 or Charles V, king of France (Chichmaref 1909, l:xliii, lxv-lxvi). 
e. Charles V, king of France (Hoepffner 1908-21, l:xxxv-xxxvii), Machabey (l955b, 

1:64-65) also opted for Charles V, followed by Poirion (1965, 415), and also Fourrier 
(1979, 88--89), who dated Cp7 to the first months of 1365. 

f. Charles, king of Navarre (Chichmaref [1909, l:lxvi] had rejected Charles because he 
believed that he was in the Midi from 1361-71; nevertheless, documents place him in the 
Cotentin in 1361, and recent views associate Cp7 with him; see chap. I.I2.2). 

Chichmaref (1909, I:lxv) puts the date of composition between 1364-66, which Machabey 
(I 930, 445; 1955b, 2:64-65, 173) repeats. After 4 February 1352, when Jean 11 de Melun 
received the title of the count of Tancarville (Fourrier 1979, 87; R. Cazelles 1982, 161). 
Fourrier (I 979, 89) places composition after the coronation of Charles V at Reims (I 9 May 
1364 ), and, due to historical situation of the absence of the grands companies from the area 
around Reims, in the early months of 1365; Cerquiglini (1985b, 128-29 n. 36) thoroughly 
discusses this argument. The manuscript transmission separates Cp7 from the earlier group 
Cp 1-6, and for this reason Cp7 is readily placed in the early 1360s. 

BIOGRAPHY. As with Cp3, the many references are best treated separately: 
ll. 1-10: addressed to a sire who used to love and treat Machaut well. When the king made 

him his secretary, he promised to help Machaut if he needed it. On the duties of a 
secretary to a king, see chap. 1.6.3. 

ll. 11-17: the count of Tancarville sent Machaut a hackney in miserable condition, and so 
he is without a horse (on the count of Tancarville, see chap. l.l5.2b). 

ll. 18--31: Machaut would gladly travel to France [!le-de-France?] to see him, but the way is 
blocked by pillagers, wind, rain, winter that disturbs his gout, besides, he might fall into 
a ditch, if he doesn't die of the plague (Cerquiglini [I985b, 128 n. 36] notes that the 
plague of 1360-61 is meant here). 

ll. 32-44: Machaut will never be able to come to the good king unless he has a hackney or 
a mule, the traditional mounts of the cleric (see chap. I n. 149). 

On the last line of the complaint, "Qu'assez rueve qui se complaint," see chap. 5 n. 85. 

DISCUSSION. See chap. I.I2.2 and chap. I.I5.2b. P. Paris (1875, 404 n. lxxxvii) notes that 
the Livres du Roy Modus et de la Royne Ratio includes mention of a judgment rendered by 
the count of Tancarville on the advantages of falconry. J acques Monfrin (Guillaume de 
Machaut 1982, 141) warns against trusting any such poem for biographical material. The 
"gift of a horse" theme is too common; see also Cerquiglini 1985a, 25 and n. 14; 1985b, 
129. 

PROVERBS (see Hasselll982). 021; E90. 

Tu qui vues avoir mon cheval (complainte Cp8) 
FORM. Octosyllabic rhyming couplets, 80 lines. 
MANUSCRIPTS. 

[5] A fols. 219r-219v [6] G fols. 70v-7lr 
EDITIONS. Tarbe 1849, 80-82 as Le Dit du Cheval; Chichmaref 1909, 1:263-65; Fourrier 

1979, 332-34 (notes, pp. 335-37) as [Le Dit du Cheval]. 
DATE. Based on the manuscript transmission, probably late 1360s or early 1370s. 
DISCUSSION. Machabey 1955b, 1:65 (same horse as Cp7). Fourrier (1979, 89-90) gives 

bibliography on a related anonymous work; see also Ribemont 1992. 
TEXTUAL LEGACY (France). Froissart, Debat dou Cheval et dou Levrier (Fourrier 1979, 90). 

G. Raynaud (1903) edited a work he related to Machaut's Cp8, without indicating 
chronological priority; see also Meyer' s review of Raynaud and Ribemont 1992. 

PROVERBS (see Hassell 1982). Ll08; 040. 





VII 

The Music 

1. The chronology of the music 
The characteristics of the Machaut manuscript tradition that allowed develop­
ment of a chronology of the large narrative poems also hold for the musical 
works. Again, there is a gradual growth of the corpus of works from manu­
script to manuscript, and again there are a few tentative dates that may be 
attached to particular works along the way. Unlike the narrative poems, how­
ever, there is a much larger number of works to consider, and even in the early 
MS C, some genres already comprise a significant corpus of works (for 
instance, C contains 19 of the 23 motets). Characteristics of musical style that 
develop and evolve within a genre, and to some extent between genres, provide 
some indices for relative dating, although characteristics of style may not be 
conclusive, and many unresolved inconsistencies remain. The problem of 
reconciling the chronologies of the individual genres in order to construct one 
single overall chronology is a central problem for a chronology of Machaut's 
music, although recently Daniel Leech-Wilkinson (1993a) has made some im­
portant advances. The rewards with regard to our understanding of the develop­
ment of musical style and notational practices in the fourteenth century are great 
and guarantee continued interest in the chronology of Machaut's music. 

It was Friedrich Ludwig who first suggested that Hoepffner's methodology 
for obtaining a chronology of the narrative works could be applied to the 
musical works: 

In the large Machaut manuscripts, lais, motets, ballades, rondeaux, and 
virelais form closed groups .... The size of the groups varies a little, so 
that for all genres, a large corpus of works can be recognized, already 
complete at the time of the writing of the oldest manuscript. This corpus 
subsequently underwent expansion to a greater or lesser extent.! 

General aspects of the growth of the corpus from manuscript to manuscript 
are utilized in the early chronologies of Reaney (1952b) and S.J. Williams 
(1952, 118-19). But it is Ursula Giinther who provides the first detailed 
chronology of the musical works, based on Ludwig's valuable concordance 
tables of the various genres of musical works, combined with some specific 
dates derived from the scholarship of Hoepffner, Ludwig, Reaney, and 
Machabey (Giinther 1957, 17-22, 45-163; 1963a). She utilizes the results to 
isolate several style characteristics that exhibit chronological development. In its 
overall outline, Giinther's chronology of works, as well as the broad discussion 
of Machaut's musical style, is unsurpassed. Reaney (1967) presents a related 
chronology that emphasizes some of the specific dates of works found in 
Machabey (1955b), and yet also unfortunately misrepresents some of Giinther's 
conclusions. Keitel (1976) challenges Giinther's chronology, on the grounds 
that the methodology underpinning the whole structure, the thesis of the gradual 
growth of the corpus from manuscript to manuscript, is faulty. But art historical 

1 "In den grossen Machaut-Hss. bilden Lais, Motetten, Balladen, Rondeaux und Virelais 
geschlossene Gruppen .... Dcr Umfang der Gruppen variiert ein wenig, so dass fiir alle 
Gattungen ein grosses, zur Zeit der Niederschrift der altesten Handschrift bercits 
abgeschlossenes Korpus zu erkennen ist, das in der Folgezeit dann noch gr6ssere oder 
gcringere Erweiterungcn erfuhr" (Ludwig 1926-54, 2:7*). 
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work by Fran~ois A vril-first published in 1973-allows a more precise dating 
of the manuscripts and upholds the basic structure of Ludwig's, and thus 
Gii nth er's, conclusions. 2 

Giinther divides the musical works into four groups, most clearly seen in her 
table (1957, 46; 1963a, 99; summarized again in 1982, 98). The main structure 
of the table is distilled here for discussion: 

Table 7.1 
Growth of the Corpus of Musical Works in Giinther's Chronology 

Vir. Bal. Rond. Lais Mot. other 

I. Cl (before 1349) 20 16 8 7 (Remede pieces) 
2. Cl! (before 1356) 5 8 9 2 19 
3. V g (before 1365) 5 12 7 4 4 Mass, Hocket 
4. M, A, F-G, E 2 4 4 4 

The thesis that the manuscripts represent gradual chronological stages is 
unassailable, and thus the progression of earlier to later manuscripts, with its 
growing corpus of works, stands. New with Giinther is the breakdown of 
earlier stages of the chronology, again based on Ludwig's observation that there 
are really two music sections in MS C: 

a second, as yet unordered series of lais, ballades, rondeaux, and 
virelais begins on fol. 186v, a series that offers a valuable clue to the 
time of origin of these works.3 

The dates Giinther attaches to the four groups in table 7.1 need to be 
reconsidered in light of recent art historical research, which provides some 
firmer dates for individual manuscripts, and also in light of the makeup and 
construction of the manuscripts themselves. Giinther dates group Cl "before 
1349" because, she argues, the Lay de Plour, Qui bien aimme (L22/16) of 1349 
appears as the second composition of the unordered series of works in en, and 
thus all works in Cl must have been written before this date (Giinther 1963a, 
100). We cannot however be certain that the Lay de Plour dates from 1349, 
even though it often appears associated with the Jugement Navarre, dated 9 
November 1349 in 11. 24-25. The lai could well have been written before 
Jugement Navarre. It foreshadows, in lyrical form, the essence of the narrative 
content of the Jugement Navarre, namely, the new judgment in favor of the 
Lady. But we now know that MSC was being written ea. 1350 (Avril 1973; 
1982a). Indeed, Giinther (1982, 101-2) suggests that it may have been planned 
for Bonne of Luxembourg, and that work on the codex was broken off upon 
her death on 11 September 1349 (see chap. 1.1 0.1 ). The unordered section Cn 
would then reflect a new stint of collecting hastily undertaken as the codex was 
completed for a new paron, perhaps for King John 11. In any case, Giinther's 
date originally attached to Cl can for all practical purposes stand, though for 
slightly different reasons from those she originally envisaged. 

Group two, the additions in Cn, is placed "before 1356" on the grounds that 
the three motets Christe I Veni (M21), Tu qui gregem I Plange (M22) and Felix 
virgo I lnviolata (M23), composed ea. 1356, are lacking. The date "1356" is not 
secure, however. It is based apparently on Ludwig's incorrect date for the Siege 

2 Neither Swartz (1974) nor Keitel (1976) meets acceptable scholarly standards; Giinther 
(1982) provides only the beginnings of a critique of these worlcs. 

3 "f. 186' beginnt eine 2. noch ungeordenete Serie von Kompositionen von Lais, Balladen, 
Rondeaux und Vire1ais, die fiir die Entstehungszeit dieser Werke einen wenvollen An halt 
bietet" (Ludwig 1926--54, 2:10b*). In fact, the motels form a separate, third part of the 
music section in MSC (Earp 1983, 140--42). 
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of Reims, which actually occurred 4 December 1359-11 January 1360 (see 
chap. 7.3, commentary on the date of Felix Virgo I lnviolata). Nevertheless, C 
must have been finished by the mid 1350s (Giinther proposes attaching a pay 
document of 1353 to its manufacture; see chap. 1.10.1), and so again for all 
practical purposes her date for the en group of works can stand. 

Giinther places group three, the additions in MS Vg, before 1365, reasoning 
that the Voir Dit, completed about 1365, is not present in the manuscript, yet the 
musical works inserted into the Voir Dit are found in the music section, ranged 
with works of similar genre. Recent art historical work on Vg places its decora­
tion in the early 1370s (Avril 1982a, 124-25). The process of copying may 
have begun late in the 1360s, to be completed early in the 1370s; thus, the date 
for Giinther's group three might be adjusted to include an extra five years or so. 

Group four includes the additions in manuscripts more inclusive (and thus 
presumably later) than Vg, which 1list in table 7.1 in their approximate chrono­
logical order. Giinther does not attach a date to this group, but it can easily be 
placed ea. 1370--77. Giinther further breaks this group down in the commentary 
that accompanies her table (summarized in table 7 .2); Reaney (1952b; 1967) 
emphasizes the resulting small stages of chronological development. 

Table 7.2 
Growth of the Corpus of Musical Works in Later Manuscripts 

Vir. Ball. Rond. Lais 

New works in A: V37-38 B37-38 R 18-20 Ll9-21 
New works in G: B39-40 R21 
New works in E: L23-24 

With very few modifications, then, the outline of Giinther's chronology of the 
works of Machaut can stand. Giinther 1963a remains the single most important 
study of the overall chronology of Machaut's music. 
The chronology of the individual genres. Details on the dating of a few indivi­
dual works are found below in the body of this chapter. A few words on the 
division between motets and chansons may be of use as an introduction. 
Motets. Manuscript transmission is of less help with the motets than with most 
other genres; at least it affirms that almost all of the motets are early works. The 
collection in MS C implies that at least nineteen of the twenty-three motets date 
from before ea. 1350--56, the date of the completion of the manuscript.4 The 
large group of motets, nos. 1-20, is complete as a unit in its definitive order in 
MS C, though lacking De Bon Espoir I Puis que (M4 ), which I believe was 
nevertheless a part of the corpus at the time of the production of MS C, and 
only left off by accident due to mechanical problems in the copying of the 
manuscript (see chap. 7.3, comments on the date of De Bon Espoir I Puis que). 

The rhythmic uniformity of the majority of the motets discourages the deter­
mination even of a rough chronological order for the early group. We have a 
few dates for individual works: 1324 or early 1325 for Bone pastor I Bone 
pastor (M 18), and a very tentative 1335 for Martyrum I Diligenter (M 19). The 
last group of motets, Christe I Veni (M21), Tu qui gregem I Plange (M22), and 
Felix Virgo I lnviolata (M23), may be placed in the late 1350s or early 1360s, 
based on the evidence of manuscript transmission as well as suggestions in the 
texts (see chap. 1.13.1, and the remarks on individual works in chap. 7.3). 

4 Reaney (1967, 92, 95), Clarkson (1971, 178), Keitel (1976, 19), and Hirshberg (1980, 22) 
seem to have misunderstood Giinther's dating of the motets; she did not intend to imply that 
they were all written between 1349 and 1363, only that the dates 1356 and 1365 are termini 
ante quem (see table 7.1, items 2 and 3). 
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At the time of the production of C, ea. 1350--56, two of the smaller genres of 
Machaut's works had been grouped in miniature collections, whose order was 
set for the rest of Machaut's career: the Loange des Dames, a collection mostly 
of ballades not set to music, 70 percent complete in MS C, and nineteen or 
twenty works of the final collection of twenty-three motets. It would appear 
likely that at this early stage, Machaut had not thought of organizing these sub­
collections chronologically; the early date suggested by the texts of Bone pastor 
I Bone pastor (Ml8), mentioned above, surely indicates that this large motet 
corpus, no doubt the earliest of the lyrical-musical genres cultivated by 
Machaut, is not chronologically ordered.5 

What order is there? The position of Quant en moy I Amour (M I) was pro­
bably fixed on the basis of the opening of the triplum text, Quant in moy vint 
premierement Amours [When Love first came to me], and it is followed by 
several French motets. The Latin motet F ons I 0 livoris (M9) marks a break in 
the series, before an unordered series of motets. Maugre mon cuer I De ma 
dolour (Ml4) and Amours qui a I Faus Samblant (MI5), both employing iambic 
rhythms, are more advanced than other motets in imperfect time and major 
prolation; these and Lasse! comment I Se j' aim (M 16) are readily comparable 
with developments in the fixed-form genres that must be contemporary with 
these motets and might for this reason be placed later than 1340, when I believe 
Machaut's composition of fixed-form poetry and music began (Earp 1991 b). 
Perhaps these three motets, along with the rhythmically advanced Trop plus I 
Biaute (M20), are Machaut's most recent motets in C. The Latin motets round 
out the closed corpus of motets in C, with Bone pastor I Bone pastor (M 18) and 
Martyrum I Diligenter (M 19) preceded by the macaronic Quant vraie amour I 0 
series (M 17). A few other internal groupings, in the form of some paired 
motets, are obvious: J' ay tant I Lasse! (M7) and Qui es I Ha! For tune (M8) are 
both in tempus imperfectum prolatio minor; as mentioned above, Maugre mon 
cuer I De ma dolour (Ml4) and Amours qui a I Faus Samblant (MI5) are 
grouped on rhythmic grounds; and Bone pastor I Bone pastor (M 18) and 
Martyrum I Diligenter (M 19) are the two dedicatory Latin motets. Sylvia Huot 
(1994) demonstrates that Tous corps I De souspirant (M2) and He! Mors I Fine 
(M3) are complementary literary works. Trop plus I Biaute (M20) was doubt­
less the latest addition to the motet corpus of MS C, composed specifically, I 
believe, as a memorial to Bonne of Luxembourg (see chap. 1.9). Boogaard 
(1993 b, 28-30) has some interesting further proposals concerning the overall 
ordering of the motet collection, based on numerical musical relationships and 
the thematic nature of the texts. 

It seems that Machaut's early motets were intended as strophic settings of 
French love poetry, in a form that Machaut had learned as a student, perhaps, as 
Leech-Wilkinson (1989, 1·89, 104) argues, from Philippe de Vitry himse!f.6 

The isorhythmic motet was a primary vehicle for the projection of courtly love 
poetry at the court of John of Luxembourg in the 1330s. Machaut's cultivation 
of fixed-form lyrics and music beginning in the 1340s marked a definitive break 
with the isorhythmic motet as a lyric genre, and his last works in this medium, 

5 Besseler (1927, 216-17; table pp. 222-24) treats the issue of range as a factor for motet 
development: the older, lower range is seen in He! Mors I Fine (M3), Aucune gent I Qui 
plus (MS), J' ay tantl Lasse! (M7), Qui es I Ha! Fortune (MS), He/as! pour quoy virentl 
Corde (MI2), Lasse! comment I Se f aim (MI6), Trop plus I Biaute (M20), and Felix vir go 
I Inviolata (M23), while the other motels have at least one of the upper voices in a higher 
range, towards the more "modern" discant duet. There are also a number of comments 
relevant to a chronology of the motels in Giinther 1958. 

6 On other models for Machaut, see Sanders 1973, 560--61; Leech-Wilkinson 1989. 
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composed in the late 1350s or early 1360s, exhibit the dedicatory or polemical 
function more typical of de Vitry's motets. 
Chansons and lais. The most difficult problem for a chronology of the 
chansons, now worked out in varying detail for each genre, is to cut across 
genres to provide an overall chronology. The most promising steps along this 
line have been taken recently by Daniel Leech-Wilkinson in his study of the 
Mass and Voir Dit music (1990c; 1993a). Through an analysis of interpolated 
chansons new to the Voir Dit, composed as work on the narrative proceeded, 
and thus presumably products of the early 1360s, Leech-Wilkinson has isolated 
some musical ideas that inform several works of diverse types and genres. The 
parallels in musical ideas can be extended to the Mass, which can now be placed 
in the early 1360s with reasonable assurance. Leech-Wilkinson's view of 
abstract "musical ideas" that reappear in several contexts parallels one of 
Machaut's primary compositional procedures for the Voir Dit text itself: a single 
textual idea appears in several guises, in the prose of a letter, in the rhyming 
couplets of the narrative, or in the more abstract verse structure of a lyric. Just 
so, a single musical idea can appear in several genres. 

The lais, like the motets, already formed a large corpus by the time of the 
copying of MS C. Unlike the motets, however, their order in C is different in 
many points from the later, canonically ordered manuscripts. Huot (1987, 260--
72) provides some interesting groupings on literary grounds. 

2. A brief historiography of musical studies 
Machaut reception in the nineteenth century. Most eighteenth- and early 
nineteenth-century scholars believed that no music of the fourteenth, or even 
fifteenth century, had survived. In his important history of 1801, J.N. Forkel 
asserted: "Of the earliest practitioners of all, namely of Wilhelm Dufay and 
Binchois, who according to Tinctoris's account were the first to have exercised 
counterpoint in France, by all probability not a single note is extant."7 Just a 
year later, in 1802, Christian Kalkbrenner supplied a diplomatic facsimile of the 
opening of Machaut's Gloria that would be reprinted many times. By the end of 
the nineteenth century, only a few fragments of Machaut were known, for the 
most part repeated printings of the following works: the chant royal foie, 
plaisence (RF3), the virelai Dame, a vous (RF6), the lai 1' aim la flour (L2), the 
rondeau Do us viaire (R 1), and the opening of the Gloria.s Opinions concerning 
such oddities were even more severe than those voiced against the poetry. The 
poetry was considered boring and colorless for the most part, but at least a few 
works were redeemed by historical references, such as the Prise, or by titillating 
biographical confessions, such as the Voir Dit. The music, on the other hand, 
was considered unspeakably inept, the pitifully crude attempts of an amateur. 

An enormous advance of the early nineteenth century was unfortunately 
denied us. A complete transcription of the Machaut Mass made in 1814 is 
preserved among the papers of Fran~ois Louis Perne (1772-1832).9 It was to 

7 J.N. Forkel, Allgemeine Geschichte der Musik (cited in Bockholdt 1971, 149). 
8 Concerning the gradual reawakening of interest in Machaut's music, it is difficult to go 

much beyond Ludwig's list of compositions published between 1802 and 1927 (1926-54, 
2:5*--{5*). Bockholdt (I 971, 149-50) discusses Bumey and Gerbert, and Wozna (I 982, 57) 
mentions some nineteenth- and early twentieth-century publications and concerts of 
Machaut's music in Poland. A fascinating brief historiography of the study of medieval 
music is given in Ludwig 1922-23, 434-36; see also Gerold 1933; Maillard 1954, 4-5, 8; 
Lenneberg 1988, esp. 31 n. 24; Vellekoop 1990; Owens 1990-91; Switten 1995. 

9 Peme's transcription of the Mass, with related materials, is preserved in MSS F:Pi 930-31. 
See the inventory in Bouteron(fremblot 1928,218. 
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be included with Francisque Michel's two-volume edition of Machaut's poetry, 
planned for 1831 but never carried out (Ludwig 1926-54, 6b*).10 Concerning 
Machaut's Mass, Peme wrote the following: 

There is no denying that the harmony of this Mass offers no charm to a 
practiced ear. Its effect is hard and savage; at every turn the sound is 
betrayed by false relations, by parallel fifths and octaves and by passing 
tones that proceed by skips. The foundation of this harmony is com­
posed of nothing but fourths, fifths, and octaves. Rarely a third or a 
sixth appears to soften the harshness-if I dare to call it thus-that 
results from such a bizarre assemblage. Let us add that the rhythm of 
this composition is worth no more than the harmony. Thus must 
modems judge such monstrosities; but if we look back to the time when 
this composition was made, should we not be astonished by the 
amazing degree of genius required to succeed in composing on 
plainchant an entire Mass in four parts without employing anything but 
fifths, fourths, and octaves, and in forming in each voice a melody 
analogous to the principal chant?ll 

The degree of understanding displayed here-such as it is-is far ahead of 
Peme's most learned contemporaries. Most scholars knew only a representative 
sample of treatises of music theory, works that were too rational for a time that 
valued the antirational in the medieval world; speculative music theory was not 
welcome to those who sought medieval naivete. For this age of Herder, with its 
confidence in the innate genius of the Volk, it was the troubadours who 
represented the natural and naive simplicity that was prized. Raphael Georg 
Kiesewetter wrote in 1841 that "the troubadours, Proven~al as well as French, 
following natural feeling in their songs, and not confused by scholastic rubbish, 
invented melodies and rhythms that surely would never have occurred to the 
learned musicians of that time."l2 

Machaut occupied an ambiguous position in such a history. On the one hand, 
scholars praised the style of his monophonic works, suitably volksmiifiig 
[popular]. The two examples published by Auguste Bottee de Toulmon in 
183~part of the opening stanza of J' aim lafleur (L2) and the refrain of Dame, 

10 Fallows (1977a, 289) reports that Peme performed the "singularly useless" task of tran­
scribing Gluck's /phigenie en Tauride into ancient Greek notation. MS F:Pi 929 contains 
Peme's transcription of Act I, and the first and fourth scenes of Act 3, not the whole 
opera. Beautifully copied full scores in modem notation and Greek notation-always with 
the French text underlaid--appear on opposite pages. 

11 "On ne saurait disconvenir que l'Harrnonie de cette Messe n 'off re aucun charrne a une 
oreille exercee, L'Effet en est dur et sauvage, a chaque instant le ton s'y trouve trahi par les 
fausses relations, par les quintes et les Octaves de Suite, et par les notes de passage qui 
marchent par sa ut. Le fond de cette Harmonie n 'est compose que de quinte, quarte et octave. 
Rarement une tierce ou une sixte viennent adoucir l'asperite, si j'ose le dire ainsi, qui 
resulte d'un assemblage aussi bizarre Ajoutons que le Rhtme de cette Composition ne vaut 
pas mieux que l'Hannonie. C'est ainsi que les modernes doivent juger de pareilles 
monstruosites; mais si nous nous reportons aux temps ou cette composition a ete faite, ne 
devons nous pas etre etonnes des efforts prodigieux de combinaisons qu'il a fallu pour 
parvenir a composer sur le Plainchant une m esse entiere a Quatre Parties, en n 'employant 
que des quintes, des quartes et des octaves, et former dans chacune d 'elles un chant qui ait de 
l'analogie avec le chant principal" (MS F:Pi 931, p. 97). 

l2 "Die Troubadours, Provenzalen sowohl als Franzosen, in ihren Gesangen dem natiirlichen 
Gefiihl folgend, und unverwirrt durch scholastischen Plunder, erfanden Melodien und 
Rhythmen, auf welche damals die gelehrten Musiker gewiss nie verfallen wii.ren" (Kiese­
wetter, Die Verdienste der Nieder/iinder um die Tonkunst, quoted in Kneif 1964, 132). 
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a vous (RF6)--were reproduced in many subsequent studies. Kiesewetter, for 
instance, noted that later "Contrapunctisten von metier"-such as Machaut--did 
not scorn the writing of simple songs for one voice without accompaniment 
(Kiesewetter 1841, 9). On the other hand, the style of Machaut's polyphony 
was damned as unnatural, crude, and crabbed, in short, learned. Kiesewetter 
aimed at the polyphony of Landini and Machaut when he wrote, again in 1841: 
"It seems completely impossible that such compositions were ever heard by 
those who had a taste only for simple song and were accustomed to take delight 
in it: they were probably only written for a closed society of school pedants, or 
for those who were determined enough and had enough self-denial, to be 
considered connoisseurs of the 'new art' even at the cost of their ears."13 
Having marked the parallel fifths and sevenths in his transcription of Dous 
via ire (R 1 ), Kiesewetter, in a state of apparent disgust, could do no more than 
quote Cicero's "0 tempora! 0 mores!" The example with its annotation was 
taken over unchanged by August Wilhelm Ambros-Kiesewetter's nephew­
for volume 2 of his Geschichte der Musik of 1864, a work path breaking for the 
historiography of music from 1400--1650, but which offered no advances for 
the earlier period (Ambros 1891, 374-75). 

Kiesewetter had demonstrated that Italy was not the land of origin of all 
music, as many had thought, and that the Netherlanders of the fifteenth and 
early sixteenth century had made important contributions (Kneif 1964, 131 and 
n. 20). But that was as far back as he dared go. The perceived harmonic and 
contrapuntal roughness of earlier music only served to prove the point that 
polyphonic music did not really begin until the fifteenth century, with the 
compositions of Guillaume Dufay, exhibiting smooth dissonance treatment, 
predilection for consonant thirds and sixths, and cadence structures that were 
more recognizably tonai. 14 Kiesewetter illustrated his view of music history 
with his "Gallery of Contrapuntists" (1847). The exhibition proper began with 
Dufay and the Netherlanders, Josquin and Isaac, while he relegated the 
polyphony of Adam de la Halle and Machaut to the "Vorsaal," the vestibule. 
Even late in the nineteenth century, in spite of impressive knowledge of 
medieval art, architecture and literature, medieval music was still considered to 
exhibit a primitive state.15 
Twentieth-century editions. Work on Machaut's music began in earnest at the 
very beginning of the twentieth century, first in 1904 with Johannes Wolf's 
Geschichte der Mensuralnotation, which included the Kyrie I, Christe, Kyrie II 
and Credo (lacking the Amen) in diplomatic facsimile and transcription. Wolf's 
editions served scholars (e.g., Riemann 1905; M. Schneider 1931) for a 
number of years. The earliest performances of his music followed. 16 

13 "Es scheint ganz unmoglich, dass sole he Compositionen dort, wo man nur fiir das einfache 
Lied Sinn hatte und daran sich zu ergotzen gewohnt war, jemals zum Anhoren gebracht 
worden seien: sie waren wohl nur fiir eine geschlossene Gesellschaft von Schul-Pedanten 
geschrieben, oder fiir sole he, die entschlossen waren, und Selbstver!augnung genug hatten, 
auf Kosten ihrer Ohren fiir Kenner der 'neuen Kunst' gel ten zu wollen" (Kiesewetter 1841, 
10; partially quoted in Pelinski I97S, 62). Cf. also Kiesewetter 1843. 

14 As Bockholdt (1971, ISO) notes, until F.X. Haberl's researches, Dufay was thought to 
have been active in Rome in 1380 and to have died there in 1432. 

15 See Ficker 1929, 483. In I87S, Paulin Paris eloquently apologized for Machaut's music 
(I87S, xxxv). 

16 Guelliot (1914, 306-7) reports on a 29 December 1917 concert of "motels, chansons 
baladees" by the Societe Fran<;aise de Musicologie and a 9 January 1918 lecture by Henry 
Quittard, after which a soloist performed fourteen pieces, sometimes accompanied by one 
ortwo instruments. On a 1918 performance of parts of the Mass, see chap. 8.4 n. IS. 
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In the meantime, the travels of the German music historian Friedrich Ludwig 
had laid the foundation for the publication of the complete works of Machaut. In 
the quarter-century from 1899 to 1925, Ludwig visited libraries throughout 
Europe, carefully copying sources of medieval polyphony by hand, later to 
transcribe them in his study at home in Strasbourg, and after World War I in 
Gottingen. This exercise laid the foundation for an unparalleled knowledge of 
the music of the twelfth through the fourteenth century in France, Italy, and 
Germany.17 The essential part of Ludwig's work on Machaut, including studies 
of the manuscript sources, incipit catalogues of the music in the principal 
manuscripts, a copy of the original notation from MS F-G, the collation of the 
music with MS A, and transcription of the music into modem notation was 
finished between 1900 and 1903. The most important later addition to this work 
was the collation of the copies of the music from MS F-G with the manuscript 
of the marquis de Vogiie (V g), a source he saw for a total of about thirty hours 
on eight occasions between 15 and 28 April 1910. As he explained, this was 
enough time to collate all of the music, and most of the texts set to music 
(Ludwig 1926-54, 9b*). 

The first publication of Ludwig's musical transcriptions of Mac ha ut began in 
1911 with the seven lyrical-musical insertions to the Remede in an appendix to 
Hoepffner's volume 2 of the narrative poems. Ludwig's edition of the complete 
musical works of Machaut began to appear in 1926, with the ballades, ron­
deaux, and virelais. Volume 2, the introduction to the edition (1928), with 
studies of the manuscripts, remains essential for scholars of French and Italian 
music of the fourteenth century. Volume 3, the motets, followed in 1929. After 
Ludwig's death in 1930, his student Heinrich Besseler completed the editorial 
work on the lais and the Mass. We learn from Besseler's afterward to volume 4 
that the plates for the volume were destroyed in an allied born bing raid on 
Leipzig in 1943; the volume was reset from a single set of proof sheets that had 
been run off previously and the volume finally appeared in 1954, more than 
fifty years after Ludwig's original transcription of the Mass, a manuscript dated 
16 November 1903.18 By 1954, several scholars, impatient for the completion 
of Ludwig's edition, had already published their own editions of the Mass 
(Chailley 1948; Machabey 1948; de Van 1949; Hiibsch 1953). 

Ludwig's Mach aut edition aspires to a level of philological detail rarely seen 
in editions of music (cf. Bockholdt 1971). It is not absolutely complete in its 
listings of variants-for instance, except for some individual copies of unique 
works in MSS C and E, Ludwig only had an incipit catalogue copied from 
these manuscripts available for the comparison of readings. Ludwig's utilization 
of the musically excellent MS V g-inaccessible to scholars today except on 
film-makes his edition a particularly important witness. 

17 With characteristic attention to detail, Ludwig charted his travels in a handwritten document 
of 1913 entitled "Meine Studienreisen," subsequently brought up to date through 1925 
(GOttingen, Niedersachsische Staats- und Landesbibliothek, Nachlass Ludwig, Kasten 
xxxiii). By 4 May 1913, 149 of the 435 manuscripts he had studied up until then were in 
French libraries, including 120 at the Bibliotheque Nationale alone. 

18 I am not certain how much of the editorial work for the final volume was completed by 
Besseler. He states in his afterward to vol. 4 that for the Mass and Iais, "die eigentliche 
Redaktionsarbeit war noch zu tun." This may mean merely that the critical notes needed to 
be written in proper form. Ludwig did a great deal of work on the Mass that is still found in 
the Nachlass Ludwig at Gottingen, but there are no transcriptions into modem notation of 
his copies of the original notation of the Iais; perhaps Besseler retained them. 
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In 1956, Leo Schrade published another edition of Machaut's complete 
musical works for the series Polyphonic Music of the Fourteenth Century. It is 
totally dependent upon Ludwig. In fact, ex:cept for the use of modem clefs and 
barring by tempus in the chansons, making the music vastly easier to read, it is 
usually inferior to Ludwig's edition. Schrade' s tex:t underlay is not trustworthy 
(Earp 1983, 222-27), and his edition provides far less information on 
accidentals. Its shortcomings soon became known to scholars-though 
unfortunately not to performers-largely through the work of Richard Hoppin 
and Ursula Giinther. Today, it is clear that there are errors in both Ludwig's 
and Schrade's transcriptions of the Lay de Confort, S' onques (L17/12), the Lay 
de Consolation, Pour ce que plus (L23/17), En demantant (L24/l8), Trop plus I 
Biaute (M20), Dous amis, oy (B6),Ne pensez pas (BlO), Esperance (Bl3), 
Sanz cuer m' en I Amis I Dame (Bl7), Donnez, signeurs (B26), Une vipere 
(B27), le puis trop (B28), and Rose, lis (RIO); minor adjustments need to be 
made to many other works.I9 
Machaut reception in the twentieth century. After the perfection of contrapuntal 
voice leading principles brought about in the course of the sixteenth century, 
and the perfection of the system of tonality brought about in the course of the 
seventeenth century, there was little room for the appreciation of other systems 
of musical organization. The dissolution of tonality and tonal counterpoint in 
serious music was necessary before scholars could seriously study and 
appreciate music written before the consolidation of that system. This thought is 
stated eloquently by the composer George Perle (1948, 176): 

The enlargement of our musical understanding to include these wonder­
ful works of many centuries ago is one of the ways that history has of 
compensating us for bringing us into a world at a time of ferment and 
strife, of negation and revolution, when fundamental principles, whose 
immutable government of musical structure had been considered forever 
assured, are being overthrown.20 

Arnold Schoenberg, in his well-known essay "Brahms the Progressive," 
characterized his own music, attacked as radical and decadent, as a logical 
development of the great tradition of German music history reaching back 
through Brahms to Beethoven, Haydn and Mozart. Schoenberg provided 
himself with a respectable historical pedigree, tempering the truly radical aspects 
of his musical innovations by prefiguring them in Brahms. By the mid twentieth 
century, composers had to seek elsewhere for historical authority. Following 
the lead of Schoenberg's pupil Anton Webern, the most progressive serial 
composers of the late 1940s and early 1950s sought ever-more complex 
manipulations of structural parameters in their music. Some sought historical 
precedents, and found them in Machaut's Mass and isorhythmic motets. 
Indeed, the Mass was published complete for the first time in 1948 (the same 
year as Pede's analytical article) by both Machabey and Chailley, and in 1949 

19 Schrade's printing of the residual text of the virelais implies a double repeat of the refrain 
between stanzas, an error which has spoiled many a recorded performance (see chap. 8.2). 
Further comments on editorial procedure in the editions of Ludwig and Schrade may be 
found in Hoppin 1958; 1960; Giinther 1962--{)3, 24-25; Bockholdt 1971; Boorman I977a. 

20 Even earlier, Ludwig exhibited a very modem view of the music; see, for example, 1902-
3, 39-40, 69; 1904-5, 620, 633 n. I; and subsequently Besseler (1924-25, 46) and Picker 
(1929, 486). A reactionary view is also seen. In the middle part of the century, Armand 
Machabey (1928; I955a) sought to extend the legitimacy of Machaut's music by tracing 
the genesis of tonal cadences to a particular cadence in Machaut' s ballade 11 m' est avis 
(B22). The third in the final cadence, which positively delighted Machabey, is found in one 
manuscript and rests on an error. 
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by de Van, followed in 1950 by Otto Gombosi's important analysis in The 
Musical Quarterly. The unspeakable crudeness of the harmonic aspects of the 
work by nineteenth-century conceptions of tonality were now seen as a positive 
virtue. Even more important, eo/or and talea in isorhythm-the independent 
structuring of pitch and rhythm not even discovered in medieval music until the 
early twentieth century-provided a clear analogy to the expanded parameters of 
serial manipulation in the music of Emst Krenek, Wolfgang Fortner, Olivier 
Messiaen, Milton Babbitt, Karel Goeyvaerts, Pierre Boulez, Karlheinz Stock­
hausen, and others.21 The idea that pitch and rhythm could be manipulated 
separately and laid out in advance-one aspect of medieval "successive 
composition"-was a particularly apt parallel to the compositional procedures of 
the avant garde of the early 1950s. Pierre Boulez speaks to this: 

For the most rational attitude to rhythm in our western music one must 
turn to Philippe de Vitry, Guillaume de Machaut, and Guillaume Dufay. 
Their isorhythmic motets are decisive testimony to the architectural value 
of rhythmic structures in relation to the strictly different sequences 
implied by the cadences.... We can see from this-something 
unthinkable to many listeners and even many composers of our day­
that the rhythmic structure of these motets preceded the actual writing. 
Not only is there a phenomenon of dissociation, but an actual procedure 
directly contrary to that which we observe in the history of western 
music from the seventeenth century on" (Boulez 1991, 109). 

A concert series organized by the young Boulez in 1954 included three levels of 
activity, the reference level, the educational level, and the level of research or 
discovery. The reference level was "to include works which, either in their 
stylistic leanings or as concepts, have a particular relevance for our own time; 
hence the isorhythmic motets of Machaut and Dufay, the chromaticism of 
Gesualdo and the formal inspiration of The Musical Offering by Johann 
Sebastian Bach" (quoted in Jameux 1991, 61). Zenck (1990, 337), in his recent 
study of the serial composers of the early 1950s, even suggests "that the 
principles of construction of the isorhythmic motet were just as fundamental for 
the constitution and formation of early serial music as the compositional 
appropriation of Webern's row technique." Thus, part of the twentieth 
century's stake in Machaut-particularly in the Mass and motets-is the 
realization that it comes closer to the most progressive music of our own time 
than any music of the common practice period.22 

The last forty years have seen the publication of a vast amount of detailed 
critical material on Machaut's music. Since the body of this chapter treats each 
of Machaut's musical works separately, I provide here an overview of scholarly 
works on his music as an introduction to the more narrowly focused 
discussions of individual pieces. 

21 Boulez and Goeyvaerts learned of Machaut through the analysis courses taught by their 
teacher Messiaen in the late 1940s (Zenck 1990, 340 n. 22). Boulez considers Machaut 
"one of the greatest composers of all time .... The music of Mach aut displays a quite 
remarkable complexity, subtlety, and refinement; he was a complete master, as much of 
melodic as of rhythmic counterpoint, his work is a landmark in the evolution of European 
music" (Boulez 1991, 229). On isorhythmic technique in Wolfgang Fortner's cantata The 
Creation, see Kiihn 1973, 110-12. On Machaut and Stockhausen, see Angiolini 1987. On 
Machaut and Stravinsky, see Briner 1960 and H. Weber 1987. 

22 Although it is often said that Stravinsky's Mass of 1943-47 was influenced by Machaut's 
Mass, Stravinsky himself denied it (Stravinsky/Craft 1962). Stravinsky apparently ordered 
a copy of Ludwig's edition of Machaut in 1954 (Stravinsky 1985); cf. Chailley 1960, 779. 
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General surveys. For a recent brief overview of music in fourteenth-century 
France, see Leech-Wilkinson 1990a, or the excellent older surveys by Reaney 
(1960a; 1960b). The best brief introduction to Machaut's musical works is the 
chapter in Hoppin's survey of medieval music (1978b, chap. 17). Reaney's 
book (1971) also provides an introduction to each of the musical genres 
cultivated by Machaut. The only detailed book-length treatment of Machaut's 
entire musical corpus is Machabey's monograph (1955b).23 

With the exception of the many pioneering studies of Gilbert Reaney, 
especially of Machaut's secular works, Germans have led the way until recently 
with critical studies of the music. The work of Ursula Giinther is particularly 
important in this regard, along with individual studies by Reichert (1956) and 
Eggebrecht (1962-63; 1968). More recently, studies completed in the 1960s 
and 1970s by Martinez, Domling, and Kiihn have laid the foundation for the 
excellent critical stylistic studies of Arlt, Leech-Wilkinson, and Fuller. Three 
broad areas have seen the most attention in recent years: harmonic analysis, 
compositional procedure, and text-music relationships. 
Harmonic analysis. Many earlier analyses of Machaut's harmonic and disso­
nance technique either drew upon traditional terminology or were hampered by 
anachronistic tonal or modal expectations (Machabey 1928; Reaney 195 3; 
Machabey 1955a; 1955b; Harman 1958; Oana-Pop 1966; Junger 1967; Reaney 
1968; Heinz 1976; Covington 1978; exceptional in this regard is Reichert 
1962). Dahlhaus (1982) questioned such undertakings, and more recently, 
concepts of prolongation-inspired by the work of the German music theorist 
Heinrich Schenker (1868-1935) on music of the common-practice period­
have been found useful for the analysis of fourteenth-century melody and 
harmony. Elaboration of a background structural framework is implied not only 
in the typical motet texture-fast moving diminutions in the upper voices over a 
slow harmonic rhythm in the lower voice or voices-but also in the 
"displacement technique" employed in Machaut's later chansons, and first 
discussed by Reaney (1953, 132, 141-44; 1971, 44-45; see also Crocker 
1966, 129). More recently, Leech-Wilkinson and Fuller ground their use of 
voice-leading reduction analysis in the fourteenth-century music theory of 
Petrus palma ociosa (dated 1336) and Johannes Boen (dated 1357).24 

Questions of harmony, or more generally of "sonority," have been a major 
subject of investigation in recent years for the motet, balancing out the earlier 

23 Other recent surveys include Gallo 1985, Yudkin 1989, and Wilson 1990b. The first com­
prehensive overview of fourteenth-century music was Ludwig 1902-3; some later surveys 
and dictionary articles include Wooldridge 1905 (rev. 1929); Gastoue 1922; Ludwig 1930; 
Besseler 1931; Machabey 1931; Gerold 1932; Wooldridge 1932; Gerold 1936; Reese 1940; 
Borren 1946; Handschin 1948; Besseler 1949-51, 707-17; Chailley 1950; Reaney 1952a; 
S.J. Williams 1952, 35---{)2; Machabey 1954; 1957; Maillard 1957; Harman 1958; 
Machabey 1958; Schrade 1959; Chailley 1960; Machabey 1960; Reaney 1960a; 1960b; 
1960d; Gagnepain 1961; Reaney 1961; M organ 1963; Machabey 1964; Seay 1965; 
Cracker 1966, 121-29; Machabey 1966; Pirrotta 1966; Flutre/Reaney 1967; Ballif 1969; 
Machabey 1970; Chailley 1972; Bridgman 1973; Boorrnan 1977b; Obniska 1977; Pryer 
1977; Wilkins 1977; Caldwell 1978; E. Pulido 1978a; 1978b; Wilkins 1979, 9-23; 
Reaney 1980a; Obniska 1983; Pirrotta 1983; Pryer 1983; Earp 1986; Machabey/Capriolo 
1986; S.J. Williams 1987; Hughes 1989; Eggebrecht 1991. There is a good list of older 
surveys, with additional references, in Giinther 1957, 3 n. 12. For Machaut's own view of 
the role of music in his art, see Lukitsch 1983, 263-69; Lanoue 1984. Winn (1981) 
provides a general account of the aesthetics of moteLS and chansons. 

24 See Leech-Wilkinson 1984; 1990c; 1993a; Fuller 1986; 1987a; 1991; 1992a; 1992b, 229-
30; Hughes 1989, 241-46; Eggebrecht 1991,238-40. Sachs (1974, 140-54) treats the 
fourteenth-century doctrine of contrapunctu.s diminutus. 
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emphasis on rhythmic aspects. Two ideas have been especially influential: 
Crocker's study (1966, esp. p. 126) of the use of dissonance to produce a 
sense of harmonic progression or direction in medieval counterpoint­
applicable to both chanson and motet-and Eggebrecht's analysis (1968) of an 
"isoharmonic" plan in Fons I 0 livoris (M9). These studies have laid the 
foundations for the analyses of Kiihn (1973),25 Pelinski (1975), and Leech­
Wilkinson (1989, 1:116, 127, 134-37; 1990c; 1993a, 45), recently 
systematized in Fuller's studies of sonority in Machaut (1986; 1990; 1992b). 
Most recently, Arlt (1993) has written of the "neue Klanglichkeit" (new 
sonority) in Machaut that distinguishes him from his contemporaries. The new 
conception also expresses itself in recent trends in performance practice, notably 
in the homogeneous sonorities of the Gothic Voices, directed by Christopher 
Page (Page 1993, 40--42; see below, chap. 8.2). 

Many older analyses have assumed that the church modes were inherent in 
fourteenth-century music (Reaney 1959a; 1963; 1982; Hoppin 1966; Hirshberg 
1980), but more recent analyses of fifteenth- and sixteenth-century polyphony 
have taught us to be cautious on this point. Although Grocheio around 1300 
specifically noted that modes do not concern polyphony, about seventy-five 
years later the Berkeley anonymous asserts that the modes are indeed applicable 
to chansons (see citations in Fuller 1990, 210--12). Scholars have not reached a 
consensus: Fuller ( 1990) demonstrates that the variety of musical developmental 
strategies exhibited in the motets she has studied are quite different from the 
musical concerns of the modal treatises, while Berger's approach (1992) is 
frankly modaJ.26 

Studies of musica ficta in Machaut emphasize to varying degrees factors such 
as mode, counterpoint, hexachords and solmization, and to the abundant 
accidentals in the many musical sources.27 Some recent studies have argued for 
a literal interpretation of the source accidentals, even when they may subvert 
expectations: not surprisingly, Machaut seems to call for sonorities and 
progressions not allowed in fifteenth- and sixteenth-century terms. 
Compositional procedure (motets). The priority of the tenor is a basic tenet of 
motet composition, and in this sense such works are successively composed 
(Eggebrecht 1968, 194-95).28 But a more sophisticated view goes beyond 
imagining the mechanical addition of a motetus and then a triplum. Kiihn (1973, 
81) proposes a compositional model in which the main sonorities were planned, 
with the individual measures subsequently filled with melodic formulas that are 
largely interchangeable, a view also supported by Leech-Wilkinson (1989, 
1:140--41). Leech-Wilkinson's analyses often approach the music by 
considering the choices available to the composer given the preexisting material 

25 Dobrzariska (1979b) applies Kiihn's terminology for harmonic classification in voice­
leading diagrams for a group of motelS. 

26 I do not know the views of Lebcdev (1988) concerning mode. Although Brown (1987) 
accepts a less current view of the term "modality" than Fuller, his study provides some 
ideas for further work in this area. Some other studies of aspects of Machaut's harmony 
may be briefly listed here. For some further aspects of motel composition, see Apfel 1961, 
37; 1964-65, 1:39-41; 1974, 162-65 (dissonances with lower voices; support of fourths). 
Cadence types in the chansons are catalogued in Margraf 1966; Baumann 1979, 108-9; 
Hirshberg 1971, 98-104; 1980, 41-42. Apfel (1974, 181-82) provides a dense list of 
cadence-forming voices. 

27 See Reaney 1955; Allaire 1972; Bent 1972; Hughes 1972; Harden 1977; Hirshberg 1980; 
Harden 1983; Brown 1987; Cross 1990; Leech-Wilkinson 1990c; Berger 1992. 

28 Ludwig (1926--54, 2:58b*, 60*; vol. 3, notes) and G.A. Anderson (1976) identify most of 
the tenors. 
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(e.g., stanzas and syllables of text, number of notes in eo/or and ralea), 
considering alternative solutions to compositional problems, and explaining the 
path chosen by the composer (1989; 1990c). Fuller (1990, 213-14; 243-45) 
provides a most developed discussion of tonal planning, with consideration of 
the initial importance of the tenor to the self-conscious planning of sonorities in 
the motet. 
Composirional procedure (chansons). Studies of compositional procedure in the 
chansons have also raised the question of successive versus simultaneous 
composition.29 The Ars discanrus (Coussemaker 1864-76, 3:125) teaches us 
that chansons were composed successively, by adding a tenor to a cantus voice, 
while the Ars discanrus secundum Johannem de Muris (Coussemaker 1864-76, 
3:93-94) indicates that in the chanson the tenor was composed first (quoted in 
Fischer 1961,49 n. 15). The first scenario-that a text was set to music in the 
cantus voice, and then an accompaniment was devised, one voice at a time-is 
supported by the testimony near the end of letter 31 of the Voir Dit, in which 
Machaut speaks of adding tenor and contratenor to a cantus voice composed 
long before.30 

More recently, the view of musical composition as always successive has 
been challenged. One of the earliest scholars to argue for simultaneous 
conception was S.J. Williams (1952), with further comments by Fisc her (1961, 
44) and Martinez (1963, 112-13), and developed systematically as a thesis in 
Domling 1970. These leads have been followed in important studies by Arlt, 
Leech-Wilkinson, and Fuller.31 Close analyses of the music shows that in 
many cases, a degree of simultaneous conception of the music is the only way 
to explain the sophistication and complexity of the interaction of the voices. 
Text-music relationships (morers). Egidius de Murino (ed. and trans. Leech­
Wilkinson 1989, 1: 18-24) teaches us that the texts of isorhythmic motets were 
haphazardly added to the finished musical structure. Detailed analysis of 
fourteenth-century motets, however, often shows a sophisticated interaction of 
texts and musical structure (Reichert 1956 is the path-breaking study).32 

Recently, literary scholars have become interested in fourteenth-century motet 
poetry, providing close analyses of the "verbal counterpoint" of the texts of 

29 For a historiography of the question of successive versus simultaneous composition, see 
Arlt 1982, 200--202, 228; Fuller 1987a, 44 and 56 n. 10; Karp 1988, 66--67. The view of 
the chanson as a two-voice framework, expanded to three- or four-voice textures in some 
cases, goes back at least as far as Ludwig 1902-3, 35-38. This conception is central to the 
work of Apfel (1960, 92-93; 1974, 169-82), who sets great store on alternative, fewer­
voiced versions of some of the chansons; see also Reaney 1953, 135-37; Karp 1988, 66. 
Page (I 993, 36--42) dubs this model "arc hi tectonic." 

30 See chap. 7 .3, literary discussion to Dix et sept (R 17), item d. 
31 Arlt 1982, 200--202, 231-34, 253-58, 279; 1993; Leech-Wilkinson 1984, 9-11; 1990c; 

1993a, 49-50, 55-58; and Fuller 1986; 1987a, 44, 56 n. 10; 1991; 1992a; 1992b; see also 
Treitler's comments in Gushee 1980, !57 and Gushee 1982, 166--67. Karp (1988) adheres 
to the earlier viewpoint, though arguing that sometimes the cantus was composed first, at 
other times the tenor. Despite the title, Leguy (I 982) is not helpful for this aspect. 
Danckwardt (1993, 374-77, 381-83) distinguishes two varieties of 3-voice structure, one 
more homogeneous than the other. 

32 See also Eggebrecht 1962-ti3; Kiihn 1973, 97-98; Clarkson 1971, 200-281; Ziino 1978; 
Angiolini 1987; Leech-Wilkinson 1989; Koehler 1990, 1:105-7, 2:25, 28; Bent 1991. 
Giinther (1961) supplements and completes Reichert's study for later fourteenth-century 
motels. Liihmann (1978, 141-72) studies text declamation in motels compared to 
chansons. 
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tenor, motetus, and triplum.33 Purely literary studies include Brownlee 1991b 
and Huot 1994.34 Bent provides a sample of forthcoming work in her 1991 
essay, which combines investigation of symbolic and literary aspects of the 
texts with musical aspects; see also studies by Boogaard (1990; 1993a; 1993b). 
Text-music relationships ( chansons). Several recent studies have turned to a 
question that would have been considered unthinkable a few years ago, namely, 
that Machaut in his own way was as careful as a Renaissance composer with 
text setting, even to the point of "word painting." Domling (1972, 301-7) led 
the way, but seems to have inspired few followers until Arlt raised the issue 
anew.35 Now one can also consult Fuller, some occasional remarks of Leech­
Wilkinson, and a variety of other scholars. 36 Further, many of Fuller's 
sophisticated analyses of directed progressions discussed above are relevant to 
text expressionY The opposing view, that Machaut's music operates largely 
independently of the subtleties of the text, is represented in studies by 
Audbourg-Popin (1986), and Leech-Wilkinson (1984, 13).38 The two views 
are not mutually exclusive; Machaut took text as his point of departure 
sometimes merely in a general but at other times in a specific way. M.L. 
Gollner (1989) emphasizes the complexities and varieties of relationships 
between text and music: Machaut used different procedures in different works. 
Angiolini (1987) also demonstrates the possibility of a middle ground. 

The following paragraphs provide some references to musical discussions that 
survey specific genres, the lais, motets, ballades, rondeaux, and virelais. For 
literary surveys, see chap. 6.4a. Studies of the Mass and hocket are given in 
chap. 7.3 under M esse de Nostre Dame and Hoquetus David. 
Lais (surveys). On the history of the lai before Machaut, including the history 
of the important lais in the Roman de Fauvel of F:Pn 146 (ed. Rosenberg/ 
Tischler 1991, nos. 21, 23, 48, 64), see Machabey 1931, 329-32; 1955b, 
1:98---110; Reaney 1955-56; 1958a; 1960d; Maillard 1963; 1973; Fallows 1980; 
Cyrus 1991-92; Tischler 1988. Reaney (1952a, 1039) attributes the Fauvellais 
to Philippe de Vitry. Schrade (1958-61) relates aspects ofMachaut's lais to the 
Fauvellais and proposes further that Machaut derived the titles of his lais from 
the Roman de Perceforest. Kiigle (1993, 313-18; ed. 403-12) finds a 
fourteenth-century Latin rhymed sequence to St. John the Baptist, Basis 
prebens, comparable in style to the lais of Machaut. For a very late example of a 
lai with music (early fifteenth century), see C. Wright 1974. 

Surveys of Machaut's lais include Grober/Hofer 1933, 25-26; S.J. Williams 
1952, 272-91; Reaney 1955-56; Giinther 1957, 120-31, 160-61; 1963a, 111-
12; Poirion 1965, 396-406, 409-14; Fallows 1977b, 480-83 (with strategies 
for analysis); Hoppin 1978b, 403-9; Wilkins 1979, 21-23; Fallows 1980 and 
table, 374; Huot 1987, 260-73 (iconographical study of lais in MS C); 
Deschaux 1988, esp. pp. 72-77. On the element of chace, see Feininger 1937; 

33 L. Wright coined the term "verbal counterpoint" in his pioneering literary study of Trop 
plus I Biaute (M20) (L. Wright 1985-86). 

34 See Page (1993, 89-93) for some caveats. 
35 See Arlt 1982, 234-36, 239-52, 258-61; 1983; 1984; 1993, 47-48, 57. Giinther's early 

analysis of text-detennined motives and isomelism seems relevant here (1957, 131-49). 
36 See Mulder 1978, esp. 30-35 (this work, in Dutch, has not received the attention it 

deserves); 1979; Little 1980, 58-59; Dahlhaus 1982, 281-82; 300-305; Giinther 1984a; 
Fuller 1987a, 50, 57 n. 18; Leech-Wilkinson 1989, 1:58, 78, 100, 113; 1993a, 60. 

37 See Fuller 1992b, 254 n. 17 (De Bon Espoir I Puis que [M4]), 245 (Credo; Honte, paour 
[B25]), and 248 (Mes esperis [B39]). 

38 See also the tension expressed in Wimsatt/Cable 1991, 8-10. 
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Newes 1987; Kligle 1991, 381-82; Newes 1991b; Kligle 1993,258-82. Earp 
(1983, 283-88, 309-26) discusses aspects of manuscript presentation of the 
Machaut lais. 
Motets (surveys). After a brief study of four motets by Ficker (1924-25, 210--
13), surveys of Machaut's motets start with the important work of Besseler 
(1927, 217-229; 1949-51, 707-14). Interest in isorhythmic technique after 
World War II is seen in Perle (1948, 174-76) and Gombosi (1950, 220--24). 
Gtinther (1957, 131--49, 161-62; 1958, 28-35; 1963a, 112-13) focuses on 
statistical comparisons of stylistic characteristics, and, with Besseler's earlier 
study, her work provides a foundation for further research. More recent studies 
that focus on rhythmic aspects include Kurtzman 1967; Domling 1971, 28-29; 
Prisor 1971,97-110, 143--47; Sanders 1973, 562-65; Della Seta 1975; Hoppin 
1978b, 410--14; Dobrzanska 1978; Saponov 1978, 31-35; Dobrzanska 1979a; 
1979b; Sanders 1980a; 1980b; Zipay 1983; Koehler 1990, 1:93-95,2:21,26, 
27. See Leech-Wilkinson (1989, 1 :9-15) for a fine chronological survey of the 
most important scholarly literature on the isorhythmic motet. 

Refined recent surveys of the stages of development of the motet in the four­
teenth century include those by Leech-Wilkinson (1982-83; 1989) and Ktigle 
(1991, 355-74; 1993, 139-258, 282-96). Leech-Wilkinson (1989, vol. 1, 
chapters 2-3) provides thorough and multi-faceted analyses of Machaut's four­
voice motets. The last three motets, Christe I Veni (M21), Tu qui gregem I 
Plange (M22), and Felix virgo I Inviolata (M23), are also treated together in 
Machabey 1955b, 2:111; Clarkson 1971, 254; Prisor 1971, 197-210; Ziino 
1978, 441. 
Chansons (surveys). For literary studies of the various genres of chansons, see 
chap. 6.4a. Poirion's 1965 book, so important for Machaut's lyrical poetry, 
includes a section on music, rhythm and poetic accent (1965, 439--47), as well 
as the large chapter on each of the fixed forms. Poetical features of ballades set 
to music are treated in Gieber 1982, including caesura, metrical structure, and 
enjambment, with many examples. Guthrie (1987, 68-69) emphasizes that the 
poetry of the ballades notees is different from the ballades not intended for a 
musical setting, and Tavani (1985) as.serts that Machaut treats the poetry more 
seriously than other Ars Nova composers. 

Although primarily addressed to the question of chronology, Gtinther (1963a) 
provides an excellent discussion of many of the stylistic traits of the music of 
Machaut's chansons. The best brief survey of the music of Machaut's chansons 
in English is by Hoppin (1978b, 421-32); some other surveys of the musical 
development of the chanson in the fourteenth century include Ludwig 1925, 
418; 1930, 268-72; Ape! 1950; Reaney 1952a; S.J. Williams 1952, 180--210; 
Reaney 1955; Gtinther 1957; Reaney 1960a; 1960b; 1960d; 1962; Crocker 
1966; Hasselman 1970; Ape! 1973; Dolidze 1975; Ltihmann 1978, 57-61; 
Gushee 1980, 147--48; Greckel 1981; Arlt 1982; Gushee 1982, 165-69; 173-
74; Frobenius 1985; 1986; Plumley 1990; Earp 1991a; 1991b; Hoffmann­
Axthelm 1991, 343; Kligle 1991, 375-84; Berger 1992. 

For approaches to the melodic and motivic analysis of the chansons, see 
Reaney 1955 (melodic and rhythmic motives); Gtinther 1957, 131-49 (text­
determined melodic designs; use of isomelism); Damerini 1960 (Italian 
influence); Hirshberg 1971; 1973-74, 61 (location of melismas); Salop 1971 
(melodic design); Fassler 1973 (cadences); Mulder 1978, 79-91; 1979, 61-62; 
Arlt 1980 (phrasing and mensuration). Fuller (1987a; 1992a) provides some 
model exhaustive analyses of J' aim miex (B7) and De routes flours (B31 ). On 
vocal scoring and added voices in Machaut's chansons, see chap. 8 n. 4. 
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On the subsequent influence of the style of Machaut's chansons, see Ape! 
1946-47; Hoppin 1957, 117-18; Schrade 1960; Giinther 1961-62, 165-74; 
Hirshberg 1971; Boker-Heil 1989; see also above, chap. 2.4. 
Ballades. Musical studies that focus specifically on Machaut's ballades include 
Machabey 1931, 340--44; S.J. Williams 1952, 211-56; Machabey 1955b, 2:9-
57; Giinther 1957, 67-97, 155-57; 1963a, 103-7; Salop 1971, 48-49; Hirsh­
berg 1971; 1973-74; Fuller 1987a; Hughes 1989, 431-32; Ziino 1990; Fuller 
1992a. 
Rondeaux. Machaut's rondeaux are the focus in Machabey 1931, 337-40; S.J. 
Williams 1952, 256-62; Machabey 1955b, 1:151-72; Giinther 1957,97-115, 
157-59; 1963a, 107-9; Salop 1971, 74. See also the interesting analysis in 
Page 1993, 163-69. 
Virelais. Stylistic studies of the virelais include Machabey 1931, 334-36; S.J. 
Williams 1952, 262-68; Machabey 1955b, 172-97; Giinther 1957, 53-67, 
159-60; 1963a, 109-10; Salop 1971, 72-74; Arlt 1982,257, 262-71; Leech­
Wilkinson 1991 and a forthcoming study; Weber-Bockholdt 1992. The virelais 
of Machaut's contemporaries often show very different stylistic characteristics; 
see Hasselman 1970. 

The remainder of this chapter provides information on each of Machaut's 
musical works. The general layout is familiar from chapters 5 and 6. The 
categories of information provided for musical works include the following: 
MANUSCRIPTS WITH TEXT AND MUSIC. In each case, a source is associated 
with a number in square brackets, giving the location of the discussion of that 
source in chapter 3. I have included information on the number of voices in 
abbreviated form (cantus "ea"; triplum "tr"; motetus "mot"; tenor "ten"; 
contra tenor "et"). 
TEXT MANUSCRIPTS. This category also includes information on duplication of 
a given work in the Loange des Dames, or in the Voir Dit. 
TREATISES. Citation of a specific work in literary or music theory treatises. 
FACSIMILES. Facsimiles or diplomatic facsimiles-modern printed approxi­
mations of the old notation-<Jf musical works. 
EDITIONS OF TEXT. Usually a reference to the edition of Chichmaref (1909). 
TRANSLATIONS. Complete or partial translations or summaries. Many 
recordings of Machaut's music include translations of musical works. I give 
reference to the discography, chapter 8, in these instances. First consult chap. 
8.3 to determine the individual recordings I have reviewed; the list of recordings 
by record label (chap. 8.8) notes which recordings include translations. 
ASCRIPTION. Grounds for ascription in doubtful works. 
TEXT STRUCTURE. I have included metrical analyses of all of the musical 
works, with a list of rhyming syllables.39 When a strophe is isometric and 
consistent in its use of all masculine or all feminine rhymes, I have conserved 
space by using only a single number, e.g., Merci vous pri (R3) is in isometric 
decasyllabic lines with feminine rhymes: 10'AB aA ab AB (capital letters denote 
refrain lines). In order to convey the relative richness of rhymes in a given 
work, I give all vowels and consonants that are consistently rhymed. (For rimes 
equivoquees, I provide a single spelling; for instance, the a-rhyme in Se vous 
n' estes pour mon guerredon nee (R7) is listed as "a:-guerredon nee," although 
later it is rhymed with guerredonnee and guerre donnee.) Individual text lines in 
a motet or in a lai not set to music may exhibit epic caesura, that is, an 
uncounted feminine syllable after the fourth, accented, sy liable of the line, a 

39 Reaney (1959b, 39-41) provides metrical analyses for the ballades, rondeaux, and virelais, 
but he does not distinguish feminine from masculine rhymes. 
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characteristic normally avoided in lyric poetry, but acceptable in the through­
composed motet (Elwert 1965, §87; cf. also Liihmann 1978, 166-67). In lyric 
caesura, the feminine syllable counts as the fourth syllable of the line (Elwert 
1965, §88). Poirion (1965, 442) and Dembowski (1987a) discuss the aspect of 
epic and lyric caesura. For the metrics of Latin motets, I simply indicate the 
number of syllables without further comment. Mach aut rhymed Latin like 
French, without distinguishing proparoxytonic rhymes from paroxytonic 
rhymes; for example, it was perfectly acceptable for Machaut to rhyme "erat'' 
and "venerat" (Martyrum I Diligenter [M19], motetus, 11. 9 and 11). 
TEXT S1RUCTURE AND RELATIONSHIP TO ISORHYTHM. An important category 
for motet analysis since the work of Reichert ( 1956). 
DATE, OCCASION. Specific datings of works. 
DISCUSSION (literary). Comments and analyses by literary scholars. For works 
appearing in the Voir Dit, I have summarized mentions of a given work in the 
letters and narrative. 
LITERARY ANTECEDENTS. Studies that discuss Machaut's literary sources for a 
given work. Little has been done on this aspect, a difficult undertaking for 
lyrical works. 
TEXTUAL LEGACY (England or France). Studies of the influence of a particular 
work on the poetry of later authors. 
TENOR SOURCE. An important aspect of motet analysis, inasmuch as the 
themes of the upper voices often play off the theme of the tenor. 
EDITIONS OF MUSIC. Usually a reference to the critical editions of Ludwig and 
Schrade. Occasionally, references to emendations or editorial problems are 
given here. For general studies of editorial practices, see Giinther 1957, 26-35; 
Bockholdt 1971; Liihmann 1978, 66-68. 
DISCUSSION (musical). Comments and analyses by music historians, comments 
and bibliography of potential importance to performers, and mentions of related 
works of Machaut. 
MUSICAL ANTECEDENTS. Studies that propose specific musical models for a 
given work. 
MUSICAL LEGACY. Studies of the influence of a particular work on the music 
of a later composer. 

3. Works in the music fascicles in alphabetical series by title 
A Christo honoratus. See Martyrum I Diligenter (M19). 
Ad te suspiramus. See Felix virgo I Inviolata (M23). 
Agnus Dei. See M esse de Nostre Dame. 
Amara valde. See Quant en moy I Amour (M1). 
Amis, dolens. See Sans cuer I Amis I Dame (B 17). 
Amis, t'amour me contreint. [Le Lay des Dames] (lai LIO; Schrade lai 7) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 181 v-184r no. 8 [5] A fols. 384r-386r no. 10 
[3] V g fols. 237r-239r no. 10 [6] G fols. 85r-86v no. 10 
[4] B fols. 235r-237r no. 10 [7] E fols. 115v-117r no. 9 

TEXT MANUSCRIPTS. 
[10] M fols. 222v-224r 
[15] K fols. I30v-132r 
[16] J fols. 144v-146v 
[28] Ars fol. 12r 

LOST MANUSCRIPT. 
[29] lost Paris MS of Iais 

no. 12 
no. 4 (has title) 
no. 4 (has title) 
no. 1 

EomoN OF TEXT. Chichmaref 1909,2:352-61 no. 10. 

[ 4 7] Chanier 
[48] F:Pn 833 
[51] F:Pn 2201 
[53] F:Pn 24440 

fols. 176v-178r 
fols. IOSr-1 09r 
fols. 226r-228v 
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TEXT STRUCfURE. 12 strophes, 238 lines: 
abbba abbba 

la. 77'3'3'7 I 77'3'3'7 11 lb. same 11 

cccd cccd 
2a. 3'3'7'7 13'3'7'7 112b. same 11 

eeeef eeeef 3a. 75437 I 75437 If 3b. same 11 

ghgh hg hhgh 
4a. 7•37 •3 I 77 , 11 737'3 114b. same 11 

THE MUSIC 

llllm llllm 
7a. 7'7'7'7'5 17'7'7'7'5 117b. same If 

nnnnno nnnnno 
Sa. 555557 1 555557 11 Sb. same 11 

rrs rrs ssr ssr 
lOa. 343 343 433 433 11 !Ob. same 11 

i i i i i i i i i i i i i i tt uu tt uu t 
Sa. 5'5'5'5'5'5'7' I 5'5'5'5'5'5'7' 11 Sb. same 11 !la. 774747474 If !lb. same 11 

12a-b. = la-b. 

a:-eint, b:-ire, c:-eure, d:-our, e:-ent, f:-uis, g:-ente, h:-oy, i:-oie, j:-is, 
k:-iere, 1:-ee, m:-i, n:-er, o:-ray, p:-os, q:-einne, r:-ort, s:-as, t:-ir, u:-aut 

DISCUSSION (literary). Patch 1927, 94 n. I, 96 n. 2 and Calin 1974,244 (theme of Fortune); 
Huot 1987, 265 (feminine voice; pairing of Ll on and Amours doucement [L7 /6] in MS 
C). Hassell (1982, nos. C2!2, M246) indexes proverbs. 

TEXTUAL LEGACY (England). Chaucer, Troilus (Wimsatt 1976, 287; 1991 b, 148-49, I 58). 
EDITIONS OF MUSIC. Ludwig 1926--54, 4:35-37 (ed. Besseler); Schrade 1956b, 2:22-25 

(critical notes 1956c, 60--{5!). The music of strophes I and 12 is the same, except that 
strophe 12 is a perfect fifth higher. 

DISCUSSION (musical). Machabey 1955b, 1:117 and Reaney 1955-56, 26 ("isorhythmic" 
construction of strophe I 0). 

Amour et biaute. See Quant en moy I Amour (Ml). 
Amours doucement me tente (lai L7; Schrade lai 6) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[!] C fols. 179r-18lv no. 7 [5] A fols. 379r-38!v no. 7 
[3] V g fols. 232r-234v no. 7 [6] G fols. 82r-83r no. 7 
[4] B fols. 230r-232v no. 7 [7] E fols. 1!2v-113v no. 7 

TEXT MANUSCRIPT. 
[10] M fols. 216r-217v no. 7 

TREATISE. Baudet Herenc, Doctrinal de la Secunde Retorique (1432); see chap. 2.3.1d. 
EDITION OF TEXT. Chichmaref 1909,2:330-37 no. 7. 
TEXT STRUCfURE. 12 strophes, 216lines: 

aaab 1 aaab b 
la. 7'3 '7'5 7'3 '7'5 11 I . same 11 

lllm lllm 7a. 8•4•8•8. I 8,4,8,8• 11 7b. same 11 

ccccd ccccd 2a. 75575 I 75575 If 2b. same 11 nnnnnn o nnnnnn o 
Sa. 43343310' 1 43343310' 11 Sb. same 11 

eeeee eeeee 
3a. 5'5'5'5'7' I 5'5'5'5'7' 11 3b. same 11 

p p p p q I p p p p q 11 9b 11 9a. 7'3'3'7'5 7'3'3'7'5 ·same 

4a. 7fffg I fffg 114b. same If rrrrrs rrrrrs 
lOa. 737375 1737375 11 !Ob. same 11 

hhhi hhhi 
Sa. 7'3 •7 •7 I 7'3 '7'7 11 Sb. same If 

tttu tttu !la. 3375 , 13375. 11 !lb. same If 

. k . k 
6a. {010 • I {010' If 6b. same 11 12a-b. = la-b. 

a:-ente, b:-ir, c:-ment, d:-ay, e:-oie, f:-is, g:-on, h:-ure, i:-oir, j:-er, k:-einne, 
l:-ue, m:-ance, n:-our, o:-ourne, p:-aire, q:-aii, r:-e, s:-oit, t:-ier, u:-iere 

DISCUSSION (literary). Huot 1987,265 (pairing of L7/6 and Amis, t' amour [LI0/7] in C). 
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EDITIONS OF MUSIC. Ludwig 1926--54, 4:33-34 (ed. Besseler); Schrade 1956b, 2:19-21 
(critical notes 1956c, 60). The music of strophes I and 12 is the same, except that strophe 
12 is a perfect fourth higher. 

DISCUSSION (musical). Machabey 1955b, 1:117 ("isorhythmic" structure of strophe 10); 
Giinther 1957, 128-29 (rhythmic analysis). 

Amours me fait desirer (ballade B 19) 
Refrain: Que je /' aie sans rouver 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[I] C fol. I86v no. 17 3v (tr, ea, ten) [6] G 
[3] V g fol. 306r no. 19 3v (tr, ea, ten) [7] E 
[4] B fol. 304r no. 19 3v (tr, ea, ten) [7] E 
[5] A fol. 463v no. 19 3v (tr, ea, ten) 

TEXT MANUSCRIPTS. 

fol. 140v no. 19 
fol. 152r no. 18 
fol. ISSr no. 29 

3v (tr, ea, ten) 
2v (ea, ten) 
3v (tr, ea, ten) 

[10] M fol. 240r no. 19 Lol77 CVgBAGMD (chap. 6.4) 
[50] Pa fol. 38v no. 115 

EDffiONS OF TEXT. Monod 1903, no. 5; Chichmaref 1909, I: 160 no. 177; Wilkins 1969a, 
25-26 no. IS; 1972, 53-54 no. 14. 

TRANSLATIONS. Wilson 1990a, 244; see also discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 3 strophes, duplex ballade. See Gieber (I 982, 10) on the short text lines 

and the rare use of enjambment. Text form is a sixain followed by its retrograde (Clarkson 
1971, 266 n. 93), as in En amer (RF4) and Fons I 0 livoris (M9), motetus. Further brief 

di · f · z·· 1990 19 20 a ab a ab bba bbA b scusswn o text m nno , - . 737 737 737 737 a:-er, :-ent 

EDITIONS OF MUSIC. Ludwig 1926--54, 1:20; Schrade 1956b, 3:92-93 (critical notes 1956c, 
109); Wilson 1990a, 242-43 no. 72. 

DISCUSSION (musical). Machabey 1955b, 2:33; Wykes 1956, 58--62 (analysis); Salop 1971, 
68-69 (weight of cadences); Kiihn 1973, 219-20 (harmony); Liihmann 1978, 175-81 
(declamation); Arlt 1982, 258--60 and 1983, 500 (rhetorical reason to allow augmented 
second in cantus at the text "c'est si folettement"); Karp 1988,72 (compositional priority of 
the tenor); Cross 1990,52-53,99-100,231,259--61,264 (solmization, tritone, augmented 
seconds). 

Amours qui a I Faus Samblant I Vidi Dominum (motet Ml5) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[I] C fols. 219v-220r no. 14 3v (tr, mot, ten) 
[3] V g fols. 274v-27Sr no. IS 3v (tr, mot, ten) 
[4] B fols. 272v-273r no. IS 3v (tr, mot, ten) 
[5] A fols. 428v-429r no. IS 3v (tr, mot, ten) 
[6] G fols. 116v-117r no. IS 3v (tr, mot, ten) 
[7] E fol. 143v no. 18 3v (tr, mol, ten) 

[57] I v fols. 20v-2lr no. 35 3v (tr, mot, ten) 
[58] Trem fol. viii no. 14 frag. (mot, ten) 

FACSIMILE. Droz/Thibault 1926 (MS Trem); Professione 1967, plate 5 (mot and ten). 
EDITION OF TEXT. Chichmaref 1909,2:511-12 no. IS. 
TRANSLATION. Brownlee 199Ib, 2-3. 
DATE. Use of iambic rhythm rare in motelS, probably a late trait (yet still before 1350); cf. 

Maugre rrwn cuer I De ma dolour (MI4). 
TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. Both triplum and motetus exhibit 

regular correlation between text and talea structure (Besseler 1927, 223; Reichert 1956, 
202). The strophic structure of the triplum helps define a larger talea, or "Grosstalea," 
combining Ludwig's taleae I-II and III-IV (Reichert 1956, 202; Sanders 1973, 558 n. 257; 
Pelinski 1975, 69; Ziino 1978, 450; Bent 1991, 20, 22; Kiigle 1991, 370). See also 
Reichert 1956, ex. 8 (after p. 212), discussed p. 213 (motivic correspondences); Clarkson 
1971, 267, 271 (strophic structure of triplum); Liihmann 1978, 163--65 (text structure of 
motetus); Clarkson 1971,286--87,291 and Bent 1991,20--23 (declamation rate of triplum 
and motetus); Ziino 1978, 444-45 (text structure of triplum and motetus). 
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Tri lum: aabaab cccb ccbcb cccb ddbddb eeeb eebeb eeeb 
p 775'775' 7775' 775'75' 7775' 775'775' 7775' 775'75' 7775' 

a:-oir, b:-ure, c:-ment, d:-ies, e:-e 

Mot t s· ab c ab c ab c ab c . .. b· . . 
e u . 77'7 77'7 77'7 77'7 a.-eu, .-ance' c.-otr 

DISCUSSION (literary). Badel1980, 210; Bent 1991; Brownlee 1991b. 
TENOR SOURCE. Vidi Dominum [facie ad facie m; (et) sa/va facta est] (Gen. 32:30) is the 

beginning of the mode 6 Responsory for the second Sunday in Lent (Ludwig 1926--54, 
2:60a*, 3:57). 

EDmONS OF MUSIC. Ludwig 1926--54, 3:55-57 (criticism of Ludwig's analytical layout in 
Sanders 1973, 558 n. 257); Schrade 1956b, 2:157-59 (critical notes 1956c, 84-85); Bent 
1991, 16--19 (with suggested emendation of the ending). 

DISCUSSION (musical). Unipartite, pan-isorhythmic. Machabey 1955b, 2:92-94; Giinther 
1957, 135-36 (melodic design is text-determined); Pelinski 1975, 69 (harmonic structure 
articulated by sonorities of repose, or "Ruheklange"; further developed in Fuller 1986, 57-
59); Bent 1991 (aspect of number symbolism in text and music); Kiigle 1991, 370 (pan­
isorhythm). Concerning melodic analogies between taleae, see Reichert 1956, 213 and ex. 
8; Giinther 1958, 32; Ziino 1978, 449; Bent 1991, 23. 

Musical characteristics make MI5 a pair with Maugre rrwn cuer I De ma dolour (MI4). 
Compare the beginning of the motetus with the anonymous rondeau Faus Samblant (ed. 
Greene 1981-89, 22:64 no. 35; cited in Machabey 1955b, 2:93, n. 535). The three-breve to 
one-chant note ratio may demonstrate imitation of Vitry's usual procedure, cf. also Bone 
pastor I Bone pastor [M18] and Christe I Veni [M21] (Leech-Wilkinson 1982-83,4, 14). 
Musical antecedent in Philippe de Vitry, V os I Gratissima (Leech-Wilkinson 1989, 1:110 n. 
IS; ed. Schrade 1956a, 76--81 no. 7). Stylistically similar to Petre I Lugentium and Apta I 
Flos (Kiigle 1993, 250-51). 

Amours, se plus demandoie. Le Paradis d' Amours (lai L9) 
TEXT MANUSCRIPTS.40 

[I] C fols. 196r-197v no. IS 
[2] W fols. 70r-7lr 
[3] V g fols. 235v-236v no. 9 (has title) 
[4] 8 fols. 233v-234v no. 9 (has title) 
[5] A fols. 382v-383v no. 9 (has title) 
[6] G fols. 84r-85r no. 9 (has title) 
[7] E fols. 108v-109r no. 3 

[10] M fols. 218v-220r no. 9 (has title) 
[IS] K fols. 130r-130v no. 3 (has title; frag.) 
[16] J fols. 143r-144v no. 3 (has title) 
[50] Pa fols. 44v-46r no. 137 (has title) 

EDffiONOFTEXT. Chichmaref 1909,2:345-51 no. 9. 
TEXT STRUCfURE. 12 strophes, 198 lines: 

aaab aaab 
la. 7' 3 '7'7 17'3'7'7 11 lb. same 11 

cdcd dcdc 
1 2a. 7575 I 7575 11 2b. same I 

eeffeefef 3a. 774747474 11 3b. same 11 

gggh gggh 
4a. 7'7'7'5 I 7'7'7' 5 11 4b. same 11 

i i i i j i i i i j 11 Sa. 7'3 •3 '7'5 I 7'3 ,3 '7'5 11 Sb. same 

kkkl kkkl 
6a. 5,5 '7'5 15,5.7'5 116b. same 11 

mmn mmn 
7a. 7'7'3 I 7'7'3 11 7b. same 11 

8a. ~0/~. 1~& 11 8b. same 11 

40 There is no concordance in the MS F:Pn 7220 (listed in Mudge 1972, 289 and Wimsatt 
1982, 104). 
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9 qqqqr I qqqqr 119b 11 
a. 77775' 77775' ·same I vvvvw 1 vvvvw 

I a. 7'7'7'7'7 7'7'7'7'7 11 lib. same 11 

ssttu ssttu 0 lOa. 7'7 .344 I 7'7'344 11 I b. same 11 12a-b. = la-b. 

a:-oie, b:-ient, c:-oy, d:-is, e:-ent, f:-ir, g:-ee, h:-ay, i:-ie, j:-our, k:-einne, 1:-i, 
m:-ire, n:-eur, o:-er, p:-ance, q:-oit, r:-age, s:-ise, t:-oir, u:-ueil, v:-ure, w:-ours 

DISCUSSION (literary). Huot 1987,268. Feminine voice. 

TEXTUAL LEGACY (France). Froissart, Paradis d'Amour (Whiting 1946, 191; Poirion 196S, 
409). 

TEXTUAL LEGACY (England). Chaucer, Antigone's song in Troilus (Kittredge 1910; 
corrections in Wimsatt 1976, 288; 1982, 104; 1991b, 1S9; Windcatt 1992, !20-21). 

Apprehende arma. See Tu qui gregem I Plange (M22). 
Armes, Amours (by Eustache Deschamps and F. Andrieu). See chap. 7.4. 
Aucune gent I Qui plus aimme I Fiat voluntas tua (motet M5) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 4v: tr, mol, ten, et). 

[1] C fols. 209v-210r no. 4 [S] A fols. 418v-419r no. S 
[3] V g fols. 264v-26Sr no. S [6] G fols. 106v-107r no. S 
[4] B fols. 262v-263r no. S [7] E fols. 13Sv-136r no. 7 

EDillON OF TEXT. Chichmaref 1909,2:491-92 no. S. 

TRANSLATION. See discography (chap. 8.3 and 8.8). 

DATE. Leech-Wilkinson's analysis of the compositional difficulties Machaut encountered in 
this work indicate that MS is a very early work: "Machaut might have been forced into this 
position by being required to base his composition on material supplied from external 
sources: the requirements of a patron, an occasion, or perhaps even a fellow musician" 
(1989, 1:89; see especially p. 104, where he suggests that the tenor text, Fiat voluntas tua 
[thy will be done] could be considered an ironic comment on Machaut's presumed master, 
Philippe de Vitry; see also 1982-83, S; above, chap. 1.4; below, "literary antecedents"). 

TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. No correlation between strophe and 
talea (Reichert 19S6, 198-99, 201). Leech-Wilkinson (1989, 96-98, 102-3) notes no 
correlation in the triplum, but the fifteen lines of the motetus are distributed in the pattern 
of 10 + S. See also Clarkson 1971, 262..{53 (strophic structure of motetus); Liihmann 1978, 
142-S6 (declamation compared with ballades); Ziino 1978,440 n. 6, 444-4S, 4Sl (strophic 
structure of triplum). 

. . ababcd ebebcd fg fg hd ig ig hd jk jk Id mk mk Id no no pd 
Tnplum. 46 46 46' 46 46 46' 46' 46' 46' 46' 46' 46' 46' 46' 46' 4 6' 4 6' 46' 46' 46' 46' 

qo q o pd rs rs d d . . . . . . . . . , . 
46 • 46' 46 . 46 46 10•10. a.·ent, b.-ay, c.-ueli, d.-age, e.-1, f.-our, g.-ee, h.-uer, 

i:-ien, j:-oy, k:~aire,i:-uet, m:-is, n:-us, o:-oie, p:-oit, q:-il, r:-er, s:-on 
An analysis combining the short lines into longer lines with internal rhyme reveals a regu­
lar isometric decasyllabic scheme, and this is the way the trip1um is printed by Chichmaref 
(cf. Liihmann 1978, 168): 

aab aab ccb ccb ddb ddb eeb eeb 
101010' 101010' 101010' 10'10'10' !01010' 10!010' 10'10'10' 10'10'10' 

ffbb b 'd .. f 
1010 10•10• a:-ay, :-age, c:-ee, :-mre, e:-o1e, :-on 

ab ab aabb aab aa b b . 
Motetus: 7'7'7'7' 7'7'7'7' 7'7'7' 7'7'IO' 10, a:-ure, b:-te 

DISCUSSION (literary). Poirion 196S, 198n. (theme of MS, Pour ce que taus [BI2]. and Se 
faire st;ay [LoSS] are related), 611 (tenor theme); Cerquiglini 198Sb, 60 n. 13 (retrograde 
relationship of tenor and contratenor as the image of a circle); Huot 1994,223. 

LITERARY ANTECEDENTS. Chretien de Troyes, Yvain (Hoepffner 1908-21, 2:lix n. 2) "Et 
c'est tout cler que monsignour Yvon I Par bien servir, non pas par vasselage, I Conquist 
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!'amour dou grant lion sauvage" (triplum, Il. 26--28) [And it's quite clear that Monsieur 
Yvain /-By serving well, not vassel-Iike-/ Won the love of a great savage lion (trans. 
Davis I 991, SS)]. In light of an explicit link to Vitry's motels Douce playsense I Garison 
and Tuba I In arboris (see below), and the theme of the tenor text, the reference to Chretien 
de Troyes's Yvain may provide a hint of a master-pupil relationship between Machaut and 
Vitry (Leech-Wilkinson 1982-83, 5, 20; 1989, 1:30, 97-98). The beginning of the 
motetus, "Qui plus aimme plus endure" [Who loves most endures most] quotes the 
beginning of a chanson of Thibaut de Navarre, R.2095 (Ludwig [1926--54, 2:23] noted that 
it seemed a proverb). The last two lines of motetus, "Tels est ames qui ne le seroit mie I Et 
tels hars qui tost aroit amie" [This one is loved, who is unwilling, and that one is hated, 
who soon will have a lady], may be a proverb (Machabey 1955b, 2:76). 

TEXTUAL LEGACY (France). Poirion ( 1965, 266 n. 78) notes similar themes in Alain Chartier 
and Christine de Pizan. 

TENOR SOURCE. Fiat vo/untatis tua is related in phrases one and three to part of a Paternoster 
chant (Sanders 1973, 563---64 n. 287), and in phrases two and four to the tenor of Douce 
playsense I Garison by Philippe de Vitry (ed. Schrade 1956a, 72-75 no. 6), discussed in 
Leech-Wilkinson 1989, 1:91-93 and vol. 2 ex. 19. Anderson (1976, 124 n. 18) sought 
unsuccessfully for a source among Responsories. See also Wolf 1904, 1:174 (diplomatic 
facs. of tenor notation). 

EDITIONS OF MUSIC. Ludwig 1926--54, 3:18-23; Schrade 1956b, 2:123-26 (critical notes 
1956c, 77-78); Leech-Wilkinson 1989, 2:64--{)6 (critical notes 1989, 1:239-41). 

MUSICAL ANTECEDENTS. Philippe de Vitry, Douce playsense I Garison (ed. Schrade 1956a, 
72-75 no. 6), discussed in Leech-Wilkinson 1989, 1:89-98; a second motel that possibly 
influenced Machaut was In virtute nominum I Decens carmen (ed. F.Ll. Harrison 1968, 95-
99 no. 18), discussed in Leech-Wilkinson 1982-83, 5-8; 1989, 1:193, 196 and vol. 2, ex. 
66 (ascribed to Philippe de Vitry). 

DISCUSSION (musical). Bipartite, with diminution by one-half. The rhythm of the contratenor 
is derived from the tenor by retrograde. M. Schneider 1931, 41, ex. 5 (isorhythm); Gombosi 
1950, 223 (symmetrical rhythmic layout in tenor and contratcnor, the "crowning of all 
symmetrical arrangements"; sec also Reaney 1971, 56-57); Machabey 1955b, 2:75-77 
(melodic correspondences); Giinther 1958, 34 (diminution produces conflicts of tempus; use 
of red notation based on the model of Vi try); Apfel 1961, 37 (=1964--{)5, 1:40-41) (sonority 
problems in tenor-contratenor pair); Prisor 1971, 203 (chart of tenor-contratenor structure); 
Kiihn 1973, 244 n. 252 (rhythmic crab in tenor-contratenor pair is not audible); Hoppin 
1978b, 413-14 and Newes 1990,226 (diagram of symmetrical tenor and contratenor taleae); 
Leech-Wilkinson 1989, 1:43,46, 88-104 (thorough analysis of the motet); Koehler 1990, 
1:102-4 (rhythmic proportions). 

Newes 1987, 205-10 (comparison of complementary tenor-contratenor pair in MS, 
Christe I Veni [M21], Tu qui gregem I Plange [M22], and Felix vir go I lnviolata [M23]); 
Leech-Wilkinson 1989, I :131-34, 2:24 ex. 38 (explores the connections between two 
motelS of de Vitry-Douce playsense I Garison, and Tuba I In arbor is-and several works of 
Machaut-MS, Hareu! I He/as! [MIO], Felix vir go I lnviolata [M23], and the Amen of the 
Credo); 1989, 1:165 n. 45 (rate of harmonic change compared to several other motets). 

Aus amans pour exemplaire (Iai L4) 
TEXT MANUSCRIPTS. 

[I] C fols. 173r-174r no. 4 
[3] V g fols. 226v-227r no. 4 
[4] B fols. 224v-225r no. 4 
[5] A fols. 374r-374v no. 4 

LOST MANUSCRIPT. 
[30] lost Burgundian MS of lais 

FACSIMILE (refer to chap. 4.4s). Miniature C96. 
EDITION OF TEXT. Chichmaref 1909,2:309-13 no.4. 

[6] G 
[7] E 

[10] M 

fols. 78v-79r 
fol. 108v 
fols. 212v-213v 

TEXT STRUCTURE. 12 strophes, 144Iines: 
aaaaab 1 la. 7.5.5.5.7.7 I lb. same 11 ccccc 2a. 55575 11 2b. same 11 

no.4 
no. 2 
no.4 
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ddddd 3a. 55575 11 3b. same 11 

4a. 8eeef 11 4b. same 11 

Sa. 8gggf 11 Sb. same 11 

hhhi hhhi 
6a. 

5
•
5

•5 •7 I 5 ,5,5,7 11 6b. same 11 

. k . k . k . k 
7a. j.3 j.3 j.3 j.7 117b. same 11 

lblblblb 
8a. 3'3 3'3 3'3 3'7 11 8b. same 11 

mmmmn 
11 9a. 

8 8 8 8 8
• 9b. same 11 

lOa. =f. 11 !Ob. same 11 

!la. i'J'Ji7~j 11 11 b. same 11 

2 s s s s s t s t 11 I a. 7'7'7 '7'7'57'7 I2b. same 11 
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a:-aire, b:-mort (strophe 8 b:-ort), c:-tret, d:-our, e:-cours, f:-te, g:-ment, h:-ine, i:-iner, 
j:-oie, k:-art, l:-eure, m:-tourne, n:-tourne, o:-tiray, p:-partie*, q:-ueil, r:-lie*, s:-el/e, t:-lay 
*:Note the distinction between -ie rhymes p and r (perhaps the two b rhymes [strophes I 

and 8] should be distinguished as well). 
DISCUSSION (literary). Patch 1927, !56 n. I (theme of Fortune); Poirion 1965,412 (theme); 

Cerquiglini 1985b, 211 (term "soustil," I. 5); Huot 1987, 262-63 (iconography; pairing of 
lA and Pour ce qu'on puist [L3]). Hassell (1982, nos. FI29, R74, T68, T69) indexes 
proverbs. In this lai, the last strophe is not equivalent to the first in metrical structure or 
rhyme scheme, perhaps one reason why Machaut never composed music for the work. 

TEXTUAL LEGACY (England). Chaucer, Anelida and Arcite (Wimsatt 1978, 86 n. 10); 
Complaynt d'Amours (Wimsatt 1978, 72; I99Ib, 313 n. 14). 

Aymi! dame de valour (virelai V3) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fol. 149v no. 3 [5] A 
[3] V g fol. 323r no. 3 [6] G 
[4] B fol. 32Ir no. 3 [7] E 

TEXT MANUSCRIPT. 
[ 10] M fol. 246r no. 3 

EDffiON OF TEXT. Chichmaref 1909, 2:583-84 no. 3. 

fol. 482v 
fol. ISSr 
fol. I6Iv 

no. 3 
no. 3 
no. 16 

TRANSLATIONS. Little 1983,217 (strophe I); see also discography (chap. 8.3 and 8.8) . 

. ABAB ea ea I abab ABAB . . . . TEXT STRUCTURE. 3 strophes. 75 75 11 6,8 6,8 7575 11 75 75 a.-our, b.-1r, c.-ure 

EDffiONS OF MUSIC. Ludwig 1926--54, 1:71; Schrade 1956b, 3:168 (critical notes 1956c, 
136--37); Arlt 1982,266 (after Schrade). 

DISCUSSION (musical). Machabey 1955b, 1:177-78; Arlt 1982, 266-67; Little 1983; Weber­
Bockholdt 1992, 265-67; M.L. Gollner 1989, 64-65 (text/music relationship). 

Biaute paree. See Trop plus I Biaute (M20). 
Biaute qui toutes autres pere (ballade B4) 

Refrain: M' ont ad ce mis que pour amer morray 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[I] C fors. I59r-159v no. 4 
[3] V g fol. 298r no. 4 
[4] B fol. 296r no. 4 
[5] A fol. 455v no. 4 
[6] G fol. I35r no. 4 
[7] E fols. 152v-153r no. 20 

[58] Trem fol. xli no. 97 
[69] Utr fol. 29r no. 13 

TEXT MANUSCRIJYTS. 

[10] M fol. 237v no. 4 
[16] J fol. 26r no. 11541 

41 Balade. De triste cuer. /' amant. 

2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 
3v (ea, ten, et) 
(index only) 
3v (ea, ten, et) 

[41] Wm fol. 26r 
[50] Pa fol. 54v 

no. 33 
no. 168 
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FACSIMILES. Apel 1953, 359 facs. 70 (MS E); Bank 1972, 38 ex. 12 (diplomatic facs. in 
score of refrain); Saponov 1978, 18 (MS E); Yudkin 1989, 517 (MS E). 

EDmON OF TEXT. Chichmaref 1909,2:539 no. 4. 
TRANSLATIONS. See discography (chap. 8.3 and 8.8) 

. ab ab cc d D . b· . . TEXT STRUCTURE. 3 strophes. 
8

•
8

• 
8

,
8

, 
881010 

a.-ere, .-ange, c.-ant, d.-ay 

EDillONS OF MUSIC. Ludwig 1926-54, 1:4; Schrade 1956b, 3:74-75 (critical notes 1956c, 
100-101); Harrnan 1958, 145-47); Kohn 1981,47 (differently barred and beamed; discussed 
pp. 46-48). The contratenor, which appears only in MS E, is surely not authentic. 

DISCUSSION (musical). The only secular work of Machaut that uses coloration to indicate a 
change of tempus, except in MS E, which uses mensuration signs. Machabey 1955b, 2:21-
22 (brief overview); Giinther 1957,96 (syncopation passage); Harrnan 1958, 144-48 (brief 
analysis); Martinez 1963, 102-3 (text setting in an unusual metrical structure); Reaney 
1968,63-65 (counterpoint); Salop 1971,60 (melodic direction in the cantus); Bank 1972, 
39, 43 (tempo); Domling 1972, 304 (text setting in refrain); Liihmann 1978, 222 
(declamation); Arlt 1982, 260-61 (rhetorical basis for syncopation); Dahlhaus 1982 
(discussion in broad terms of the same passage); Karp 1988, 75 (compositional priority of 
the cantus); Cross 1990, 265 (chromatic intervals); Koehler 1990, 1: 102-3, 110-13 
(rhythmic proportions). 

Bone pastor Guillerme I Bone pastor qui pastores I Bone pastor 
(motet M18) 

MANUSCRIPTS WITH TEXT AND MUSIC (all3v: tr, mot, ten). 
[I] C fols. 222v-223r no. 17 [5] A fols. 431 v-432r no. 18 
[3] V g fols. 277v-278r no. 18 [6] G fols. 119v-120r no. 18 
[4] B fols. 275v-276r no. 18 [7] E fol. 144v no. 20 

FACSIMILE. Bank 1972, 38 ex. 11 (diplomatic facs. in score of beginning). 
EDillON OF TEXT. Chichmaref 1909,2:518-20 no. 18. 
TRANSLATIONS. Wennerstrom 1983, 17-18; Fuller 1987b, 108; see also discography (chap. 

8.3 and 8.8). 
DATE AND OCCASION. 1323 or 1324 (Machabey 1955b, 2:62 and 100-101; he further notes 

[1955b, 99, 101] that musical resemblances between M18 and Quant vraie amour I 0 series 
[M 17] place them in the same chronological layer). 1325 (Fuller 1986, 68 n. 38; 1990, 
202). 1334 (Kiigle 1993, 147 n. IS). Probably composed in 1324 for the appointment of 
Guillaume de Trie as Archbishop of Reims; see the discussion above, chap. 1.4. 

TEXT STRUCTURE AND RELATIONSHIP TO ISORHITHM. Both trip! urn and motetus exhibit 
regular correlation between text and talea structure (Besseler 1927, 222; Reichert 1956, 
201). Both triplum and motetus change strophic forms for the diminution section, a 
situation unique to Ml8 and Quant en moy I Amour (M!) (Reichert 1956, 205-6, 209; 
Clarkson 1971, 255). See also Reichert 1956, exx. 5 and 6 (following p. 212), discussed 
pp. 207-8, 211-12 (irregular strophic structure at end of triplum; diminution section); 
Ziino 1978,442,444,446,451 (sequence-like structure of both triplum and motetus); Bent 
1984 (compositional planning; comments on Ziino). 

. . aabccbddeffegghiihjjkllkmmimi nninioopopqqpqp . 
Tnplum. 776776 776776 776776 776776 7 7 67 4 77674 77674 77674 a.-erme, 

b:-atum, c:-erva, d:-ostes, e:-entur, f:-aro, g:-ingit, h:-amenta, i:-ere, j:-utus, 
k:-atis, 1:-igna, m:-uli, n:-ia, o:-amine, p:-ili, q:-ium 

. aatx:cbddcffeghgh ij ij . . . · d· . · f· Motetus. 884884 884884 8484 8484 a.-ores, b.-enus, c.-wrum, .-enter, e.-!1, .-orum, 

g:-estum, h:-igne, i:-ale, j:-egi 

TENOR SOURCE. Unidentified. Chichmaref (1909, 2:520n.) notes a resemblance to the 
sequence Lauda Sion, but this includes only eight notes; Ludwig (1926-54, 3:67) rejects the 
suggestion. 

EDmONS OF MUSIC. Ludwig 1926-54, 3:65-67 (criticism of Ludwig's analytical layout in 
Sanders 1973, 563 n. 286); Schrade 1956b, 3:4-7 (critical notes 1956c, 86-87); 
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Wennerstrom 1983, 13-17 (after Schrade); Fuller 1987b, 104-7 no. 17 (based on Schrade 
with emendations, but tenor rebarred in the diminution section like the Ludwig edition, as 
suggested in Hoppin 1960, 26). Harmonic augmented second in m. 56 (Ludwig 1926--54, 
3:67, Machabey 1955b, 2:100). 

DISCUSSION (musical). Bipartite, with diminution by one-half (diminution section is pan­
isorhythmic). Machabey 1955b, 2:98-10 I; Giinther 1958, 34 (diminution produces 
conflicts in tempus groups); Domling 1970, 68--69 (different sonorities built on recurring 
tenor pitches); Bank 1972,39,43 (tempo); Kiihn 1973, 131-37 (harmonic analysis of the 
first eo/or, criticized in Fuller 1986, nn. 25, 37, 39, 46; Machaut staggers the three 
elements of eo/or, sonority, and text, which can take on an "imperfecting" function to 
attenuate a cadence); Pelinski 1975, 69-70 and table 3 (the pitch/ appears isoharmonically 
at the end of each talea); Wemli 1977, 19-21 (musical techniques that render the structure 
perceptible to the listener); Ziino 1978, 449 (instances of complete isorhythmic agreement); 
Leech-Wilkinson 1982-83, IS n. 24 (number symbolism); Fuller 1986, 47-55, 61--62 
(prolongations and progressions; weights of the cadences at talea ends; see summary in 
1990, 202-3); 1987b, 109 (brief introduction). 

MUSICAL ANTECEDENTS. Leech-Wilkinson 1982-83, 4, 14 (three-breve to one-chant note 
ratio may demonstrate imitation of Vi try's usual procedure, cf. also Amours qui a I Fa us 
Samblant [M IS] and Christe I Veni [M21]). Related to Se paour I Diex (ed. F.LI. Harrison 
1968, 84-87 no. 16); see Leech-Wilkinson 1982-83, 7, 14--15; less related to L' amoureuse 
I En /'estat (ed. F.Ll. Harrison 1968, 108-12 no. 21); see Leech-Wilkinson 1982-83, IS. 

C'est force, faire le vueil (virelai Vl6) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 203v-204r no. 26 [5) A 
[3] V g fol. 327v no. 16 [6] G 
[4] B fol. 325v no. 16 [7] E 

TEXT MANUSCRJ1YTS. 

fol. 486v 
fol. 158r 
fol. 160r 

no. 16 
no. 16 
no. 7 

[ 10] M fol. 249r no. 16 [50] Pa fol. 62r no. 193 
FACSIMILE. Ultan 1977b, 91 (diplomatic facs.). 
EDITION OF TEXT. Chichmaref 1909, 2:599--600 no. 16. 
TRANSLATION. See discography (chap. 8.3 and 8.8) . 

. ABBABA bbc bbc abbaba ABBABA 
TEXT STRUCTURE. 3 strophes. 7 4 7 4 7 4 11 

747 747 I 
747474 

11 
7 4 7 4 7 4 

a:-ueil, b:-ir 

EDITIONS OF MUSIC. Ludwig 1926--54, I :77; Schrade 1956b, 3:175 (critical notes 1956c, 
141). 

DISCUSSION (musical). Machabey 1955b, I :184. 

Ce qui soustient moy, m'onneur et ma vie (rondeau Rl2) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 

[3] V g fol. 320r no. !2 [6] G fol. 152r no. 12 
[4] B fol. 319r no. 12 (7] E fol. 132r no. 2 
[5) A fols. 4 78v-4 79r no. 13 

TEXT MANUSCRIPT. 
[10] M fol. 244v no. 12 

EDITIONS OF TEXT. Tarbe !849, 51; Chichmaref 1909,2:573 no. 12; Lucas 1957. 
TEXT STRUCTURE. 10' AB aA ab AB a:-ie, b:-ame 
EDITIONS OF MUSIC. Ludwig 1926--54, 1:62; Schrade 1956b, 3: !55 (critical notes 1956c, 

130). 
DISCUSSION (musical). Machabey 1955b, 1:162--63 (melodic aspects); Domling 1970,69-70 

(sonority, simultaneous conception); Salop 1971, 76 (melodic planning). 
Certes,je di. See De triste I Quant 1 Certes (ballade B29). 

Certes, mon oueil richement visa bel (rondeau Rl5) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 

[4] B fol. 309v no. IS [6] G fol. 153r 
[5) A fols. 480r-480v no. 17 [7] E fol. !35r 

no. 16 
no. 5 
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TEXT MANUSCRIPTS. 
[10] M fol. 245r no. 16 [50) Pa fol. 34r no. 105 
[49] Jp fol. 69r no. 77 Lo234 VgBMAD (see chap. 6.4) 

TREATISE. Deschamps, Art de Die tier (F:Pn 840, fol. 399r; I [40], fol. 32r) (chap. 2.1.1m). 
FACSIMILE. Jardin 1910-25, vol. 1, fol. 69r (Jp); New Grove 17:664 (MS G, fol. 153r). 
EDffiONS OF TEXT. Queux de Saint-Hilaire/Raynaud 1878-1903, 7:287; Chichmaref 1909, 

1:210 no. 234; Wilkins 1972, 106 no. 219; Sinnreich 1987, 114-15. 
TRANSLATION. Sinnreich 1987, 140. 
DATE, OCCASION. See the discussion of Dame, qui vuet (Rl6). 

ABaAabAB .. 
TEXT STRUCTURE. !OIO' IOIO IOIO' IOIO' a.-[sab]e/, b.-e/le 

EDmONS OF MUSIC. Ludwig 1926-54, 1:64--{)5; Schrade 1956b, 3:158-59 (critical notes 
1956c, 132). 

DISCUSSION (musical). Machabey 1955b, 1:167 (melodic rhyme); Giinther 1957, 108 
(motivic analysis); 1958, 35 n. 27 (tempus changes). 

Christe qui lux es I Veni Creator Spiritus I Tribulatio proxima est 
et non est qui adjuvet (motet M21) 

MANUSCRIPTS WITH TEXT AND MUSIC (all4v: tr, mot, ten, et). 
[3) V g fols. 280v-28lr no. 21 [6) G fols. 122v-123r no. 21 
[4) B fols. 278v-279r no. 21 [7) E fols. !45v-146r no. 21 
[5) A fols. 434v-435r no. 21 

EDffiON OF TEXT. Chichmaref 1909, 2:526-28 no. 21 (the last line of the motetus should 
read: "Et da nobis tuam pacem"). 

TRANSLATIONS. See discography (chap. 8.3 and 8.8). 
DATE AND OCCASION. Siege of Reims (Leech-Wilkinson 1989, 1:105-7; Markstrom 1989, 

29-34; Yudkin 1989, 476); see chap. 1.13. Note that the last word of the triplum is "pace"; 
the last word of the motetus is "pacem." 

TEXT STRUCTURE AND RELATIONSHIP TO lSORHYTHM. Only in the triplum exhibits regular 
correlation between text and talea structure (Reichert 1956, 201, 206; Giinther 1958, 33). 
The distribution of syllables in section A of the motetus defines a "Grosstalea" (Reichert 
1956, 203). Leech-Wilkinson (1989, 1: 108-13) gives reasons for irregular text placement in 
the motetus, perhaps due to emphasis placed on the word Veni, the principal theme. See 
also Reichert 1956, ex. 7 (following p. 212), discussed p. 203 (four integer valor triplum 
periods); Machabey 1955b, 2:106 (first words of motetus borrowed from the hymn); Ziino 
1978, 440, 443 (sequence-like structure of triplum), 444 (hymn-like structure of motetus). 

. . aabaabbbcbbc ccdccdddedde eefeef ffgffg . . b· . . . . 
Tnplum. 884884 884884 884884 884884 884884 884888 a.-!es, .-Ita, c.-erant, d.-ortls, 

e:-egas, f:-ator, g:-ace 

Motetus: 8aabb ccdd eeff gghh iijj kjk a:-itus, b:-era, c:-ficit, d:-ia, e:-itas, f:-amus, g:-ici, 
h:-ones, i:-ile, j:-uli, k:-acem 

DISCUSSION (literary). Chichmaref 1909, !:!xi (the lament on current conditions seen in 
triplum 1. 17 recalls the tirade of the complainte A toi, Hanri [Cp3], as well as the 
complaint of the narrator to the "Roi qui ne ment" in the Voir Dit, and the motetus of Tu 
qui gregem I Plange [M22]); Leech-Wilkinson 1989, 138 (Machaut possibly not the author 
of the texts); Yudkin 1989, 481-82 (text allusions). 

TENOR SOURCE. Tribulatio proxima est et non est qui adjuvet (Psalm 21 [22]: 12) ["trouble is 
near: for there is none to help"] is from the final mclisma of the verse Quoniam tribulatio 
of the mode 2 Responsory for Passion Sunday, Circumdederunt me mendaces viri (Ludwig 
1926-54, 2:60a*, 3:32, 78; Leech-Wilkinson 1989, 1:108 n. 12; the same tenor is used in 
Qui es I Ha! Fortune [MS]). See also Machabey 1955b, 2:105 (sees a liturgical borrowing 
in the opening of the contratenor); Leech-Wilkinson 1989, 1:107 (connection of tenor text 
to the Siege of Reims). 

EDITIONS OF MUSIC. Ludwig 1926-54, 3:73-78; Schrade 1956b, 3:13-21 (critical notes 
1956c, 88-89); Leech-Willcinson 1989,2:67-70 (critical notes, 1:242-44). 
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DISCUSSION (musical). Introitus, then bipartite, with diminution by one-half. Besseler 1924--
25,48 and Haas 1931,95-96 (early performance at Hamburg); Machabey I955b, 2:104-7; 
Giinther 1958, 34 (conflicts in tempus groups); Kiihn 1973, 93-97 (harmonic organization 
in the first eo/or; rhythmic motives are handled like building blocks); Sanders 1973, 565 
(pan-isorhythm); Wemli I 977, 23-24 (structure too complex to be easily perceived by the 
listener); Ziino 1978, 440 (near isomelism of the last two sections of the diminution 
section perhaps inspired by the sequence-like nature of the triplum text, although the regular 
structure of the sequence is masked in Machaut's other motelS), 448 (melodic corres­
pondences in triplum); Leech-Wilkinson 1989, I: 114-18 (lower-voice taleae, harmony, 
introitus), 124-26 (phrase lengths of M21-22 related). 

Leech-Wilkinson 1982-83,3-4 (summary of related features among M21, Tu qui gregem 
I P/ange [M22], and Felix virgo I lnviolata [M23]); Newes !987, 205-10 (comparison of 
complementary tenor-contratenor pair in Aucune gent I Qui plus [MS], M21-23); Leech­
Wilkinson 1989, 1:105-7, 135-36, 138-41 (summary comparison of M21-23), 1:165 n. 
45 (rate of harmonic change compared to several other motets). 

MUSICAL ANTECEDENT. Philippe de Vitry, lmpudenter I Virtutibus (ed. Schrade 1956a, 91-
96 no. I!; Leech-Wilkinson 1989, 2:55--60; discussed in Leech-Wilkinson 1982-83, 3-4; 
1989, 114). Use of imperfect and perfect modus in tenor and contratenor borrowed from 
Vitry (Leech-Wilkinson !989, 1:41 n. 50, chap. 3 [esp. p. 114], 117 and 2:21 ex. 31). 
Leech-Wilkinson 1982-83, 4, 14 (three-breve to one-chant note ratio may demonstrate 
imitation of Vitry's usual procedure, cf. also Amours qui a I Faus Samblant [M IS] and 
Bone pastor I Bone pastor [Ml8]). 

MUSICAL LEGACY. Cypriot-French motel Amour trestout I La douce art (ed. Hoppin !960-
63, 177-81 no. 40; cited in Hoppin 1957, 109-10). For a twentieth-century composition 
inspired by M21, see chap. 2.5 (Thiele). 

Cilz ha bien foie pensee (virelai V24) 
TEXT MANUSCRIPTS. 

[I] C fol. 157v 
[3] V g fol. 329v 
[4] B fol. 327v 
[5] A fol. 489r 

no. 23 
no. 24 
no. 24 
no. 24 

[6] G 
[7] E 

[10] M 
[50] Pa 

VD18 AFEPm (chap. 5.13 table 5.3; attributed to La dame) 

fol. 159v 
fols. !62v-!63r 
fols. 25lr-25lv 
fols. 69v-70r 

no. 24 
no. 22 42 

no. 24 
no. 222 

EDmONS OF TEXT. Tarbe 1856, 26; P. Paris 1875, 72-73; Chichmaref !909, 2:610-11 no. 
24. 

ABAB ccdccd abab ABAB , . 
TEXT STRUCTURE. 3 strophes: 7'77'7 11 737 737 17'77 •7 11 7'77'7 a:-ee, b:-er, c:-1r, d:-ent 

DATE. Machabey (1955b, 1:187) places V24 in 1362 because of its position in the Voir Dit, 
but it must date from before 1350, since it is present in the old corpus of MS C. 

DISCUSSION (literary). V24 is not singled out for special mention in the Voir Dit. In 11. 
1516-18 (ed. P. Paris 1875, 70), Guillaume vowed to write something new every day. 
Shortly thereafter, there is a group of six interpolated lyrics in three pairs (VD17-22), 
whereby a lyric by Guillaume is answered in turn with a lyric by Toute Belle. According to 
the rubrics, V24, the second lyric of the series, was composed by Toute Belle, but it was an 
older virelai, composed by Machaut before 1350 (see above on the date). Strophe 3 of V24 
picks up on the image of the refrain ("Ne qu'on tarir la haute mer") of the preceding ballade, 
Demon vrai cuer jamais ne partira (VD17). 

Cinc, un, trese, huit, nuef d'amour fine (rondeau R6) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 

[I] C fols. 203r-203v no. 6 [5] A fol. 477r no. 8 
[3] Vg fol.317v no.6 [6] G fols.!SOv-!Slr no.6 
[4] B fol. 3!6v no. 6 [7] E fol. 142r no. 18 

TEXT MANUSCRIPT. 
[10] M fol. 244r no. 6 

42 A staff was drawn above first line of text; see Earp 1983, 186 n. 347. 
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EDffiONS OF TEXT. Tarbe 1849, 171; Chichmaref 1909,2:571 no. 6. 

TRANSLATION. See discography (chap. 8.3 and 8.8). 

THE MUSIC 

DATE, OCCASION. P. Paris (1875, xx) solved the cryptogram (ea n h j) as Jehan or Jehanne 
(see also Hoepffner 1906, 409).43 Hoepffner (1908--21, 3:xxix and 3:261, note to I. 2207 of 
Fonteinne; repeated in Ludwig 1926--54, 1:55) was the first to connect R6 to the 24 June 
1360 marriage of Duke John of Berry and Jeanne d' Armagnac, and further linked the ballade 
Amis, je t' apporte nouvel/e (Lo212) to the same occasion (see chap. 6.4, commentary to 
Lol65 and Lo212). See chap. 1.12a for some other possible occasions ea. 1352 for the 
composition of the rondeau. Machabey (1955b, 1:156) took over Hoepffner's date of the 
work as 1360--61, linking it to a small cycle of lyrical pieces connected to the Fonteinne. 
Mac ha bey also compared the number riddle of R6 with that of a rondeau near the end of the 
Voir Dit that contains the name "Guillem," that is, Guillaume (ed. P. Paris 1875, 369); see 
also Cerquiglini 1985b, 228 n. 13, 229 n. IS. Giinther (1963a, 99) placed the rondeau in 
the group of works found in the unordered part of the music section of MS C, a group of 
works which she dated "before 1356"; S.J. Williams (1969, 452) also questioned the 1360 
date. The new dating of MS C supports an earlier date for the work. 

TEXT STRUCTURE. 8'AB aA ab AB a:-ine, b:-ent 
EDffiONS OF MUSIC. Ludwig 1926--54, 1:55; Schrade 1956b, 3:146 (critical notes 1956c, 

126); Ultan 1977b, 96; Earp 199la, 133. See Boorman (1977a, 497) and Earp (199la, 135 
n. 22) on variants in the opening measures. 

DISCUSSION (musical). Machabey 1955b, 1:156 (beginning patterns are later split up); 
Giinther 1957, 105 (motivic analysis); Mulder 1978, 87 (motivic analysis, symbolism); 
Cross 1990, 259, 284-85 (chromatic intervals); Earp 199la, 132-35 (motivic analysis). 

The pervasive use of certain melodic formulas in tempus imperfectum, prolatio major 
links Donnez, signeurs (B26), Une vipere (B27), and le puis trop (B28) as one group, and 
Plourez, dames (B32), Nes qu' on (B33), and Se pour ce muir (B36) as another; the same 
formulas are seen to a lesser extent in En amer (RF4), Cinc, un (R6), and Douce dame, tan/ 
(R20) (cf. Reaney 1955, 47; Hirshberg 1971, 120-33; Little 1980, 49). Hirshberg 1980, 
30-31 (R6 has the pitch structure of Se quanque amours [B21] and the melodic material of 
Plourez, dames [B32]). 

Comment puet on miex ses maus dire (rondeau Rll) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 

[3] V g for. 319v no. !I (6] G fol. 152r no. !I 
(4] B fol. 318v no. !I [7] E fol. 142r no. 17 
[5] A fol. 4 78v no. 12 

TEXT MANUSCRIPTS. 
[10] M fol. 244v no. !I [50] Pa fol. 39r no. 117 

FACSIMILE. Wolf 1904,2:39 no. 21 (diplomatic facs., MS G). 
EDillONOFTEXT. Chichmaref 1909,2:573 no. 11. 
TRANSLATION. Yudkin 1989,502-3. 

ABB abAB abbABB TEXT STRUCTURE. 3 strophes: 8,88 8,88 ,8 8,88 8,88 a:-ire, b:-our 

EDffiONS OF MUSIC. Wolf 1904, 3:62-63 no. 21; Schering 1911-12, 199 (errors); Ludwig 
1926--54, 1:61; Schrade 1956b, 3:154 (critical notes 1956c, 130); Allaire 1972, 112-14; 
Yudkin 1989, 500-502. 

DISCUSSION (musical). Schering 1911-12, 199 (removes diminutions to obtain skeletal 
melody); Ludwig 1926--54, 1:61 (criticism of Schering 1911-12); Machabey 1955b, 1:161-
62; Giinther 1957, 107 (motivic analysis); Domling 1970, 31-32 (parallel passage in A­
and B-section); Allaire 1972, 111-14 (solmization); Fuller !986, 36--37 (criticism of 
Domling 1970); Yudkin 1989, 500-503 (analysis). 

43 P. Paris (1875, 383 n. ii) amusingly identifies this Jehanne as Machaut's mistress prior to 
his association with Peronne d'Armentieres: "La mort, ou I'inconstance de celle qu'il amoit 
& chantoit, avoit fortement ebranle sa same" [Death, or the inconstancy of her whom he 
loved and of whom he sang, had strongly shaken his health]. 
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Comment qu'a moy lonteinne (virelai V5) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 150r-I50v no. 5 [5] A fol. 483r no. 5 
[3] V g fols. 323v-324r no. 5 [6] G fol. ISSv no. 5 
[4] B fols. 321 v-322r no. 5 [7] E fol. I59r no. 3 

TEXT MANUSCRIPTS. 
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[10] M fol. 246v no. 5 [50] Pa fols. 59v---{)()r no. 185 
EDITION OF TEXT. Chichmaref 1909, 2:585-86 no. 5. 
TRANSLATIONS. Davison/Apel 1949,245 no. 46a (strophe I); see also discography (chap. 

8.3 and 8.8). 
ABAB ab ab abab ABAB . 

TEXT STRUCTURE. 3 strophes: 
6

,
66 

,
6 

11 
6

,
6 6

,
6 

I 
6

,
66

•
6 

11 
6

,
6 6

,
6 

a:-etnne, b:-our 

EDITIONS OF MUSIC. Ludwig 1926-54, 1:72; Davison/Apel 1949, 49 no. 46a; Schrade 
I956b, 3:169 (critical notes I956c, 137); Hamburg 1976, 19-20 no. 24. 

DISCUSSION (musical). Machabey I955b, I :178. 
MUSICAL ANTECEDENT. The refrain is a reworked contrafact of a chanson de toile, Belle 

Doette ausfenestres se siet (R.I352), discussed by Arlt (1982, 268-71). 
MUSICAL LEGACY. For a twentieth-century composition inspired by VS, see chap. 2.5 

(Spears). 

Contre ce dous mois de may. [Le Lay de Nostre Dame] (lai L15; Schrade 
lai 10) 

MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 
[3] Vg fols. 247v-250v no. IS [6] G fols. 9Iv-93r no. IS 
[4] B fols. 24Sv-248v no. IS [7] E fols. II9v-12Ir no. 12 (has title) 
[5] A fols. 393v-396r no. IS 

TEXT MANUSCRIPT. 
[10] M fols. 232r-233v no. 18 

EDITION OF TEXT. Chichmaref 1909,2:397-405 no. IS. 
TEXT STRUCTURE. 12 strophes, 260 lines. 

a a bb a a bba 
11 la. 77 47 47 474 11 lb. same 

nnnnnnno nnnnnnno 
7a. 88888886' 1 88888886' 11 7b. same 11 

cccd cccd 2a. 8•8.8•6• I 8.8•8•6• 112b. same 11 8a. ~~~I~~~~ 11 8b. same 11 

eeeeffg eeeeffg 1 rrrs rrrs 
3a. 5 •5•5 '7'347 I 5•5•5 '7'347 11 3b. same I 9a. 7345 , I 7345 , 11 9b. same 11 

hhhhi hhhhi 
4a. 7 •5 '5'7'7 17 '5'5 '7'7 ll4b. same 11 

tutututututututu 
lOa. 5'S 5'S 5'S 5'S 5'5 5'S 5'5 5'S IIIOb.samell 

'k'kk'k' 'k'kk'k' 
Sa. ?4?47!74 1 ?4447171 11 Sb. same 11 vwwx xvvvw wxxxv I 

!la. 73 45 75345 75345 1 lib. same 11 

llllm llllm 
6a. 44486' I 44486' 11 6b. same 11 I2a-b. =la-b. 

a:-ay, b:-i, c:-ee, d:-ente, e:-e/e, f:-uit, g:-ie/, h:-ure, i:-ite, j:-ort, k:-is, 1:-it, m:-oire, n:-ion, 
o:-ite, p:-our, q:-oit, r:-in, s:-ange, t:-ine, u:-er, v:-uis, w:-ier, x:-ent 

DISCUSSION (literary). Poirion 1965, 113 n. 33,421 (Marian image); Maillard 1984, 332-
33, 333-34, 336--37 (literary models and successors for Marian lais; analysis); Cerquiglini 
I985b, 81 (Marian image). 

EDITIONS OF MUSIC. Ludwig 1926--54, 4:42-45 (ed. Besseler); Schrade I956b, 2:34-38 
(critical notes I956c, 63---64). The music of strophes I and 12 is the same, except that 
strophe 12 is a perfect fifth higher. 

LITERARY AND MUSICAL ANTECEDENT. Schrade (I956c, 21; 1958--61, 846--4 7) indicates that 
LIS/10 is a reworking of a lai in the Roman de Fauve/, En ce dous temps d' este (ed. 
Rosenberg/Tischler 1991, 131-42 no. 64). Schrade maintained that Philippe de Vitry could 
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have composed only those Fauvel Iais in tempus notation (1958-61, 846); both the Fauvel 
Iai and LIS/10 are notated on the level of rrwdus. 

DISCUSSION (musical). Machabey I 955b, 1:118 (isorhythmic structure of strophes 2, 7, I I); 
Ballif 1969, 269 (motive common to LIS/10 and the Mass); Liihmann 1978, 193-95 
(declamation); Mulder 1978, I 15-16 (Marian motives and numbers). 

MUSICAL LEGACY. Cypriot-French motet Toustans que rrwn esprit I Qui porroit amer (ed. 
Hoppin 1960-63, 2:15(Ki() no. 35; cited in Hoppin 1957, 96; Wilkins 1987, 172). 

Corde mesto. See He/as! pour quoy virent I Corde (Ml2). 
Credo. See M esse de Nostre Dame. 
Dame, a qui (virelai Vl2) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 153r-153v no. 1244 [5) A fol. 485v 
[3] V g fol. 326r no. 12 [6] G fol. 157r 
[4] B fol. 324r no. 12 [7] E fol. 163v 

TEXT MANUSCRIPT. 
[IO] M fols. 248r-248v no. 12 

no. 12 
no. 12 
no. 25 

EDITlONS OF TEXT. Chichmaref 1909,2:594-96 no. 12; Wilkins 1969a, 36-38 no. 25 (notes 
127). 

TRANSLATION. See discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 3 strophes: 

AABAAABA ccacca
1
aabaaaba AABAAABA . . . . 

327'7 327'7 11 727727 327'7327'7 11 327'7 327'7 a.-l,b.-ure,c.-our 

DISCUSSION (literary). Poirion 1965, 328 (short lines suggest sobs). 
EDITlONS OF MUSIC. Ludwig 1926-54, 1:75; Schrade 1956b, 3:173 (critical notes 1956c, 

139-40). 
DISCUSSION (musical). Machabey 1955b, 1:181-82 (duplex virelai); Leech-Wilkinson 1991 

(voice-leading reduction reveals circular nature). 

Dame, a vous sans retollir (virelai RF6; Schrade virelai 33) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1) C fols. Slr-Slv [6) F 
[3) Vg fols.ll4v-115r [7) E 
[4) B fols.114v-115r(new 13lv-132r) [20) Pe 
[5) A fols. 74r-74v 

TEXT MANUSCRIJYfS. 

fol. 59r 
fol. 33v 
fols. 29r-29v 

[10) M fols. 71 v-72r [18) Pm fol. 68v 
[15) J fol. 7lr (strophes 2-3 only) [50) Pa fols. 49r-49v no. 150 

FACSIMILES (refer to chap. 4.4e). Miniature C36. Bottee de Toulmon 1836, appendix 2, p. 4 
(diplomatic facs. of refrain, MS A); Kiesewetter 1838, no. 13 (diplomatic facs.); Ludwig 
1911, 27 (appendix; MSS A and E). 

EDITIONS OF TEXT (Remede, 11. 3451-96). Hoepffner 1908-21, 2:126-28; Wimsatt/K.ibler 
1988, 361-63. 

TRANSLATIONS. Fuller 1987b, 114-15; Switten 1988c, 67-68; Gallo 1985, 132-33 (trans­
lation of the context in the Remede); Wimsatt/K.ibler 1988, 360-62; Boulton 1993, 192 
(refrain only); see also discography (chap. 8.3 and 8.8). 

--"S· AABBAAB bba bba aabbaab AABBAAB . . . 
TEXT STRUCTURE. 3 strophe,· . 7 74 7 4 74 11 774 774 I 774747411 7 74 7 4 74 a.-lr, b.-our 

DISCUSSION (literary). Poirion 1965, 327; Marks 1984, 105-8; Huot 1987, 256. For some 
literary studies that deal with all of the inserted lyrics, see chap. 5.7. 

44 Some text and music of the refrain is missing. 
45 Cf. the text structure of En rrwn cuer (V27), Plus dure (V31), Dame, rrwn cuer (V32), le 

ne me puis (V33=VDll),L'ueil (V34=VD9), Plus belle (V35=VD10). 
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EDITIONS OF MUSIC. BotH~e de Toulmon 1836, musical supplement, 5 ex. 3 (refrain only); 
Kiesewetter !838, no. 13; 1841, Beilagen, 3 no. 9 (after Bom~e de Toulmon 1836); Ambros 
1891,251 (=1864 ed., 230) (after Bottee de Toulmon 1836); Ludwig 1911,20 (appendix); 
1926-54, I: 10 1-2; Schrade 1956b, 3:192 (critical notes 1956c, 147-48); Fuller 1987b, 
113; Switten 1988c, 67 (after Schrade); Wimsatt/Kibler 1988, 430, critical notes 444-45 
( ed. Baltzer). 

DISCUSSION (musical). Bottee de Toulmon 1836, 217; Ludwig 1911, 412-13; Giinther 1957, 
118 (analysis); Arlt 1982, 263 (context in Rernede); Malizia 1984, 37-40 (general); Fuller 
1987b, 115; Earp 199la, 127-32 (rhythmic analysis); Hoffmann-Axthelm 1991, 351 
(context in Remede); Leech-Wilkinson 1991,27-30 (rhythmic and voice-leading reduction 
emphasizes circular nature). For some musical studies that deal with all of the inserted 
lyrics, see chap. 5.7. 

Dame, comment qu'amez de vous ne soie (ballade B16) 
Refrain: S' il avenoit,fors seulement morir 

MANUSCRIPTS WITH TEXT AND MUSIC (all2v: ea, ten). 
[I] C fols. 164v-165r no. 16 [5] A fol. 462v no. 17 
[3] Vg fol. 304r no. 16 [6] G fols. 139v-140r no. 17 
[4] B fol. 302r no. 16 [7] E fol. 154r no. 25 

TEXT MANUSCRIPTS. 
[10] M fols. 239r-239v no. 16 Lol82 CVgBAEMD 

FACSIMILE. Ultan !977a, 123 (diplomatic facs.). 
EDffiONS OF TEXT. Chichmaref 1909, 1:165 no. 182; Wilkins 1972, 57 no. 29. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 

TEXT STRUCTURE. 3 strophes: 1~.~0 1~.~0 ~~~~ a:-oie, b:-er, c:-ir 

EDITIONS OF MUSIC. Ludwig 1926--54, I: 15; Schrade 1956b, 3:87 (critical notes 1956c, 
107); Wilkins 1972, 125-26. 

DISCUSSION (musical). Lowinsky 1945, 238 (partial signature); Machabey 1955b, 2:30; 
Giinther 1960b, 296 and 1982, 112 (rhythmic augmentation); Salop 1971, 69 (gradual 
assertion of 8-flat final); Domling 1972, 302, 303-4, 306 (text setting, refrain); Liihmann 
1978, 122-25 (declamation). 

Dame, de qui toute ma joie vient (ballade RF5; Schrade ballade 42) 
Refrain: Qu' en cent mil ans desservir ne porroie 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[1] C fols. 4 7v-48r 2v (ea, ten) 
[3] V g fols. Ill v-112r 
[4] B fols. Ill v-112r (new 128v-129r) 

4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
2v (ea, ten) 

[5] A fols. 70v-7lr 
[6] F fol. 56v 
[7] E fol. 3 2r 

[15] K fol. 60v (text of strophe 3 lost) 
[20] P e fol. 25v 
[58] Trem fol. xxvii 
[63] PR fol. 68v 

TEXT MANUSCRIPTS. 
[10] M fols. 68v--69r 

no.62 
no. 143 

[16] J fols. 67v--68r (space for staves) 
[18] Pm fol. 65v 

4v (tr, ea, ten, et) 
(index only) 
4v (tr, ea, ten, et) 

[40] I fol. 20r no. 106 
[49] Jp fols. 68r--68v no. 72 

FACSIMILES (refer to chap. 4.4e). Miniature C33. The Consort 33 (1977), cover (fols. 25v-
26r); Jardin 1910-25, vol. 1, fols. 68r--68v (Jp) 

EDffiONS OF TEXT (Remede, ll. 3013-36). Queux de Saint-Hilaire/Raynaud 1878-1903, 
lO:Ixvii-lxviii no. 61; Hoepffner 1908-21, 2: 110-11; Wilkins 1987, 34; Wimsatt/Kibler 
1988, 337-39. 

TRANSLATIONS. Wilkins 1987, 34; Switten 1988b; 1988c, 60-61; Wimsatt/Kibler 1988, 
336--38; Boulton 1993, 191 (strophe 1); see also discography (chap. 8.3 and 8.8). 
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TEXT STRUCfURE. 3 strophes: 1~ 1b0 1~ 1~ ~ 1~ 1 g. 1~ a:-ient, b:-ir, c:-oir, d:-oie 

DISCUSSION (literary). Poirion 1965, 383; Huot 1987, 256. For some literary studies that 
deal with all of the inserted lyrics, see chap. 5.7. 

EDffiONS OF MUSIC. Ludwig 1911, 15-19 (appendix); 1926--54, 1:99-101; Schrade 1956b, 
3:140-41 (critical notes 1956c, 123); Wilkins 1987, 32-35 no. 7; Switten 1988c, 59--60 
(after Schrade); Wimsatt/Kibler 1988,428-29, critical notes pp. 442-44 (ed. Baltzer). 

DISCUSSION (musical). Giinther 1957, 117-18 (motivic analysis); Hirshberg 1980, 38 (jicta); 
Reaney 1980a, 430, 435 (four voices not to be performed together, but as alternative 3v 
versions with triplum or with contratenor); Malizia 1984, 34-37; Wilkins 1987, 35 
(general). For some musical studies that deal with all of the inserted lyrics, see chap. 5.7. 

Dame, je sui cilz I Fins cuers doulz I Fins cuers doulz (motet Mll) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: tr, mot, ten). 

[1] C fols. 215v-216r no. 10 [5] A fols. 424v-425r no. 11 
[3] V g fols. 270v-27lr no. 11 [6] G fols. 112v-113r no. 11 
[4] B fols. 268v-269r no. 11 [7] E fol. 140r no. 13 

EDffiONOFTEXT. Chichmaref 1909,2:503-4 no. 11. 
TRANSLATIONS. See discography, chap. 8.3 and 8.8. 
TEXT STRUCfURE AND RELATIONSHIP TO MUSICAL STRUCTURE. The work is not 

isorhythmic, and so is not analyzed in this respect in Reichert 1956. Nevertheless, there are 
parallelisms in the strophic disposition between triplum and motetus. Each has three hocket 
sections, which provide upper-voice isorhythm (cf. Giinther 1958, 29; Sanders 1973, 564; 
1980a, 352). Further, the longer lines of text in the triplum result in the faster text declama­
tion typical of motel trip la. 

. . a a b b c c d dt e e f f g g f g f . . . . 
Tnplum. 101010'10' 10'10'1010 10'10'10'10' 101010'1010' a.-durer, b.-dure, c.-ate, 

d:-our, e:-aire, f:-voie, g:-ent (t: lyric caesura) 

. abab ccb ddb eeb ffb . b· · . . . . , f· · Motetus. 77'77' 777' 777' 7?7' 777' a.-ent, .-01e, c.-ay, d.-1r, e.-e, .-o1r 

TENOR SOURCE. Fins cuers doulz is an unidentified irregular virelai. Ludwig (1926--54, 3:43) 
notes that the tenor label may simply cite the beginning of the motetus voice, and thus we 
may not have the text of the can/us firmus. 

EDffiONS OF MUSIC. Ludwig 1926--54, 3:41-43; Schrade 1956b, 2:144-46 (critical notes 
1956c, 81-82). Transcription problems discussed in Hoppin 1960, 19-20; Machabey 
1955b, 2:86 n. 530; Keitel 1976, 97-102. 

DISCUSSION (musical). Tenor is structured as an irregular virelai, making a talea structure 
supported by the tenor impossible. Reese 1940, 355 (example of masked imitation between 
triplum and motetus); Machabey 1955b, 2:85-87; Giinther 1960b, 296 (rhythmic 
augmentation); Kiihn 1973, 144-51 (harmonic analysis); Fuller 1992b, 243-44 (treatment 
of opening imperfect sonority); Boogaard 1993b, 28, 29 n. 4 7 (relationship to Trop plus I 
Biaute [M20]; hocket sections); Danckwardt 1993 (compositional procedure). 

Dame, je vueil endurer (virelai V9) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fol. 152r no. 9 [5] A 
[3] V g fol. 325r no. 9 [6] G 
[4] B fol. 323r no. 9 [7] E 

TEXT MANUSCRIPT. 
[10] M fol. 24 7v no. 9 

EDffiONOFTEXT. Chichmaref 1909,2:590-91 no. 9. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 

fol. 484v 
fol. 156v 
fol. 163v 

no. 9 
no. 9 
no. 27 

AABB caca aabb AABB TEXT STRUCfURE. 3 strophes: 
7 7 5

,2, 11 
87 77 

I 
775

,2, 11 
7 7 5

,2, a:-er, b:-ure, c:-ant 

The last line of the refrain proper (the single word m' ardure) also appears as a refrain in each 
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of the three strophes (cf. Hoepffner 1920b, 26-27; Poirion 1965, 329 and n. 28). Compare 
Se madame m' a (V6). 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:74; Schrade 1956b, 3:171 (critical notes 1956c, 
138-39). Arlt (1982, 2~5) proposes different barring. 

DISCUSSION (musical). Machabey 1955b, 1:180; Saponov 1978, 23 (rhythmic motives 
vertically aligned). 

Dame, le doulz souvenir (virelai V21) 
TEXT MANUSCRIPTS. 

[I] C fols. 156v-157r no. 20 [6] G fol.l59r no.21 
[3] V g fol. 329r no. 21 [7] E fols. 163v-164r no. 2846 
[4] B fol. 327r no. 21 [10] M fol. 250v no. 21 
[5] A fols. 488r--488v no. 21 

EDffiONOFTEXT. Chichmaref 1909,2:607-8 no. 21. 
TRANSLATION. Wimsatt 1991b, 27-28,85-86 (partial). 

TEXT STRUCTURE. 3 strophes. Note the irregularity in the second half of the strophe: the 
refrain rhymes ABBAAB, but the second half of the strophe rhymes abbaba. 
ABBAAB cca cca abbaba ABBAAB . 
7 4 7 4 7 4 11 774 774 1 747474 11 7 4 7 4 7 4 a:-lr, b:-our, c:-er 

DISCUSSION (literary). Hassell (1982, no. El4) indexes a proverb. 
TEXTUAL LEGACY (England). Chaucer, Womanly Noblesse (Wimsatt 1978, 77-78; Wimsatt 

1991 b, 27-28, 85-86). 

Dame, mon cuer emportez (virelai V32; Schrade virelai 29) 
MANUSCRIPTS WITH TEXT AND MUSIC (all2v: ea, ten). 

[3] V g fol. 333r no. 32 [6] G fol. 162r no. 32 
[4] B fol. 330r no. 32 [7] E fol. 162v no. 20 
[5] A fol. 492v no. 3 3 

TEXT MANUSCRIPTS. 
[10] M fols. 253v-254r no. 32 [50] Pa fols. 68bis v--69r no. 219 

EDffiON OF TEXT. Chichmaref 1909,2:622-23 no. 32 . 
. AABBAAB bba bba aabbaab AABBAAB 

TEXT STRUCTURE. 3 strophes. 7 7 4 7 4 7 4 ll 774 774 I 7747474 ll 7 7 4 7 4 7 4 a:-ez, b:-en/ 

EDITIONS OF MUSIC. Ludwig 1926-54, I :88; Gleason 1945, 80; Schrade 1956b, 3:188 
(critical notes 1956c, 146); Salop 1971,42 (textless). 

DISCUSSION (musical). Salzer 1952, 1:275, 2:328 ex. 529 (voice-leading reduction of 
opening, showing "tonic" and "dominant" chords); Machabey 1955b, I: 193; Salop 1971, 
41--43 (melodic style). 

Dame, mon cuer en vous remain! (rondeau RF7; Schrade rondeau 22) 
MANUSCRIPTS WITH TEXT AND MUSIC (all3v: tr, ea, ten). 

[I] C fol. 57r [5] A 
[3] V g fol. 119v [6] F 
[4] B fol. 119v (new 136v) [7] E 

fol. 78v 
fol. 62v 
fol. 35v 

TEXT MANUSCRIPTS. 
[10] M fol. 76r 
[15] J fol. 75r 

[18] Pm fol. 72r 

FACSIMILES (refer to chap. 4.4e). Miniature C42. 
EDffiONS OF TEXT (Remede, 11. 4107-14/4109-16). Hoepffner 1908-21, 2:151; Wimsatt/ 

Kibler 1988, 399--40 I. 
TRANSLATIONS. Switten 1988c, 75; Wimsatt/Kibler 1988, 398--400; Calin 1994,203 (after 

Wimsatt/Kibler); see also discography (chap. 8.3 and 8.8). 
ABaAabAB . TEXT STRUCTURE. 8 8, 8 8 88 , 8 8. a:-maznt, b:-parte 

46 A staff was drawn above first line of text; see Earp 1983, 186 n. 347. 
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DISCUSSION (literary). Poirion 1965, 318; Huot 1987, 257-58; Cerquiglini 1988b, 53; Calin 
1994,203. For some literary studies that deal with all of the inserted lyrics, see chap. 5.7. 

EDITIONS OF MUSIC. Ludwig 1911, 21-23 (appendix); 1926--54, 1:103; Schrade 1956b, 
3:166 (critical notes 1956c, 135); Switten 1988c, 67 (after Schrade); Wimsati/Kibler 1988, 
431-33, critical notes pp. 445-47 (ed. Baltzer). 

DISCUSSION (musical). Machabey 1955b, 1:151-53; Ape! 1957 (instances of imitation 
between cantus and tenor); Giinther 1957, 118-19 (melodic analysis); Newes 1977,42-43 
(exchange of motives not true imitation); Ziino 1982b, 330 (imitation); Malizia 1984, 40-
42 (general); Page 1990, 104 n. 65 (all three voices should be texted). For some musical 
studies that deal with all of the inserted lyrics, see chap. 5. 7. 

Dame, ne regardez pas (ballade B9) 
Refrain: Par vostre dous plaisant regart 

MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 
[I] C fol. 161 v no. 9 [5] A fol. 459r no. 10 
[3] V g fol. 300v no. 9 [6] G fol. 137v no. 10 
[4] B fol. 298v no. 9 [7] E fols. 154v-155r no. 28 

TEXT MANUSCRIPTS. 
[10] M fol. 238v no. 9 Lo10 CWVgBAEHMD (chap. 6.4) 

EDITIONS OF TEXT. Chichmaref 1909, 1:25 no. 10; Wilkins 1972, 59 no. 37. 
TEXT STRUCTURE. 3 strophes (see Poirion [1965, 452] and Gieber [1982, 10] on the unusual 

. ababbcC 
metnc structure): 75 75 788 

a:-ez, b:-ie, c:-eure 

EDITIONS OF MUSIC. Ludwig 1926--54, 1:8; Schrade 1956b, 3:80 (critical notes 1956c, 103); 
Wilkins 1972, 126--28. Bent (1983, 64-66) gives variants in MSS VgBE. 

DISCUSSION (musical). Machabey 1955b, 2:24-25; Salop 1971,71-72 (unsuccessful melodic 
design); Liihmann 1978, 199 (declamation); Hirshberg 1980, 28 lficta); Fuller 1987a, 54 
(tonal structure). 

Dame, par vous. See Sans cuer I Amis I Dame (ballade Bl7) 
Dame, qui vuet vostre droit nom savoir (rondeau Rl6) 
TEXT MANUSCRIPTS. 

[4] B fol. 309v no. 16 [7] E fol. 135r no. 6 
[6] G fol. !53v no. 17 [10] M fol. 245r no. 17 

EDITIONS OF TEXT. Tarb6 1849, 173; Hoepffner 1906,410 (anagram unsolved); Chichmaref 
1909, 2:575 no. 17; Ludwig 1926--54, I :65; Schrade 1956b, 3: !59. 

DATE, OCCASION. The solution to the riddle of the lady's name eluded scholars until Poirion 
(1965, 197 n. 19) saw the key in the preceding rondeau, Certes, mon oueil (R 15), which 
yields the name "Isabel" ("Isabelle" also appears in I/ n'est confors [Lo74] as an acrostic). 
Wilkins (1972, 178 n. 225; 1983b, 262) solves the riddle of R 16 as "Bonne grise," and 
refers both works to Bonne of Luxembourg. This seems incorrect, since both rondeaux 
postdate Bonne (d. 1949) on grounds of manuscript dating. 

ABababAB .. 
TEXTSTRUCTURE. 1010 , !OIO 1010 , 1010, a:-o1r, b:-etngne 

Dame, se vous m'estes lointeinne (ballade B37) 
Refrain: Comment que soie long de vous 

MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 
[5] A fol. 473v no. 36 [6] G fol. 147r 

TEXT MANUSCRIPT. 

no. 34 

[10] M fols. 243r-243v no. 37 Lol5 CVgBAEHMD (chap. 6.4) 
EDITIONS OF TEXT. Chichmaref 1909, 1:30 no. 15; Wilkins 1972, 61 no. 42. Some 

comments on the text in Reaney 1958b, 50. 
DATE. Reaney (1952b, 36 n. 7; 1956, 9; cf. Giinther 1957, 69; 1963a, 102) suggests that 

B37 falls outside the generally chronological order of the ballades, and is actually an earlier 
work, on the basis of its rhythm, lack of accompanying voices, and early position in the 
Loange section; Earp (199la, 140) argues that B37 is not necessarily early. 
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TEXT STRUCTURE. 3 strophes: 8~~ 8~~ ~~i a:-einne, b:-eins, c:-ous 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:45; Machabey 1931, 343 (I strophe); Schrade 
1956b, 3:132 (critical notes 1956c, 119-20). 

DISCUSSION (musical). Machabey 1955b, 2:51-52 and Reaney 1956, 9 (possibly the work is 
a dance song); Reaney 1955, 52 (refrain may be borrowed); Escot 1991. 

Dame, se vous n'avez aperceii (rondeau R13) 
MANUSCRIPTS WITH TEXT AND MUSIC (al13v: ea, ten, et). 

[3] V g fol. 320v no. 13 [6] G fol. 152v 
[4] B fol. 319v no. 13 [7] E fol. 141 r 
[5] A fol. 479r no. 14 [7] E fol. 176r 

TEXT MANUSCRIPTS. 

no. 13 
no. 15 
in Voir Dit 

[10] M fol. 244v no. 13 VD14 AFEPm (chap. 5.13 table 5.3) 
[50] Pa fol. 52r no. 161 

FACSIMILE. Parrish 1957, plate xlviii (MS E), discussed pp. 153-54. 
EDffiONS OF TEXT. P. Paris 1875, 52; Chichmaref 1909, 2:574 no. 13. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 
DATE. Machabey (1955b, 1:164) places the rondeau between letters 5 and 6 of the Voir Dit, 

thus probably after Chrisunas 1361, because of mention in those letters of a recent copy of 
the Fonteinne, Machaut's latest dit at the time. At another point, Machabey dated letter 6 to 
the end of December 1362 or January 1363 (1955b, 1:57). Following the two dates in 
Machabey, Reaney (1967, 89) and Gagnepain (1982, 274) placed the composition of the 
cantus after Chrisunas 1361, and the composition of the tenor and contratenor in April 
1363. Leech-Wilkinson (1993a, 48) places R13 early in 1363. According to Leech­
Wilkinson (1993a, 49-50), a compositional process whereby the cantus predates the lower 
voices by a substantial time-lag cannot apply to this work; thus, the confusion of the two 
dates does not concern R !3, but may refer to Puis qu' en oubli [R 18], a work that does not 
appear in the Voir Dit (see below, discussions ofR18 andDix et sept [R17]). 

TEXT STRUCTURE. IOAB aA ab AB a:-eii, b:-oir 
DISCUSSION (literary). The following Voir Dit passages concern R !3: (a) Guillaume sends the 

rondeau in letter 6 (ed. P. Paris 1875, 21 as letter 2); (b) Toute Belle writes in letter 7 that 
she has learned the rondeau (ed. 1875,28 as letter 3); (c) the text ofR13 is inserted into the 
narrative (ll. 1215-27, ed. 1875, 52). For excerpts from or commentary on these passages, 
see Ludwig 1926-54, 2:56b*; Leech-Wilkinson !993a, 48-49; !993b, 109-10, 134. 

EDffiONS OF MUSIC. P. Paris 1875, facing p. 52 (ed. Marie Colas, errors; see also p. xxxv); 
Ludwig 1926-54, 1:62--63; Schrade 1956b, (critical notes 1956c, 131); Wilkins 1980b, 29 
(Chaucer, Now we/corn somer underlaid). 

DISCUSSION (musical). Machabey 1955b, 1: !64--65; Salzer 1952, 1:276, 2:229-31 ex. 531 
(voice-leading reductions that emphasize certain pitches to obtain a more traditional tonal 
plan; see criticism in Kiihn 1973, 33); Apfel 1974, 173 (unusual compositional structure; 
cf. Leech-Wilkinson 1993a, 49-50); Leguy 1982, 311-13 (successive composition); Leech­
Wilkinson 1993a, 62 (relation between Rl3 and Mafin [Rl4]). 

Dame, vostre dous viaire (virelai V17) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 154v-155r no. 16 [5] A fols. 486v-487r no. 17 
[3] V g fols. 327v-328r no. 17 [6] G fol. 158r no. 17 
[4] B fols. 325v-326r no. 17 [7] E fols. I60r-160v no. 8 

TEXT MANUSCRIPTS. 
[10] M fols. 249r-249v no. 17 [50] Pa fols. 65r--65v no. 201 

EDITION OF TEXT. Chichmaref 1909,2:600--602 no. 17. 
TRANSLATIONS. Wilson 1990a, 233-34; see also discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 3 strophes: 

AABAAB bbabba aab aab AABAAB . 
7'3'7 7'3'7 11 737' 737' 17'3'7 7'3'7 11 7'3'7 7'3'7 a:-azre, b:-oy 
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EDffiONS OF MUSIC. Ludwig I926-S4, 1:78; Schrade I9S6b, 3:176 (critical notes I9S6c, 
141); Wilson I990a, 232 no. 68. 

DISCUSSION (musical). Machabey I9SSb, 1:184-8S (duplex virelai); Wilson 1990b, 337-38 
(melodic analysis). 

David Hoquetus. See Hoquetus David. 
De Bon Espoir I Puis que la douce I Speravi (motet M4) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: tr, mot, ten). 

[3] V g fols. 263v-264r no. 4 [6] G fols. I0Sv-I06r no. 4 
[4] B fols. 26Iv-262r no. 4 [7] E fols. 134v-13Sr no. 6 
[S] A fols. 417v-418r no. 4 

FACSIMILE. Wolf 1904,2:21-23 no. IS (diplomatic facs., MS G). 
EDffiON OF TEXT. Chichmaref 1909, 2:489-90 no. 4. 
TRANSLATIONS. Wilson I990a, 216; see also discography (chap. 8.3 and 8.8). 
DATE. Because M4 is missing in MSC, it is often considered a late work (Giinther 19S8, 28, 

30, etc.; Reaney, 1967, 92). Earp (I983, 140-42), however, noted an irregularity in the 
gathering structure in MS C, which may indicate that M4 was left off inadvertently, and 
thus that it too can be placed before ea. 13SO, like motets 1-3 and S-20. 

TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. Both triplum and motetus exhibit 
regular correlation between text and talea structure (Reichert I9S6, 201 and n. 2; ex. 2 
facing p. 204). See also Clarkson 1971, 262 (strophic structure of motetus); Ziino 1978, 
444 n. 13 (strophic structure of triplum). 
Triplum: !Oaabb ccdd eeff ggee ddhh iijj k1Kk a:-ir, b:-ouru, c:-oit, d:-te, e:-er, f:-uet, 

g:-ort, h:-i, i:-us, j:-uer, k:-ent et: lyric caesura) 
abab a abab a ababb , . 

Motetus: 7' 77'7 7' 7'7?'7 7, 7'77'7 7 a:-ee, b:-1r 

DISCUSSION (literary). Poirion I96S, S36; 1978, 199; Sonnemann 1969, 63; and Brownlee 
I99Ib, 13-14 (thematic relationship of voices); Boogaart I993b, 32 (desmesure). 

LITERARY ANTECEDENT. The end of the motetus may be a refrain, "je weil humblement 
souffrir I leur voloir jusqu'au morir" [I want to suffer their will humbly until I die] (Ludwig 
I926-S4, 3:12). 

TENOR SOURCE. Speravi (Psalm 12:6) is from the fifth-mode Introit Domine, in tua 
misericordia speravi for the frrst Sunday after Pentecost (Ludwig I926-S4, 2:60a*, 3:17). 

EDffiONS OF MUSIC. Wolf 1904,3:36-41 no. IS; Ludwig I926-S4, 3:13-17; Gleason I94S, 
88-96; Schrade I9S6b, 2:119-22 (critical notes I9S6c, 76-77); Harman 19S8, 132-37; 
Burkhart 1979; Wilson I990a, 212-IS no. 6S. Barring discussed in Hoppin 1960,26. 

DISCUSSION (musical). Bipartite, with diminution by one-half (diminution section is pan­
isorhythmic). Modus is broken at the end of the diminution talea (Giinther I9S8, 34). 
Picker I924-2S, 211 (brief analysis); Ape! 1938, 9-10 (accidentals); Gombosi I9SO, 221 
(symmetrical analysis of tenor rhythms); Machabey I9SSb, 2:73-7S; Giinther 19S8, 31 n. 
17 (deviations from Pen-isorhythmic structure); Harrnan 19S8, 130-31, 138-39 (isorhythm; 
partial signature); Pem ki 197S, 70-71 (tonal plan of the integer valor section); 
Dobrzariska 1979b, 64 (harmokic reduction of mm. 1-102); Wilson 1990b, 306, 316-17 
(isorhythmic analysis); Fuller 1992b, 234-41 (directed progressions; tonal orientation; text 
painting). On melodic correspondences between taleae, see Machabey I9SSb, 2:74; Reichert 
I9S6, 212; Giinther 19S8, 32; Ziino 1978, 448-49. 

De bonte, de valour ( virelai V 1 0) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. IS2r-IS2v no. 10 [S] A fols. 484v-48Sr no. 10 
[3] V g fol. 32Sv no. 10 [6] G fol. IS6v no. 10 
[4] B fol. 323v no. I 0 [7] E fol. I63r no. 23 

TEXT MANUSCRIPT. 
[10] M fols. 247v-248r no. 10 

EDffiON OF TEXT. Chichmaref 1909, 2: S9I-93 no. I 0. 
TRANSLATIONS. Hoppin I978a, 146-47; see also discography (chap. 8.3 and 8.8). 
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AABAB b ba b ba aabab AABAB , TEXT STRUCfURE. 3 strophes: 6 65 ,68 , 11 5,6,3 5,6,3 I 665 ,68 , 11 6 65 ,68 , a:-our, b:-ee 

EDIDONS OF MUSIC. Ludwig 1926--54, 1:74; Schrade I956b, 3:172 (critical notes I956c, 
139); Hoppin I978a, 146--47 no. 64. On the different music for the B-section in MSS B 
and E, see Bent 1983, 57-58, 69. 

DISCUSSION (musical). Machabey I955b, 1:188-81 (duplex virelai). 

De desconfort, de martyre amoureus (ballade B8) 
Refrain: En desirant vostre douce merci 

MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 
[I) C fols. I6Ir-16Iv no. 8 [5) A 
[3) V g fol. 300r no. 8 [6) G 
[4] B fol. 298r no. 8 [7) E 

TEXT MANUSCRIPTS. 

fol. 457v 
fol. 136v 
fol. 154v 

no.8 
no. 8 
no. 27 

[10) M fol. 238r no. 8 [50) Pa fols. 50v-5Ir no. !56 
EDIDONOFTEXT. Chichmaref 1909,2:542-43 no. 8. 

ababbcC . TEXT STRUCfURE. 3 strophes: 1010 , 1010 , 10•1010 a:-eus, b:-ure, c:-z 

TEXTUAL LEGACY (England). Chaucer, Complaynt d' Amours (Wimsatt 1978, 72; 1991 b, 313 
n. 14). 

EDIDONS OF MUSIC. Ludwig 1926--54, 1:7; Schrade I956b, 3:79 (critical notes I956c, 103); 
Wilkins I980b, 25-26 (Chaucer, 0 love, to whom underlaid). 

DISCUSSION (musical). The unusual tonality may be text-determined. Lowinsky 1945, 241; 
1954, 186 (partial signature); Machabey I955b, 2:24; Hoppin 1956, 109-10 (partial 
signature); Reaney 1963, 141-42 (partial signature); Salop 1971,61-62 (melodic direction 
in cantus); Domling 1972, 302 (text setting); Hirshberg 1980, 38-39 (jicta); Reaney 1982, 
238-39 (mode, text painting); Fuller I987a, 54 (tonal structure); Karp 1988, 71 
(compositional priority of the tenor); Hoppin 1989 (partial signature). 

De Fortune me doy pleindre et loer (ballade B23) 
Refrain: Dame quifust si tres bien assenee 47 

MANUSCRIPTS WITH TEXT AND MUSIC.48 

[I) C fols. 200r-200v no. 21 
[3) V g fol. 308v no. 23 
[4) B fol. 306v no. 23 
[5) A fol. 465v no. 22 
[6) G fol. 142r no. 23 
[7) E fols. I50v-15Ir no. 14 

[18) Pm fol. 214r no. 2 
[58] Trem fol. xxi no. 46 
[59) C h fol. 49r no. 78 
[63) PR fol. 64 v no. 134 
[65) S L fol. 74r 

3v (tr, ea, ten) 
3v (tr, ea, ten) 
3v (tr, ea, ten) 
3v (tr, ea, ten) 
3v (tr, ea, ten) 
4v (tr, ea, ten, et) 
2v (ea, ten) 
(index only) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, different et) 

[73) S tr fol. 66v no. 102 3v (tr, ea, ten)49 

TEXT MANUSCRIPTS. 
[10) M fols. 240v-24Ir no. 23 [50) Pa fol. 52v no. 164 
[49) Jp fol. 65v no. 45 Lol95 CVgBAMD (chap. 6.4) 

TREATISE. Anonymous Pennsylvania/Schloss Harburg treatise cites "Se fortune" as a 
rondeau, either an error or a reference to another work (Staehelin 1974, 239). 

FACSIMILES. fardin 1910-25, vol. I, fol. 65v (Jp); Bofill Soliguer 1991,22-23 (MS C), 24 
(MS A), 25 (MS G). 

EDIDONS OF TEXT. Chichmaref 1909, 1:176 no. 195; Wilkins 1972,61-62, no. 45. 

47 Cf. the Lay du Mirouer, Se quanque Diex (LI I), Il. 57-59. 
48 Four-voice versions include unauthentic contratenors. 
49 With added contrafact text Rubus ardens. 
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TRANSLATIONS. L.W. Johnson 1990, 43-45 (strophe I and end of strophe 3); see also 
discography (chap. 8.3 and 8.8). 

TEXT STRUCTURE. 3 strophes: 1~ 1~. 1~ 1 ~. ~ 1~1 g, 1~ a:-er, b:-ure, c:-ir, d:-ee 

DISCUSSION (literary). Hoepffner 1908-21, 3:256 n. to I. 443 of Fonteinne; Patch 1927, 96n. 
(theme of Fortune); Mulder 1978, 76 (image of Fortune in the music); L. W. Johnson 1979, 
16-19; 1990, 43-47 (theme of Fortune). Feminine voice. 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:25-27 (omits more correct contratenor in MS E); 
Schrade 1956b, 3:101-3 (critical notes 1956c, 111-12); Wilkins 1972,130-32. On barring, 
see Giinther 19 57, 92 n. 54. 

DISCUSSION (musical). Picker 1929,501-2 (many errors in the musical example); Machabey 
1955b, 2:36-37; Giinther 1957,79-80 (motivic analysis); Kamper 1971, 362-63 (musical 
image of Fortune's Wheel); Salop 1971,71 (melodic planning); Hirshberg 1973-74, 61-62 
(declamation); Liihmann 1978,77-85, 113-17, 119-20 (rhythm and declamation); Berger 
1987, 203-5 (modality, declamation); Bofill Soliguer 1991. Four-voice versions present a 
choice of dispositions, cantus and tenor plus either triplum or contratenor (Reaney 1955, 
48; Giinther 1957, 76 n. 41; Apfel 1960; 1961; Domling 1970, 79, 80). The contratenor 
has often been cited as an example of an instrumental pan suitable for a string instrument, 
because of the prominent melodic fifths (e.g., Machabey 1955b, 2:36). Reaney (1953, 141) 
prefers the substitute contra tenor, apparently considering the contra tenor in MS E authentic. 

MUSICAL LEGACY. (a) Related to Dame qui just si tres bien assenee, an anonymous 3v 
ballade (ed. Ape! 1970-72,2:21-23 no. 131; Wilkins 1966, 6-8 no. 4 and facs. p. xxi (MS 
PR); Greene 1981-89,20:99-101 no. 30). The first line of this ballade quotes the text and 
music of the refrain ofMachaut's B23, while the refrain of the Reina ballade quotes the text 
and music of Machaut's first line. Giinther (1972, 55-56) discusses the anonymous ballade 
as a balade en tee; Reaney (1982, 297-98) and Berger (1987) provide a "modal" analysis. (b) 
A ballade by Matteo da Perugia, Se je me plaing de Fortune (ed. Ape! 1970-72, 1:104-6 
no. 53; Greene 1981-89, 20:72-75 no. 21) begins by quoting the opening text of 
Machaut's Se je me pleing (B!5). On the words "de Fortune," the text and music of B23 
(cantus and tenor) are quoted (Lucy Cross, reported in Giinther 1980a). 

De ma dolour. See Maugre mon cuer I De ma dolour (Ml4). 
De petit po, de niant volente (ballade B 18) 

Refrain: Onques n' ama qui pour si po hey 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[I) C fols. 199r-199v no. 19 
[3] V g fol. 305v no. 18 
[4] B fol. 303v no. 18 
[5] A fol. 463r no. 18 
[6] G fol. !40r no. 18 
[7] E fol. 147r no. 2 

[56] CaB fol. 8v 
[58] Trem fol. xxi 
[59] C h fol. 18v 
[61) FP fol. IOOr 
[64] Pit fol. 124v 
[65] S L fol. 90r 
[66] Mod fol. 26r 
[68] Gr 3360 fol. 3r 
[71] Nur fol. [lr] 
[72] P g fols. 259v-260r 

TEXT MANUSCRIPTS. 
[10] M fol. 240r 
[40] I fol. 19v 

no. 18 
no. 100 

no.45 
no. 14 
no. 176 
no. !83 
no. 100 
no.46 
no. 8 
no. 2 
no. 32 

50 On the fifth voice, see Fallows 1976, 279. 

3v (tr, ea, ten) 
3v (tr, ea, ten) 
3v (tr, ea, ten) 
3v (tr, ea, ten) 
3v (tr, ea, ten) 
3v (tr, ea, ten) 
5v (trl, tr2, ea, ten, ct)so 
(index only) 
3v (ea, ten, et) "G de Machaut" 
3v (ea, ten, et) 
3v (untexted ea, ten, et) 

4v 

2v (untexted ea, ten) 

[49] Jp fol. 66r 
[52] Ta fol. 6r 

no.48 
no. 16 



7.3. Music by title 311 

TREATISE. Anonymous Pennsylvania/Schloss Harburg (Staehelin 1974, 239). In addition, the 
very widely circulated Bl8 may be the work that occasioned discussion in Johannes de 
Muris, Libel/us cantus mensurabilis, and in derivative treatises (see chap. 2.4.1). 

TRANSLATIONS. Domling 1972, 304 (refrain only, German); see also discography (chap. 8.3 
and 8.8). 

FACSIMILES. Wolf 1904, 2:41--43 no. 24 (diplomatic facs., MS G); Jardin 1910--25, vol. 1 
fol. 66r (Jp); Apell953, 349 (MS A fragment); Bofill Soliguer 1991, 22 (MS C ending). 

EDmONS OF TEXT. Queux de Saint-Hilaire/Raynaud 1878-1903, lO:lxii no. 55 (MS I); 
Chichmaref 1909, 2:550--51 no. 20; Vitale-Brovarone 1980, 18 no. 16 (MS Ta). Feminine 
voice. 

TEXT 3 h ab abccdD 'b ... STRUCTURE. strop es: 1010 1010 7101010 a:-e, :-1s, c:-01r, c:-1 

DISCUSSION (literary). Hassell (1982, nos. A 57, Pl39) indexes the opening line and the 
refrain as proverbs. 

EDffiONS OF MUSIC. Wolf 1904,3:67--68 no. 24; Ludwig 1926--54, 1:18; Kammerer 1931, 
164--65 no. 32; Schrade 1956b, 3:90--91 (critical notes 1956c, 108-9). The unauthentic 
contratenor has been much discussed (see below). 

DISCUSSION (musical). Wolf 1904, 171 (Machaut's "notational license," with two examples 
from Bl8); Ape! 1953, 345 (same two examples); Machabey 1955b, 2:32-33; Hirshberg 
1971, 136--38 (motivic analysis); Salop 1971, 56 (melodic direction of cantus); DOmling 
1972, 302, 306 (text setting, refrain). On the unauthentic contratenor, see Apfel 1960, 92 
(dissonances between triplum and contratenor prevent 4v performance; also 1964--65, 1:54; 
1974, 170-71); Martinez 1963, 112-13 (contratenor inessential); Reaney 1968, 65-66 
(voice-leading gives a 2v framework, with added parts; alternative performance possible as a 
3v work, either with triplum or contratenor); S.J. Williams 1968, 252 (alternative 
versions); Domling 1970, 79 (quotes Apfe11960); Berger 1992, 32-34 (mutatio qualitatis; 
readings in MSS C and E). 

De souspirant cuer. See Tous I De (M2). 
De tout sui si confortee (virelai V38; Schrade virelai 32) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 

[5] A fol. 494v no. 38 [6] G fol. 163v no. 38 
EDffiON OF TEXT. Chichmaref 1909,2:631-32 no. 38. 
TRANSLATIONS. Allorto 1983, 157 (strophe 1; Italian). 
DATE. Hoepffner (1908-21, 3:257, n. to Fonteinne, I. 1013) links the date of this work to 

that of Sans cuer, dolens (R4); see the commentary in Reaney 1952b, 37 . 
. AABBAB bba bba I a abbab I AABBAB . , . TEXT STRUCTURE. 3 strophes. 7'7'57 7'5 11 775 . 775 • 7'7'577 .5 I 7'7•57 7'5 a.-ee, b.-ay 

EDffiONS OF MUSIC. Woo!dridge 1905, 36--38=1929, 250-52; Quittard 1917-19, facing p. 
138; Ludwig 1926--54, 1:92; Schrade 1956b, 3:191 (critical notes 1956c, 147); Gushee 
1980, 156 (after Schrade); Allorto 1983,44 no. 49. 

DISCUSSION (musical). Salzer 1952, 1:275, 2:328 ex. 528 (voice-leading reduction of 
opening, showing "tonic" and "dominant" chords); Machabey 1955b, 1:195-96; Gushee 
1980, 155-57 (analysis by Arlt). 

MUSICAL LEGACY. On a group of late fourteenth-century virelais in similar style to 
Machaut's Se je souspir (V36/30), Moult sui (V37/31), and V38, see Fallows 1990,22-23. 

De toutes flours n'avoit et de tous fruis (ballade B31) 
Refrain: Autre apres li ja mais avoir ne quier 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[3]Vg fo1.313r no.31 
[4] B fol. 312r no. 31 
[5] A fol. 4 70r no. 30 
[6] G fols. 144r-144v no. 29 
[7] E fol. 150v no. 13 

[18] Pm fols. 213v-214r no. 1 

3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
4v (tr, ea, ten, et) 
3v (ea, ten, et) 
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[58] Trem fol. xiii 
[61] FP fol. 99v 
[63] PR fol. 72r 
[64] Pit fol. 120v 
[66] Mod fol. 25r 
[67] Fa fols. 37v-38v 
[73] Str fol. 95r [94r?95v?] 

TEXT MANUSCRIPT. 
[10] M fols. 242r-242v 

no. 27 
no. 175 
no. 150 
no. 175 
no. 43 
no. 5 
no. 168 

no. 31 

(index only) 
3v (ea, ten, et) 
4v (tr, ea, ten, et) 
3v (textless ea, ten, et) 
3v (ea, ten, et) 
2v (anonymous instr. arr.) 
4v (tr, ea, ten, et) 

THE MUSIC 

TREATISE. Anonymous Pennsylvania/Schloss Harburg treatise (Staehelin 1974, 239). 
FACSIMILES. Plamenac 1951, 189-90, facs. i b, Illus. 1 (MS Fa); Carapetyan 1961; Gallo 

1981, fol. 99v (MS FP). 
EDffiONS OF TEXT. Chichmaref 1909, 2:556 no. 31; Woledge 1961, 220-21 (strophes 2 and 

3 inverted); Wilkins 1969a, 21-22 no. 11, notes pp. 123-24. 
TRANSLATIONS. Riemann 1906, no. 3 (strophe 1); Woledge 1961, 220-21; Kelly 1978, 149 

(from strophe 2); Wilkins 1989, 153-54 (strophe 1); L.W. Johnson 1990, 51-52; Wilson 
1990a, 250; Fuller 1992a, 42; see also discography (chap. 8.3 and 8.8). 

ab abccdD . . TEXT STRUCTURE. 3 strophes: 1010 . 1010. 7101010 a:-ws, b:-ose, c:-our, d:-1er 

DISCUSSION (literary). Patch 1927, 64 n. 2 (theme of Fortune); Kuhn 1967 (analysis after 
Woledge edition, with strophes 2 and 3 inverted; see L.W. Johnson 1979,28 n. 16; 1990, 
312 n. 67); Zumthor 1972, 274 (=Eng. ed., 220); Calin 1974, 244 (theme of Fortune); 
L.W. Johnson 1979, 23-26; 1990, 51-56 (very sympathetic analysis, especially on the 
theme of Fortune); Fuller 1992a, 42-44 (musical setting of poetry). See chap. 6.4, 
commentaries to Lo5, Lo215, and Lo225. 

TEXTUAL LEGACY (France). Froissart, ballade Sur toutesflours tient on la rose a belle from 
Paradis d'Amour (ll. 1627-53; ed. Patterson 1935, 2:65; Wilkins 1969a, 51 no. 37; 
Dembowski 1986, 79-80; strophe 1 trans. Wimsatt 1991b, 179; ed. and trans. Figg 1994b, 
153-54, 158); the same ballade also appears in the separate section of ballades, with a 
different third strophe (ed. McGregor 1975,211 no. 8; Baudouin 1978, 13-15 no. 8; ed. and 
trans. Figg 1994b, 153-54). For an analysis, see Figg 1994a, 135-37; 1994b, 153-59. 

EDffiONS OF MUSIC. Wooldridge 1905, 2:33-36=1929, 247-50 (errors); Riemann 1906, no. 
3 (errors); Ludwig 1926-54, 1 :35-36; Einstein 1927; 1947; Plamenac 1951, 189-90 
(notes, 194; MS Fa); Preston 1952; Schrade 1956b, 3:118-19 (critical notes 1956c, 115-
16); Wilkins 1969a, 147-50 no. 4 (after Schrade); 1979, 39 (beginning of Fa intabulation); 
Kugler 1972 (Notcnteil), x (critical notes), 11-17 (diplomatic facs. of Fa vertically aligned 
with diplomatic facs. of B31); Plamenac 1972, 16-19 no. 5 (ed. of Fa vertically aligned 
with B31); Wilson 1990a, 248-50 no. 74; Fuller 1992a (commentary and critical notes, pp. 
41-42, 65). 

DISCUSSION (musical). Besseler 1927, 226-27 (stylistic comparison of B31 with motel style 
and with Vitry); Preston 1951, 616 (romanticized text setting); Machabey 1955b, 2:44-46 
(melodic motives); Giinther 1957, 72 (internal rhymes clarified by music), 86 (motivic 
analysis); Bukofzer 1960, 858-59 (example from Fa intabulation); Reaney 1966, 708 
(performance of Fa intabulation); Domling 1970, 79, 80 (likes it as 4v work; essential 
contratenor); Hirshberg 1971, 141-42 (motivic analysis), 399-404 (harmonic analysis); 
Domling 1972, 302, 304 (text painting, text setting of refrain); Kugler 1972, 112-18 
(detailed study of techniques of intabulation in Fa); Kiihn 1973, 213 (melodic design); 
Kugler 1975, 44-45 (syncopation in Fa intabulation); DeLone 1978 (4v reduction of A­
section); Liihmann 1978, 87-92 (rhythm and declamation); Mulder 1978, 77 (image of 
Fortune in music); Hirshberg 1980, 35-37 (jicta); Wilkins 1980a, 77; Berger 1992, 67-68 
(text underlay and corruption in MS PR); Fuller 1992a (exhaustive analysis); 1992b, 233-
35 (directed progressions). 

MUSICAL LEGACY. Musical imitation in Suzoy's ballade A /' arbre sec (ed. Ape! 1970-72, 
1:201-2 no. 104; Greene 1981-89, 19:117-19 no. 85). 
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De triste cuer faire joyeusement I Quant vrais amans aimme amou­
reusement I Certes, je di et s'en quier jugement (ballade B29) 
Refrain: Triste, dolent, qui larmes de sane p/eure 

MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea!, ca2, ca3). 
[3] Vg fols. 3llv-312r no. 29 [6] G fols. 144v-145r no. 30 
[4] B fols. 3!0v-3llr no. 29 [7] E fol. 150r no. 12 
[5] A fols. 468v--469r no. 28 

TEXT MANUSCRIPTS. 
[10] M fols. 24lv-242r 
[40] I fol. 19r 
[40] I fol. 19r 
[50] P a fols. 56r-56v 

no. 29a~ 
no. 97 (De triste only) 
no. 96a (7 ll. of Quant crossed out) 
nos. 174-76 

EDITIONS OF TEXT. Queux de Saint-Hilaire/Raynaud 1878-1903, IO:Iviii no. 51 (De triste 
only, after MS I); Chichmaref 1909, 2:557-59 nos. 32, 33, 34. 

TRANSLATION. See discography (chap. 8.3 and 8.8). 

TEXT STRUCTURE. 3x 3 strophes, triple ballade: 1~ 1~. 1~ 1~. 1~. 1 ~. 1~ a:-ent, b:-aire, c:-eure 

DISCUSSION (literary). Patch 1927, 96n. (De triste); Poirion 1965,611 (simultaneous presen­
tation of texts); Kelly 1978, 104 n. 22 (religious sentiment in Quant); Zeeman 1988, 834-
35 (sad subject matter); Newes 199la, 75-76 (the three poems consist of the poet and two 
speakers). Note the textual reminiscence, particularly of the refrain, to Voir Dit letter 8 (ed. 
P. Paris 1875, 61). Hassell (1982, no. M246) indexes a proverb in De triste. 

TEXTUAL LEGACY (England). Chaucer, Complaint of Mars (Wimsatt 1978, 74-75; 199lb, 
294 n. 3, concerning De triste only). 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:32-33; Schrade 1956b, 3:114-15 (critical notes 
1956c, 114-15). 

DISCUSSION (musical). S.J. Williams 1952, 250; Machabey 1955b, 2:42--43; Giinther 1957, 
84-85 (motivic analysis); Domling 1972, 301, 303 (text painting, text setting of I. 5); 
Kiihn 1973,213 (melodic design); Newes 1987, 160--64; 199la, 76-77 (texture). 

MUSICAL LEGACY. Anonymous ballade, Dame vailans I Amis de tant/ Certainement puet on 
bien (ed. Ape! 1970-72,2:26-28 no. 134; Greene 1981-89,20:105-7 no. 32); see Berger 
1992, 227. 

Diex, Biaute, Douceur, Nature (virelai Vl9) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 155v-156r no. 18 [5] A 
[3] V g fol. 328v no. 19 [6] G 
[4] B fol. 326v no. 19 [7] E 

TEXT MANUSCRIPTS. 

fol. 487v 
fol. 158v 
fol. !60v 

no. 19 
no. 19 
no. 10 

[10] M fol. 250r no. 19 [50] Pa fols. 67r--67v no. 210 
[43] Mn fol. !8v no. 4 UnLay a Esperance 

EDffiON OF TEXT. Chichmaref 1909, 2:603-5 no. 19. 
TRANSLATION. Reaney !959b, 30 (summary only). 
TEXT STRUCTURE. 3 strophes: 

AAAB AAAB ll b b c b b c I a a ab a a ab ll AAAB AAABa:-ure, b:-ee c:-ance 
7'7'7'5' 7'7'7'5" 7'7'5" 7'7'5" 7'7'7'5' 7"7'7'5' 7'7'7'5' 7"7'7'5" , 

EDffiONS OF MUSIC. Ludwig !926-54, 1:79; Schrade 1956b, 3:178 (critical notes !956c, 
!42). 

DISCUSSION (musical). Machabey 1955b, 1:186 (duplex virelai); Mulder 1978, 80-81 
(motivic analysis); M.L. Gollner 1989, 66-67 (text/music relationship). 

Diligenter inquiramus. See Martyrum I Diligenter (Ml9). 
Dix et sept, . v., .xiii., .xiiii. et quinse (rondeau R 17) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[3] V g fol. 322r no. 17 
[4] B fol. 320r no. 17 

3v (ea, ten, et) 
3v (ea, ten, et) 
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[5] A fol. 475v 
[6] G fol. 152v 
[7] E fol. 198v 

[57] Iv fol. 3v 
TEXT MANUSCRIPTS. 

no. 2 (added later) 
no. 14 
in Voir Dit 
no. 6 

[10] M fol. 244v no. 14 
FACSIMILE. Gallo 1985,43 (MS E). 

3v (ea, ten, et) 
3v (ea, ten, et) 
2v (ea, ten) 
3v (ea, ten, et) 

THE MUSIC 

VD56 AFEPm (chap. 5.13 table 5.3) 

EDffiONS OF TEXT. Tarbe 1849, 171; P. Paris 1875, 266; Chichmaref 1909, 2:574 no. 14; 
Wilkins 1969a, 32 no. 21, notes p. 126. 

TRANSLATION. See also discography (chap. 8.3 and 8.8). 
DATE. (a) 27 October 1363 (Machabey 1955b, 1:168); (b) composed by 28 September 1363, 

sent by 17 October 1363 (Leech-Wilkinson 1993a, 53-54, 58). 

TE cru E A B a A a b A B . · • b· · (•· · h · h · ) XTSTRU R . 10•10 10•10, 10•1010•10 a.-1se, .-1s . qumse r ymes w1t empnse 

DISCUSSION (literary). P. Paris (1875, xx-xxi and 266) solved the cryptogram (re no p) as 
Peronne, an important element of his identification ofToute Belle as one Peronne d' Armen­
tieres. The following Voir Dit passages concern R 17: (a) Guillaume indicates in letter 25 
that he has composed the text (P. Paris 1875, 190); (b) Toute Belle replies in letter 26 that 
she has seen the rondeau and has found her name in it (1875, 194); (c) Guillaume indicates 
in letter 31 that he has composed the music (1875, 241); (d) at the end of the same letter, he 
says he will send a rondeau to which he has newly added a tenor and contratenor (1875, 
242); formerly thought to refer to R17 or Dame, se vous n'avez (Rl3), Leech-Wilkinson 
(1993a, 49-50) proposes that this refers to Puis qu' en oubli (R 18), which better corresponds 
musically to such a compositional process; (e) in letter 33, Guillaume again indicates that 
he has composed music for R17, but since he has not yet heard the work performed, he will 
delay sending it (P. Paris 1875, 258); (f) near the end of the same letter, he promises to send 
the rondeau soon, along with the unfinished Voir Dit (1875, 259); (g) a narrative passage 
tells of sending the incomplete Voir Dit along with R17 (1875, 261, ll. 5976-86); (h) 
Guillaume sends R 17 in letter 35, apologizing that others have seen the music before Toute 
Belle (1875, 265); (i) R 17 finally appears in the narrative, inserted as ll. 5993--6000 (1875, 
266-{57); (j) in the last letter, no. 46, Toute Belle indicates that she is sending a rondeau 
which contains a cryptogram yielding Guillaume 's name, and that she learned how to write 
it from him, i.e., from R 17 (1875, 369). For excerpts from or commentary on these 
passages, see Besseler 1924-25, 48; Ludwig 1926--54, 2:56b*-57*; Martinez 1963, 115; 
Poirion 1965, 324; Zumthor 1972, 275 (=Eng. ed., 221-22); Cerquiglini 1985b, 227-29, 
235 n. 27; Leech-Wilkinson 1990a, 230; 1993a, 53-55; 1993b, 122-24, 137-39. 

EDITIONS OF MUSIC. Wooldridge 1905, 31-33 (errors); Ludwig 1926--54, 1:66; Schrade 
1956b, 3:160-61 (critical notes 1956c, 133); Wilkins 1969a, 156--57 no. 7 (after Schrade). 
Barring discussed in Hoppin 1960, 23-24. 

DISCUSSION (musical). Machabey 1955b, 1:167--{58 (melodic recurrences); Giinther 1957, 
I 08-9 and 1963a, I 08-9 n. I 02 (motivic development); Salop 1971, 75-76 (melodic plan­
ning); Kiihn 1973,214-18 (melodic correspondences, sonority); Winn 1981, 120 (number 
symbolism); Leech-Wilkinson 1993a, 55, 58, 60--61 (simultaneous conception of parts; 
relationship to Plourez, dames [B32], Nes qu' on [B33], Quant These us I Ne quier [B34], and 
Se pour ce muir [B36]; questions of genre; names possibly concealed in opening music). 

Donnez, signeurs, donnez a toutes mains (ballade B26) 
Refrain: Et terre aussi qu' est despendue I vaut trop miex que terre perdue 

MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 
[3] V g fol. 3!0r no. 26 [6] G fol. 143r 
[4] B fol. 308r no. 26 [7] E fol. !55v 
[5] A fol. 467r no. 26 

TEXT MANUSCRIPT. 
[10] M fol. 24lr no. 26 

FACSIMILE. Besseler/Giilke 1973,63 plate 21 (MS A); Earp 199lc, 196. 
EDffiONS OF TEXT. Tarbe 1849, 131; Chichmaref 1909, 2:554-55 no. 28. 

no. 26 
no. 30 
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TRANSLATIONS. Suchier/Birch-Hirschfeld 1900,237 (=1913 ed., 244) (in German, strophe 1 
only); see also discography (chap. 8.3 and 8.8). 

DATE. (a) between 1359 and October 1361 (Chailley 1973, 256-58; but see chap. 1.12.2); (b) 
between 1356 and 1362 (Arlt 1993, 58, based on manuscript transmission); (c) 1360, in 
connection with the treaty of Bretigny, specifically, at St-Omer in October 1360 (Dominik 
Sackmann, reported in Arlt 1993, 59). 

TEXT STRUCTURE. 3 strophes: 1~ 1b0 1~ 1b0 1b0~~ a:-ains, b:-eur, c:-ue 

DISCUSSION (literary). A similar call for largesse is seen in the rondeau Se tenir vues le droit 
chemin (Lo241), linked to Confort by Hoepffner (1908-21, 3:251, note to 11. 3129-34), 
who considered the lyric to date from ea. 1357. Compare also the language describing the 
character Largesse in Jugement Navarre, 11. 1266-78, and the description of John of 
Luxembourg's generosity in Confort, ll. 2930--33, quoted above, chap. 1.6.2a. 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:29 (syncopation errors), version of MSS VgBE; 
Schrade 1956b, 3:108-9 (critical notes 1956c, 113-114), version of MSS AG. Tran­
scription errors discussed in Hoppin 1960, 16 n. 15; Giinther 1962--{53, 21. The two distinct 
lines of musical transmission (MSS VgBE: AG) were signaled in Machabey 1955b, 2:39, 
n. 486bis, and discussed further in Bent 1981, 308; 1983, 66--{59; Arlt 1993. Arlt (1993, 
46-4 7, see also 60--{5 1) provides a convincing emendation of the earlier version. 

DISCUSSION (musical). Salzer 1952, 1:278, 2:332-36 ex. 533 (edition, with voice-leading 
reductions that emphasize certain pitches to obtain a more traditional tonal plan); Machabey 
1955b, 2:39-40; Giinther 1958, 35, n. 27 (tempus changes); Martinez 1963, 107-8 (articu­
lative function of ouvert and clos phrases); Hirshberg 1971, 111-12 (based on Giinther 
1957; tempus changes respond to expansion or contraction of motivic work); Domling 
1972, 303, 305 (musical aspects of refrain, text setting, repeats of similar musical 
material); Besseler/Giilke 1973, 62 (motivic work); Fuller I991, 8-13 (tonal and rhythmic 
analysis); Arlt 1993, 44-64 (thorough analysis of the two versions; directed progressions; 
text painting; compositional process); Leech-Wilkinson 1993a, 45 n. 4 (directed progres­
sions). The pervasive use of certain melodic formulas in tempus imperfectum, prolatio 
major links Donnez, signeurs (B26), Une vipere (B27), and Je puis trop (B28) as one group, 
and Plourez, dames (B32), Nes qu'on (B33), and Se pour ce muir (B36) as another; the same 
formulas are seen to a lesser extent in En amer (RF4), Cinc, un (R6), and Douce dame, tan/ 
(R20) (cf. Reaney 1955, 47; Giinther 1957, 80-84; Hirshberg 1971, 120--33; Little 1980, 
49; Arlt 1993, 63). 

Dou mal qui m'a longuement (virelai V8) 
MANUSCRII'fS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 151v-152r no. 8 [5] A 
[3] V g fols. 324v-325r no. 8 [6] G 
[4] B fols. 322v-323r no. 8 [7] E 

TEXT MANUSCRII'f. 
[10] M fols. 247r-247v no. 8 

EDffiON OF TEXT. Chichmaref 1909, 2:589-90 no. 8. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 

fol. 484r 
fol. 156r 
fol. 163v 

AAAB ab ab aaab AAAB 
TEXT STRUCTURE. 3 strophes: 7 6 SS' 11 76• 76• I 7655• 11 7 6 SS' a:-ent, b:-ie 

no. 8 
no. 8 
no. 26 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:73; Schrade 1956b, 3:171 (critical notes 1956c, 
138). 

DISCUSSION (musical). Machabey 1955b, I:I80; Gollner 1989, 65-66 (last two phrases of 
A-section exchanged to form the B-section); Weber-Bockholdt 1992, 269-70 (melody 
clarifies verse structure). 

Douce dame jolie (virelai V4) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 149v-150r no. 4 [5] A fols. 482v-483r no. 4 
[3] V g fol. 323v no. 4 [6] G fol. 155r no. 4 
[4] B fol. 321v no. 4 [7] E fol. 159r no. 2 



316 THE MUSIC 

TEXT MANUSCRIPT. 
[10] M fols. 246r-246v no. 4 

EDffiON OF TEXT. Chichmaref !909, 2:584-85 no. 4. 
TRANSLATIONS. Reese 1940, 350; Reaney !959b, 30 (summary only); see also discography 

(chap. 8.3 and 8.8). 
LITERARY ANTECEDENT. Reaney (1959b, 37) indicates that 1. 33, "A jointes mains deprie," 

resembles 1. I of a rondeau by Adarn de la Halle, A jointes mains vous proi (ed. Gennrich 
1921-27, 1:65 no. 75 [commentary 2:82-83]; Wilkins 1967, 56 no. !0) 

AAAB a ab a ab a a ab AAAB . TEXT STRUCfURE. 3 strophes: 
6

,
6

,
6

,
7 

11 
6

,
2

,
6 6

,
2

,
6 

I 
6
,
6

,
6

,
7 

11 
6

,
6

,
6

,
7 

a:-te, b:-ent 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:71; Reese 1940,349-50 no. 105; Schrade 1956b, 
3:168 (critical notes 1956c, 137); Brandt 1980, 70; Arlt 1982, 267 (after Schrade); 
Lincoln/Bonta 1986, 51-52 no. 19; Wilkins 1989, 164 (after Schrade). 

DISCUSSION (musical). Machabey 1955b, I :178; Hatten 1978, 10 (modal influence); Arlt 
1982, 267 (text/music relationship); Weber-Bockholdt 1992, 267--{58 (text accent and 
music); Leech-Wilkinson 1991 (voice-leading reduction; link to Merci vous pri [R3]). 

MUSICAL LEGACY. For a nineteenth-century arrangement inspired by V4, see chap. 2.5 
(Weckerlin). 

Douce dame, tant com vivray (rondeau R20) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 

[5] A fol. 48lr no. 21 [6] G fol. 154r no. 20 
TEXT MANUSCRIPTS. 

[10] M fol. 245r no. 19 [50] Pa fol. 34v no. 107 
[46] St fol. 14lv no. 89 Lo235 VgBAEMD 

EDITIONS OF TEXT. Tarbe 1849, 54; 1856, 56; Chichmaref 1909, 1:210 no. 235; Wilkins 
1972, I 08 no. 233. 

TRANSLATION. See discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 8AB aA ab AB a:-vivray, b:-vis 
EDffiONS OF MUSIC. Ludwig 1926-54, 1:68; Schrade 1956b, 3:163 (critical notes 1956c, 

134). 
DISCUSSION (musical). Machabey 1955b, 1: 170; Wykes 1956, 19-23 (analysis); Giinther 

1957, 98, 104, 110, 112 (early date). The pervasive use of certain melodic formulas in 
tempus imperfect urn, prolatio major links Donnez, signeurs (B26), Une vipere (B27), and Je 
puis trop (B28) as one group, and Plourez, dames (B32), Nes qu' on (B33), and Se pour ce 
muir (B36) as another; the same formulas are seen to a lesser extent in En amer (RF4), 
Cinc, un (R6), and Douce dame, tan/ (R20) (cf. Reaney 1955, 47; Hirshberg 1971, 120-33; 
Little 1980, 49). 

Dous amis, oy mon complaint (ballade B6) 
Refrain: Quant tes cuers en moy ne maint 

MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 
[I] C fols. 160r-160v no. 6 [5] A fol. 456v no. 6 
[3] V g fol. 299r no. 6 [6] G fols. 135v-136r no. 6 
[4] B fol. 297r no. 6 [7] E fol. 154r no. 24 

TEXT MANUSCRIPTS. 
[10] M fol. 237v-238r no. 6 [50] Pa fol. 50v no. 155 

FACSIMILE. Apel 1953, 357 facs. 69 (MS A) (discussed pp. 355-56). 
EDffiONS OF TEXT. Tarbe 1856, 22; Chichmaref 1909,2:540-41 no. 6; Wilkins 1969a, 26-

27 no. 16. 
TRANSLATION. Hoppin 1978a, 141-42. 

3 1 . aaab aaab bba bbA . . . TEXT STRUCTURE. strophes, dup ex ballade. 7437 7437 437 43 7 a.-atn/, b.-ours 

The short verses may be combined into isometric heptasyllabic verses with internal rhyme: 
7aab aab ba bA (brief discussion in Ziino 1990, 18-19). 
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EDITIONS OF MUSIC. Ludwig 1926--54, 1:5 (errors); Schrade !956b, 3:77 (errors; critical 
notes 1956c, 101-2); Wilkins 1969a, !50-5! no. 5 (after Schrade); Hoppin 1978a, 140-42 
no. 62 (errors corrected, but text underlay better in Ludwig); Arlt 1982, 249-50 (by Karin 
Smith-Paulsmeier). Discussion of transcription problems in Giinther 1957, 92 n. 54; 
Hoppin 1960, 19, n. 25, 24; Arlt 1982,250. 

DISCUSSION (musical). Machabey 1955b, 2:22-23; Salop 1971, 53-54 (melodic direction in 
cantus); D()mling 1972, 302 (text painting); Liihmann 1978, 118-19 (declamation); 
Baumann 1979, 31 (textless transition passage); Wilkins 1980a, 77; Arlt 1982, 249-52; 
1983, 499 and 1984, 274-75 (text painting); Giinther 1984a, 231 n. 5 (text painting); Karp 
1988, 69-70 (compositional priority of the tenor); Kiigle 1991, 376 (compares Lescurel). 

Dous viaire gracieus (rondeau Rl) 
MANUSCRIJYrS WITH TEXT AND MUSIC. 

[1] C fol. 203r no. 5 3v (tr, ea, ten) 
[3] V g fol. 316v no. I 3v (tr, ea, ten) 
[4] B fol. 315v no. I 3v (tr, ea, ten) 

TEXT MANUSCRIPT. 
[I 0] M fol. 244r no. 1 

[5] A fol. 4 76r no. 3 
[6] G fol. 150r no. I 
[7] E fol. 139r no. 12 

EDffiON OF TEXT. Chichmaref 1909,2:569 no. I. 

2v (ea, ten)51 

3v (tr, ea, ten) 
3v (tr, ea, ten) 

TRANSLATIONS. Caldwell 1978, 176; Yudkin 1989, 499; Eggebrecht 1991,238 (German); 
see also discography (chap. 8.3 and 8.8). 

TEXT STRUCfURE. 7AB aA ab AB a:-eus, b:-i 
EDffiONS OF MUSIC. Kiesewetter 1841, Beilagen, 7 no. 14 (disapproving of the counterpoint, 

Kiesewetter comments "0 temporal o mores!"), 1841, 10 (commentary); Ambros 1891, 
374-75 (= 1864 ed., 341-42) (after Kiesewetter); Ludwig 1926--54, 1:52; Schrade 1956b, 
3:142 (critical notes 1956c, 124); Caldwell 1978, 175-76; Yudkin 1989,498-99 (after 
Schrade); Eggebrecht 1991,237. See Fuller (1992b, 255 n. 27) on the F-sharp in m. 3. 

DISCUSSION (musical). Combarieu 1913, 399 (dissonant cadential progression); Machabey 
1955b, 1:153-54; Giinther 1957, 105 (motivic analysis); Eggebrecht 1968, 190 n. 21 (text 
painting of the word "dous"); Salop 1971,77-78 (melodically unsuccessful due to imitative 
passage); Hatten 1978, 5-7, 10-11 (consonance and dissonance; melody); Yudkin 1989, 
498-99 (analysis); Cross 1990, 269-70 (chromatic gestures); Eggebrecht 1991, 238-40 
(sonority and text setting); Fuller 1992b, 244 (opening sonority, directed progressions). 

Ego moriar pro te. See 1' ay tant I Lasse! (M7). 
Eins que ma dame. See Tant doucement m' ont I Eins (M13). 
En amer a douce vie (ballade RF4; Schrade ballade 41) 

Refrain: Fait cuer d' ami et d' amie 
MANUSCRIJYrS WITH TEXT AND MUSIC. 

[I] C fols. 46r-46v 
[3] V g fols. 109v-l!Ov 
[4] B fols. !09v-l!Ov (new 126v-127v) 

4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
3v (ea, ten, et) 
4v (tr, ea, ten, et) 
(index only) 

[5] A fols. 68v-{)9v 
[6] F fols. 54v-55v 
[7] E fols. 3lr-31 v 

[15] K fol. 59v 
[20] P e fols. 23v-24v 
[58] Trem fol. xvi 
[61] FP fol. 97r 
[63] PR fol. 63r 
[64] Pit fol. 122r 

TEXT MANUSCRIJYrS. 
[I 0] M fol. 68r 
[16] J fols. 66r-66v 
[18] Pm fols. 64v-{)5r 

no. 33 
no. 171 
no. 130 
no. 180 

3v (ea, ten, et) 
4v (tr, ea, ten, et) 
3v (ea, ten, et) 

empty space for staves 

5l On the missing triplum, see D()mling 1970,78 n. 18 (criticized in Earp 1983,69 n. 152). 
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FACSIMILES (refer to chap. 4.4e). Miniatures C31-32. Wilkins 1979,22 (MS Pe, fol. 23v); 
Leech-Wilkinson 1982, 102 (MS Pe, fols. 23v-24r). 

EDITIONS OF TEXT (Remede, Il. 2857-92). Hoepffner I 908-21, 2: 105..{); Wimsatt/Kibler 
I 988, 327-29. 

TRANSLATIONS. Switten I 988c, 55-56; Wimsatt/Kibler 1988, 326-28; see also discography 
(chap. 8.3 and 8.8). 

TEXT er E 3 h d I balld 52.aabaabbbabba .· b·· STRU UR . strop es, up ex a e . 7'3,7 7•3•7 737' 737' a.-le, .-1r 

DISCUSSION (literary). Poirion I 965, 387-88, 529; Huot 1987, 256. For some literary 
studies that deal with all of the inserted lyrics, see chap. 5.7. 

TEXTUAL LEGACY (France). On the complex of poetic and musical quotations linking RF4 to 
Jacob de Senleches's baiiade En attendant esperance, Galiot's isorhythmic rondeau En 
attendant a amer la douce vie, and the rondeau Esperance qui en mon cuer s' en bat, see chap. 
2.4, "musical imitations." 

EDITIONS OF MUSIC. Ludwig 191 I, 11-15 (appendix); 1926-54, 1:98-99; Schrade 1956b, 
3:138-39 (critical notes 1956c, 121-23); Switten 1988c, 54-55 (after Schrade); 
Wimsatt/Kibler 1988,425-27, critical notes pp. 440-42 (ed. Baltzer). 

DISCUSSION (musical). Ludwig I 9 I I, 408 n. I (syncopation in cant us); Giinther I 957, 116-
17 (motivic analysis); Reaney 1980a, 430, 435 (four voices not to be performed together, 
but as alternative 3v versions with triplum or with contratenor); Malizia 1984, 30-34. The 
pervasive use of certain melodic formulas in tempus imperfectum, prolatio major links 
Donnez, signeurs (B26), Une vipere (B27), and Je puis trop (B28) as one group, and 
Plourez, dames (B32), Nes qu' on (B33), and Se pour ce muir (B36) as another; the same 
formulas are seen to a lesser extent in En amer (RF4), Cinc, un (R6), and Douce dame, tant 
(R20) (cf. Reaney 1955, 47; Hirshberg 1971, 120-33; Little 1980, 49). For some musical 
studies that deal with all of the inserted lyrics, see chap. 5.7. 

En demantant (lai L24; Schrade lai 18) 
MANUSCRIPT WITH TEXT AND MUSIC (monophonic; strophes 1-3, 4--{), 7-9, and 10-12 

combine as 3v polyphony). 53 

[7] E fols. 128r-129r no. 19 
EDffiONOFTEXT. Chichmaref 1909,2:474-80 no. 24. 
ASCRIPTION. Explicit. Cy fine un autre lay de Cui/le' Machaut. Deo gracias. See Pour ce que 

plus (L23!17); see also chap. I. 10.2c. 
DATE. (a) 1356, on the basis of a relation to the battle of Poitiers (Chichmaref 1909, I :xliii; 

Hoepffner 1908-21, 3:xiii n. 2; Machabey 1955b, 1:50); see chap. l.l0.2c; (b) ea. 1367-77 
for both L24 and Pour ce que plus (L23/l7) (Reaney I 967, 89-90, 95). 

TEXT STRUCTURE. 12 strophes, 210 lines: 
aab a ab bba bba k k k k I k k k k I I I I I k I I I I k 

I. 446 I 446 ll 446 I 446 ll 6· 7'3 '7'3 '7' I 7'3 '7'3 '7' ll 7'3 '7'3 '7' I 7'3 '7'3 '7' ll 

2. 6cccd I cccd 11 6dddc I dddc 11 

effffee e ffffe feeeeff feeeef 
3· 7733334 I 773337 11 7733334 1773337 ll 

ggggh ggggh hhhhg hhhhg 4· 75557 I 75557 ll 75557 I 75557 ll 

mmmn mmmn nnnm nnnm 7· 55 7 5 I 55 7 5 ll 5575 I 5575 ll 

oop oop ppo ppo 8· 886' I 886' ll 8'8'6 I 8'8'6 ll 

q qqq r q qqq r r r r r q r r r r q 
9· 33337' I 33337' ll 3'3'3'3'7 13'3'3'3'7 ll 

i i i i j i i i i j 1 jjjj i jjj[ ][ J s4 ssssh ssssh hhhhs hhhhs 
5· 4'4'4'4'8 14'4'4'4'8 I 44448' 1444[ ][4JII 10· 44448 144448 ll 44448 I 44448 ll 

52 A sixain foiiowed by its retrograde, cf. Fons I 0 livoris (M9, motetus) and Amours me fait 
(B 19) (Clarkson 1971, 266 n. 93). Brief discussion of text form in Ziino 1990, 16-18. 

53 Could the indication "prim us" in the right margin (fol. I 28r) refer to the polyphony? 
54 The explanation of the text corruption given by Hasselman/Walker (1970, 10 n. to m. 42), 

that only four syiiables of what would be the last 8-syiiable line are given in the source, 
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I tt tu 1 t ttu 11 uuut 1 uuut 11 I · 5333 5333 5333 5333 12. = I. 

a:-ant, b:-ay, c:-oy, d:-e, e:-i, f:-u, g:-te, h:-er, i:-une,j:-eulz [-eus, -ues], k:-une, 
1:-ie, m:-as, n:-a, o:-[1ler, p:-ance, q:-ains, r:-aindre, s:-ours, t-is, u:-ort 

319 

DISCUSSION (literary). Patch 1927, 64 n. I, 68 n. 3, 80 n. 2, I 19 n. I; Calin 1974, 244 
(theme of Fortune). Hasseii (1982, nos. A95, LI 14) indexes proverbs. 

EDIDONS OF MUSIC. Ludwig I 926-54, 4:80-8 I (ed. Besseler; errors); Schrade I 956b, 2:99-
101 (critical notes 1956c, 71-72; errors); Hasselman/Walker 1970 (polyphonic, combining 
strophes 1-3,4--6, 7-9, 10-12); see also Fuller 1971, 188-90. Odd notation in strophe I I, 
with one instance of triple subdivision of a breve in prevailing duple time (Hoppin I 960, 
I 8- I 9; Hasselman/Walker I 972, I I [note to strophe I I, m. 84 ]). Note that the edition of 
Hasselman/Walker does not solve musical problems of mixing masculine and feminine 
rhyming syllables in strophes 5, 8, and 9. The music of strophes I and 12 is the same, 
except that strophe I 2 is a perfect fourth lower. The polyphonic presentation of strophe I, 
in combination with strophes 2-3, is of course completely different from the presentation of 
strophe 12, which appears in combination with strophes 10-II. 

DISCUSSION (musical). Machabey I955b, 1:121-22 (the slow values of strophe I recall the 
Iai Qui n'aroit [RFI]); Giinther 1957, 130-31 (rhythm and chronology); Newes 1987, 149-
50 (polyphony leads to constant conflict of phrase length and rhymes). 

En mon cuer ha un descort (virelai V27; Schrade virelai 24) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 2v). 

[3] V g fols. 330v-33 Ir no. 27 (ea, ten; empty space for tr) 
[4] B fols. 328v-329r no. 27 (ea, ten; empty space for tr) 
[5] A fol. 490v no. 28 (ea, ten) 
[6] G fol. 160v no. 27 (ea, ten) 
[7] E fol. 162r no. 18 (ea, ten) 

TEXT MANUSCRIPTS. 
[10] M fol. 252r no. 27 [50] Pa fols. 68r--68v 

FACSIMILE. Ultan 1977a, 122 (diplomatic facs.). 
EDIDONOFTEXT. Chichmaref 1909,2:613-15 no. 27. 

no. 213 

AABBAAB bba bba aabbaab AABBAAB 
TEXT STRUCfURE. 3 strophes: 7 7 4 7 4 7 4 11 774 774 1 7747474 11 7 7 4 7 4 7 4 a:-ort, b:-ir 

EDIDONS OF MUSIC. Ludwig 1926-54, 1:83; Schrade 1956b, 3:183 (critical notes 1956c, 
144); Burkhan 1972,7-9. 

DISCUSSION (musical). Machabey 1955b, 1:189-90; Giinther 1957, 63 (melodic correspon­
dences); Reaney I 958b, 42 (the discord expressed in the text is not mirrored in the music). 

Esperance qui m' asseiire (ballade B 13) 
Refrain: Que j' aim dame, s' a ten me rei 

MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 
[I] C fol. 163v no. 13 [5] A fol. 46Ir no. 14 
[3] V g fol. 302v no. 13 [6] G fols. 138v-139r no. 14 
[4] B fol. 300v no. 13 [7] E fol. 147v no. 3 

TEXT MANUSCRIPTS. 
[10] M fol. 239r no. 13 [50] Pa fol. 52r 

EDIDON OF TEXT. Chichmaref I 909, 2:548-49 no. 16. 
TRANSLATION. WimsaU 199Ia, ISO. 
TEXT STRUCTURE. 3 strophes: 8ab ab bcC a:-ure, b:-ueil, c:-i 
DISCUSSION (literary). Planche 1990b, 358 (use of the term "t\ur"). 

no. 162 

EDIDONS OF MUSIC. Ludwig 1926-54, 1:12; Schrade 1956b, 3:84 (critical notes 1956c, 
106); Arlt 1982, 242; Baltzer 199Ib, 149-50 (comments pp. 154-55). Arlt (1982, 246-48) 
offers some convincing emendations (cf. Earp 1989,493-94 n. 57). 

makes more sense than Chichmaref s emendation (I 909, 2:4 77). 
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DISCUSSION (musical). Machabey 195Sb, 2:28 (cantus consists of variations on a "generative 
cell"); Salop 1971, 5!-52 (directed motion in cantus); Domling 1972, 303 (refrain); 
Liihmann 1978, 217-18 (declamation); Mulder 1978, 92-93 (motivic analysis and 
symbolism); Arlt 1982, 239-48 (analysis of several literary and musical aspects), 252 
(suggestion for adjustment of text underlay). 

ANrECEDENTS (textual and musical). Ludwig (1926--54, I: 12) suggested that text and music 
of the refrain were pre-existing; Spanke (1929, 187) identified its text as the last line of the 
refrain Por mon tans useir lieement, I amors m' ont de toz biens garni, I car j' ai dame, s' at ant 
merci (ed. Gennrich 1921-27, 1:96--97 no. 137; Van den Boogaard 1969,226 no. 1511). 

Et gaudebit. See S' il estoit I S' Amours (M6). 
Et in terra pax. See M esse de Nostre Dame. 
Et non est qui adjuvet. See Qui es I Ha! Fortune (M8). 
Faus Samblant. See Amours qui a I Faus Samblant (MI5). 
Felix virgo mater I Inviolata genitrix I Ad te suspiramus gementes 

et flentes etc. (motet M23) 
MANUSCRWfS WTI1I TEXT AND MUSIC. 

[3) V g fols. 282v-283r no. 23 4v (tr, mot, ten, et) 
[4) B fols. 280v-28lr no. 23 4v (tr, mot, ten, et) 
[5) A fols. 436v-437v no. 23 4v (tr, mot, ten, et) 
[6) G fols. 124v-125r no. 23 4v (tr, mot, ten, et) 

[58) Trem fol. xxxii no. 75 (index only)SS 

FACSIMILES. Wolf 1904, 2:24-27 no. 16 (diplomatic facs., MS G); Parrish 1957, plates lii­
liii (MS G), discussed pp. 159-60; Ape! 1953, 360 (MS G, tenor and contratenor only); 
Bank 1972, 42 ex. 14 (diplomatic facs. in score of beginning of talea I). 

EDillONS OF TEXT. Lebeuf 1743, 432-33 (triplum); Chichmaref 1909, 2:531-33 no. 23. 
TRANSLATION. See discography, chap. 8.3 and 8.8. 
DATE. "1356," Siege of Reims (Ludwig 1930, 268=1924 ed., 231). Leech-Wilkinson (1989, 

1:105-7) notes that the Siege of Reims took place from 4 December 1359 to I! January 
1360 and follows the ramifications of what may have been a printing error in Ludwig 
through the chronologies of Giinther (1958, 28 and 1963a, 100) and Reaney (1967). Leech­
Wilkinson' s suggestion (1989, I: 134) of the possibility of an earlier date is difficult to 
reconcile with the manuscript evidence; M23 is "a radical departure from conventional 
isorhythmic practice" (137). On the Siege of Reims, see also Markstrom (1989, 29-34), 
and above, chap. 1.13. 

TEXT STRUCfURE AND RELATIONSHIP TO ISO RHYTHM. Only the triplum exhibits regular 
correlation between text and talea structure (Reichert 1956, 201), but the correlation breaks 
off at the diminution section (1956, 206; Ziino 1978, 451; Lcech-Wilkinson 1989, 1:131-
32). Uniquely for this motet, Leech-Wilkinson entertains the possibility that texts were 
fitted to pre-conceived music (1989, I: 134; cf. Giinther 1958, 33). See also Clarkson 1971, 
214-15 (unique lack of distinction between the strophic form of the triplum and the 
motetus); Ziino 1978, 441, 451 (sequence-like nature of both triplum and motetus texts); 
1978,443 (strophic structure of motetus); Leech-Wilkinson 1989, 1:131-33,2:24 ex. 38 
(correspondences between the texting ofM23 and Hareu! I He/as! [MIO]) . 

. 1 . aaabaaabbbbcbbbc cccdcccd dddeddde . . . . . . . d· . . . 
Tnp urn. 88848884 88848884 88848884 88848888 a.-ISII, b.-tma, c.-tmur, .-ulls, e.-to 

aabaabbbcbbc ccdccdddedde . . . . 
Motetus: 884884 884884 884884 884888 a:-tnx, b:-ans, c:-ller, d:-tmus, c:-erte 

DISCUSSION (literary). Cerquiglini 1985b, 81 (thematic connection to the Marian hymn Ave 
maris stella); Leech-Wilkinson 1989, 138 (Machaut possibly not the author of the texts); 
Brownlee 199lb, 14 (thematic relationship of tenorto upper voices). 

TENOR SOURCE. Ad te suspiramus gementes et flentes [in hac /acrimarum valle. Eia ergo, 
advocata nostra] is from the Marian antiphon Salve Regina (Ludwig 1926--54, 2:60a*, 

55 Schrade (1956c, 40-41) disputes identification of this index item with Machaut's M23. 
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3:86). See also Machabey 1955b, 2:109-10 (end of motetus quotes "Eya ergo"). 
EDITIONS OF MUSIC. Wolf 1904, 3:41-49 no. 16; Ludwig 1926-54, 3:82-86; Schrade 

1956b, 3:26-33 (critical notes 1956c, 90-91); Leech-Wilkinson 1989,2:74-76 (critical 
notes 1989, 1:246--47). Barring discussed in Hoppin 1960,25. 

DISCUSSION (musical). Introitus, then bipartite with diminution by one-half (diminution 
section is pan-isorhythmic). Rhythm of contratenor derived from tenor by voice exchange. 
Ficker 1924-25, 211-12 (isorhythmic analysis); Machabey 1955b, 2:108-11; Giinther 
1958, 34 (diminution produces conflicts in tempus groups; change of mode in the tenor and 
contratenor indicated by red notes, on the model of Vitry); Prisor 1971, 204 (chart of tenor­
contratenor structure); Bank 1972, 41, 43 (tempo); Hoppin I978b, 413-14 (diagram of 
symmetrical tenor and contratenor taleae); Leech-Wilkinson 1989, 1:129-37 (texts, eo/or, 
isoperiodic structure, lower-voice taleae, phrase structure, harmony), Cross 1990, 230-31, 
266,267,271 (chromatic intervals); Koehler 1990, 1:102-5 (rhythmic proportions). 

Gombosi 1950, 222 (voice exchange between tenor and contratenor recalls the Amen of 
the Credo); Leech-Wilkinson 1982-83, 3-4 (summary of related features among Christe I 
Veni [M21], Tu qui gregem I Plange [M22], and M23); Newes 1987, 205-10 (comparison 
of complementary tenor-contratenor pair in Aucune gent I Qui plus [MS], M2I-23); Leech­
Wilkinson 1989, 1:105-7, 135-36, 138-41 (summary comparison of M2I-23); 1:131-34, 
2:24 ex. 38 (explores the connections between two motels of de Vitry-Douce plaisance I 
Garison, and Tuba /In arboris-and several works of Machaut-Aucune gent I Qui plus 
[MS], Hareu! I He/as! [MIO], M23, and the Amen of the Credo); I: 165 n. 45 (rate of 
harmonic change compared to several other motets). 

Fera pessima. See Fons I 0 livoris (M9). 
Fiat voluntas tua. See Aucune I Qui plus (MS). 
Fine Amour qui. See He! Mors I Fine (M3). 
Fins cuers. See Dame, je sui I Fins cuers (Mll). 
Fons tocius superbie I 0 livoris feritas I Fera pessima (motet M9) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[I] C fols. 213v-214r no. 8 3v (tr, mot, ten) 
[3] V g fols. 268v-269r no. 9 3v (tr, mot, ten) 
[4] B fols. 266v-267r no. 9 3v (tr, mot, ten) 
[5] A fols. 422v-423r no. 9 3v (tr, mot, ten) 
[6] G fols. I!Ov-lllr no. 9 3v (tr, mot, ten) 
[7] E fol. I39v no. 9 3v (tr, mot, ten) 

[58] Trem fol. xxxiiii no. 80 (index only) 
EDmON OF TEXT. Chichmaref 1909, 2:499-500 no. 9. 
TRANSLATIONS. Eggebrecht 1962--{)3, 288 (German); Markstrom 1989, 36--37 (trans. by 

Anna Kirkwood); see also discography (chap. 8.3 and 8.8). 
DATE. Possibly an early work, since style and texts are based on Fauvel motets (Reaney 

1967, 92, without further amplification). Fall 1347 or Spring 1348 (Markstrom 1989, 17-
26, 34). 

TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. Both triplum and motetus exhibit 
regular correlation between text and talea structure (Besseler 1927, 222; Reichert 1956, 
201); according to Giinther (1958, 33), only the beginning is regular. See also Reichert 
1956, ex. 4 after p. 204, discussed p. 211 (beginnings of all nine taleae of the triplum); 
Clarkson 1971,266 n. 93 (motetus sixain pattern followed by its retrograde is also found in 
En a mer [RF4] and Amours me fait [B 19]); Ziino 1978, 440, 442-43 (motetus structure 
resembles the sequence Veni Sancte Spiritus), 443 (strophic structure of triplum). 

Triplum: ~~~f~~~~ ~~~~~~~~ ~~~! ~~~Hn~ ~~~! ~~~l ~~~l a:-ie, b:-atus, c:-ere, 

d:-imo, e:-atum, f:-ernis, g:-ibus, h:-eris, i:-ia, j:-avit 

Motetus: 7aab aab bba bba a:-itas, b:-ius 
DISCUSSION (literary). Eggebrecht 1962--{)3, 286--93 (thematic relation of tenor to upper 

voices). 
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TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Kittredge 1915c, !I; Wimsatt 
1968, 159; 1979, 130 n. I!; 1981,232 n. 31; 199lb, 131). 

TENOR SOURCE. Fera pessima (Genesis 37:33-34) is the beginning of repetenda of the mode 
6 Responsory Videns Jacob for the third Sunday of Lent (Ludwig 1926--54, 2:60a*, 3:76; 
Eggebrecht 1962--{53, 293). The tenor of Vitry's Tribum I Quoniam is from the same feast 
(Leech-Wilkinson 1982-83, IS n. 25). 

EDfiONS OF MUSIC. Ludwig 1926--54, 3:33-36 (criticism of Ludwig's analytical layout in 
Sanders 1973, 563 n. 286); Schrade 1956b, 2:137-40 (critical notes 1956c, 80-81). 
Harmonic augmented second in m. 68 (Ludwig 1926--54, 3:8). Machabey (1955b, 2:83-84) 
would adjust the text underlay near beginning of the motetus to correspond to mm. 15-16 
of the first period. Earp (1983, 224 n. 390) criticizes Eggebrecht's comments on text under­
lay (1968, 181-82). 

DISCUSSION (musical). Unipartite with introitus, described in Eggebrecht 1962-63, 282 
(alternative analysis in Sanders 1973, 563 n. 286). Machabey 1955b, 2:82-84; Eggebrecht 
1962-63; 1968 (thorough analysis; comments on compositional process, pp. 194-95); 
Kiihn 1973, 104-10 and Fuller 1986, 36--37; 1990, 204 (criticism of Eggebrecht's 
"isoharmonic" analysis); Fuller 1990, 204-9 (influence of tenor pitches and rhythm on 
sonority and stability; includes discant reduction of main progressions, strategies of 
withholding tonal weight from the G tonal center). 

MUSICAL LEGACY. For twentieth-century compositions inspired by M9, see chap. 2.5 
(Birtwistle). 

Foy porter (virelai V25; Schrade virelai 22) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[I] C fol. 197v no. 24 
[3] V g fol. 330r no. 25 
[4] B fol. 328r no. 25 
(5] A fol. 489v no. 25 
(6] G fol. 160r no. 25 
[7] E fols. 162r -162v no. 19 

TEXT MANUSCRIPT. 
(10] M fol. 25Iv no. 25 

I v (ea) 
I v (ea) 
lv(ea) 
lv(ea) 
lv(ea) 
(ea; empty staves for ten) 

EDfiON OF TEXT. Chichmaref 1909,2:611-13 no. 25. 
TRANSLATIONS. Wennerstrom 1983, 13 (strophe I); see also discography (chap. 8.3 and 8.8). 

AABBBABA bba bba aabbbaba AABBBABA . 
TEXT STRUCTURE. 3 strophes: 3 44344 7 4 11 774 774 I 3443447411 3 4434 4 7 4 a:-er, b:-lr 

TEXTUAL LEGACY (England). Chaucer, To Rosemounde (Wimsatt 1978, 77); Womanly 
Noblesse (Wimsatt 1978, 77-78). 

EDfiONS OF MUSIC. Ludwig 1926--54, 1:81; Schrade !956b, 3:181 (critical notes 1956c, 
143); Wennerstrom 1983, 12-13 (after Schrade). 

DISCUSSION (musical). Machabey 1955b, 1:187-88. 

Gais et jolis, lies, chantans et joieus (ballade B35) 
Refrain: Tout pour/' espoir que j' ay de li veoir 

MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 
(3] V g fol. 315v no. 35 (7] E 
[4] B fol. 314v no. 35 [63] PR 
(5] A fol. 472v no. 34 (66] Mod 
(6] G fol. !47v no. 35 

TEXT MANUSCRIPTS. 

fol. 153v 
fol. 65r 
fol. 29v 

(10] M fol. 243r no. 35 [50] P a fol. 56r 
[41] Wm fol. 16r no. 8 Lo39 CWVgBAHMD 

FACSIMILE. Wilkins 1979, 17 (MS A). 
EDfiONS OF TEXT. Chichmaref 1909, 1:52 no. 39; Wilkins 1972,69 no. 76. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 

no. 22 
no. 135 
no. 55 

no. 173 
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TEXT STRUCTURE. 3 strophcs56: 10ab ab bcC a:-eus, b:-our, c:-oir 
EomoNS OF MUSIC. Ludwig 1926--54, 1:42-43; Schrade 1956b, 3:128-29 (critical notes 

1956c, 118-19); Wilkins 1980b, 9-10 (Chaucer, Som tyme this world underlaid). Aspects 
of barring discussed in Hoppin 1960, 23. 

DISCUSSION (musical). Machabey 1955b, 2:49-50; Giinther 1957, 88 (motivic analysis); 
Reichert 1962 (harmony); Domling 1970, 76 (examples of similar progressions of 
sonorities in which tenor and contratenor exchange places, demonstrating simultaneous 
conception); Salop 1971, 54 (melodic direction in cantus); Kiihn 1973,218-19 (hannony); 
Saponov 1978, 30 (rhythmic structure; palindromic rhythmic motives). 

Gloria. See M esse de Nostre Dame. 
Ha! Fortune. See Qui es I Ha! Fortune (M8). 
Hareu! hareu! le feu I Helas! ou sera I Obediens usque ad mortem 

(motet MlO) 
MANUSCR!PfS WITH TEXT AND MUSIC. 

[1] C fols. 214v-215r no. 9 3v (tr, mot, ten) 
[3] V g fols. 269v-270r no. 10 3v (tr, mot, ten) 
[4] B fols. 267v-268r no. 10 3v (tr, mot, ten) 
[5] A fols. 423v-424r no. 10 3v (tr, mot, ten) 
[6] G fols. 111 v-112r no. 10 3v (tr, mot, ten) 
[7] E fols. 140v-141r no. 14 3v (tr, mot, ten) 

[58] Trem fol. iiii no. 7 (index only) 
FACSIMILE. Parrish 1957, plate xlviii (MS E, with end of motetus and tenor only). 
Eo moNS OF TEXT. Chichmaref 1909, 2:501-2 no. 10; Wilkins 1987, 24. 
TRANSLATIONS. Wilkins 1987, 24-25; see also discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE AND RELATIONSHIP TO ISORHYfHM. Both triplum and motetus exhibit 

regular correlation between text and talea structure (Reichert 1956, 201), but triplum 
correspondence breaks down at end (1956, 206; Giinther 1957, 139; 1958, 33). See also 
Ziino 1978, 444-45 (strophic structure of triplum); Leech-Wilkinson 1989, 1:131-33, 2:24 
ex. 38 (correspondences between the texting of M10 and Felix vir go !lnviolata [M23]). 

a a a a b b c c c c b b d d d d b b e• e e e b b 
Triplum: 10 I 0101010' 10' 1010101010' 10' 1010101010' 10' 1010101010' 10' 

a:-u, b:-ure, c:-ains, d:-aint, e:-ies (•: lyric caesura) 
Motetus: 8aabb ccdd eeff ggf a:-ors, b:-uet, c:-us, d:-ir, e:-te, f:-oir, g:-ement 

DISCUSSION (literary). Poirion 1965,527-28 (theme of the fire of love's desire); Sonnemann 
1969, 63 (love and death in triplum and motetus; crucifixion in tenor); Boogaart 1993b, 
(conflict in texts also expressed in the music). 

TEXTUAL LEGACY (France). Alain Chartier, rondeau Aufeu! (ed. Laidlaw 1974,383-84 no. 
19); Chartier's rondeau was in turn imitated by a rondeau in the Bayeux manuscript and by 
Charles d'Orleans (cited in Poirion 1965,262, 528). 

TENOR SOURCE. Obediens usque ad mortem (Philippians 2:8) is from the mode 5 Gradual for 
the Solemn evening Mass on Maundy Thursday, ChristusJactus est (Ludwig 1926-54, 
2:60a*, 3:40). 

EomoNS OF MUSIC. Ludwig 1926--54, 3:37-40; Schrade 1956b, 2:141-43 (critical notes 
1956c, 81); Kamien 1984, 4-7 no. 3; Wilkins 1987, 20--25 no. 5. Barring discussed in 
Hoppin 1960, 25, 26; Giinther 1990, 77. 

DISCUSSION (musical). Bipartite, with diminution by one-half. Machabey 1955b, 2:84-85; 
Giinther 1958, 30 (isorhythm of the text strophes defines a larger talea, or "Grosstalea," 
comprising two tenor taleae; Sanders [1973, 558 n. 257] finds this is true for the first sec­
tion only); Giinther 1958, 32, 34 (melodic rhyme at talea ends, conflicts of mensuration); 
Dobrzanska 1979b, 66--67 (comparisons in harmonic reduction of integer valor and 
diminution sections for the whole rnotet); Wilkins 1987, 25 (general discussion); Boogaard 
1993b (conflicts of mensuration reflect texts; relationship to Quant en moy I Amour [M1]). 

56 Reaney (1958b, 50) comments on vowel sonorities. 
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Leech-Wilkinson !982-83, 12 ex. 8; 1989, 1:131-34, 2:24 ex. 38 (explores the 
connections between two motets of Vitry-Douce plaisance I Garison, and Tuba I In 
arboris-and several works of Machaut-Aucune gent I Qui plus [MS], M!O, Felix virgo I 
lnviolata [M23], and the Amen of the Credo). 

He! dame de vaillance (virelai VI) 
MANUSCRIPTS WITil TEXT AND MUSIC (all monophonic). 

[!] C fols. !48v-149r no. I [5] A fol. 482r no. I 
[3] V g fol. 322v no. I [6] G fol. !54v no. I 
[4] B fol. 320v no. I [7] E fol. 159r no. I 

TEXT MANUSCRIPT. 
[10] M fol. 245v no. I 

FACSIMILES. Aubry 1905, plate 21 (MS A); Reaney 1952a, 1045-46 (MS A); Ultan 1977b, 
85 (diplomatic facs., MS C). 

EDIDONS OF TEXT. Chichmaref 1909, 2:58!--82 no. I. 
TEXT STRUCTURE. 3 strophes: 

AAAAB cdcd aaaab AAAAB . . 
6'6'6'6'6 11 86' 86 • 16•6•6•6•6 11 6•6•6•6•6 a:-ance, b:-ent, c:-uetl, d:-tere 

EDIDONS OF MUSIC. Ludwig 1926-54, 1:70; Wooldridge 1932, 308 (ed. Westrup); Schrade 
1956b, 3:167 (critical notes !956c, 136); Arlt 1982,266 (after Schrade). 

DISCUSSION (musical). Machabey 1955b, 1:176-77; Arlt 1982, 265--{)6 (text syntax and 
music), 267-68 (mode); Kiigle 1991, 377 (elements of monophonic style); Weber­
Bockholdt 1992, 270-71 (rhyme and musical structure). 

MUSICAL LEGACY. For a twentieth-century composition inspired by VI, see chap. 2.5 
(Gilbert and Rickett). 

He! dame de valour (virelai VII) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 152v-153r no. I! [5] A fol. 485r no. !I 
[3] V g fols. 325v-326r no. I! [6] G fols. 156v-157r no. !I 
[4] B fols. 323v-324r no. I! [7] E fol. !63r no. 24 

TEXT MANUSCRIPT. 
[ 10] M fol. 248r no. I I 

EDITION OF TEXT. Chichmaref !909, 2:593-94 no. 11. 
AAAAB ea ea aaaab AAAAB TEXT STRUCTURE. 3 strophes: 6 7 7 6 7 11 

87 77 I 
67767 

11 6 7 7 6 7 a:-our, b:-ent, c:-uf 

EDITIONS OF MUSIC. Ludwig 1926-54, 1:75; Schrade 1956b, 3:172 (critical notes 1956c, 
139). 

DISCUSSION (musical). Machabey 1955b, 1:181; Liihmann 1978, 207-8 (declamation); 
Cogan/Escot 1981, 11-13 (approaches to an analysis); Reaney 1982,300 (mode). 

He! Mors com tu I Fine Amour I Quare non sum mortuus (motet M3) 
MANUSCRIPTS WITH TEXT AND MUSIC (all3v: tr, mot, ten). 

[I] C fols. 208v-209r no. 3 [5] A fols. 416v-417r no. 3 
[3] V g fols. 262v-263r no. 3 [6] G fols. 104v-105r no. 3 
[4] B fols. 260v-26lr no. 3 [7] E fols. 133v-134r no. 5 

FACSIMILE. Wolf 1904,2:19-21 no. 14 (diplomatic facs., MS G). 
EDIDON OF TEXT. Chichmaref 1909, 2:487-88 no. 3. 
TRANSLATION. Wimsatt 199lb, 129-30 (triplum, ll. 1-8). 

TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. No correlation between strophe and 
talea (Reichert 1956, 200-201; Koehler 1990, 1:106-7); nevertheless, the nine lines of the 
motetus in the integer valor section add up to 154 syllables, while the five lines of the 
diminution section add up to 77 syllables, exactly half. See also Reichert 1956, 209 table 
(irregular strophic structure at end of triplum); Clarkson 1971, 244-45 and Ziino 1978, 443 
n. !I (on the structure of the quatrains); Clarkson 1971, 264 (strophic structure of motetus). 
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aaabbbbccccddddeeeeffffgggghhhhi iiia aaaj jjja aaa 
Triplum: 7'7'7'3 7773 7773 7773 7773 7773 7773 7773 7773' 7'7'7'3 7773' 7 '7 '7' 

a:-ie, b:-as, c:-ir, d:-oit, e:-ours, f:-our, g:-ay, h:-ueil, i:-i, j:-oy 

Motetus: 8abab baab baab ab a:-er, b:-on 
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DISCUSSION (literary). Patch 1927, 108 n. 4 (theme of Fortune); Poirion 1965, 551 n. 22 
(theme of death); Huot 1994, 227-32 (lament of a man whose lady has died; paired with 
Tous corps I De [M2], analogue to the pair Jugement Behaingne and Jugement Navarre; 
analogue to Boethius's Consolation of Philosophy). "Qui bien aimme a tart oublie" 
(triplum I. 39) is a proverb (Hassell 1982, no. A63); see also commentary to Qui bien 
aimme (L22Ii6), below. 

LITERARY ANTECEDENTS. The last lines of the triplum, "Nulle si grief departie I corn c'est 
d'ami et d'amie" [No parting is so painful as between lovers], may be a refrain ("d'ami et 
d'amie" is a refrain in Lescurel; see Gennrich 1921-27, 1:349; Ludwig 1926-54, 3:12; Van 
den Boogaard 1969, 457 no. 450. 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Kittredge 1915c, 8; Ludwig 
1926-54, 2:39*; Wimsatt 1968, 158; Butterfield 1991, 56 n. 10, 58 n. 26; Wimsatt 199lb, 
129-30; Huot 1994,237 n. 18). 

TENOR SOURCE. Quare non sum mortuus is the end of the repetenda of the Responsory 
Inclinansfaciem (cf. Job 9:28-29,3:11, 6:11); see Anderson 1976,122, 126; Huot 1994, 
228-29. 

EDillONS OF MUSIC. Wolf 1904, 3:33-36 no. 14; Wooldridge 1905, 28-30 (partial); Ludwig 
1926-54, 3:9-12; Schrade 1956b, 2:115-18 (critical notes 1956c, 76). 

DISCUSSION (musical). Bipartite, with diminution by one-half. Picker 1924-25, 211 (brief 
analysis); Machabey 1955b, 2:71-73; Fuller 1992b, 232-34 (directed progressions). 

llelas! et comment aroie (virelai Vl8). 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 155r-155v no. 17 [5] A fols. 487r-487v no. 18 
[3] V g fol. 328r no. 18 [6] G fol. 158v no. 18 
[4] B fol. 326r no. 18 

TEXT MANUSCRIPTS. 
[7] E fol. 160v no. 9 (empty staves) [50] Pa fol. 66v no. 206 

[10] M fols. 249v-250r no. 18 
EDillON OF TEXT. Chichmaref 1909,2:602-3 no. 18. 

TEXTSTRUCTURE.3strophes: 
AABAAB ccbccb aabaab AABAAB . 
7'3'7 7'3'7 11 737 737 17'3'7 7'3'7 11 7'3'7 7'3'7 a:-oze, b:-our, c:-ay 

EDillONS OF MUSIC. Ludwig 1926-54, 1:78-79; Schrade 1956b, 3:177 (critical notes 1956c, 
141-42). 

DISCUSSION (musical). Machabey 1955b, 1:185; Weber-Bockholdt 1992,280-81 (melodic 
connection between clos and beginning of strophe). 

llelas! ou sera. See Hareu! I He/as! (MlO). 
llelas! pour quoy se demente et complaint (rondeau R2) 
MANUSCRIPTS WITH TEXT AND MUSIC (all2v: ea, ten). 

[1] C fol. 201 v no. 1 [5] A fol. 476r 
[3] V g fol. 316v no. 2 [6] G fol. 150r 
[4] B fol. 315v no. 2 [7] E fol. 139r 

TEXT MANUSCRIPTS. 
[IO] M fol. 244r no. 2 [50] Pa fol. 48v 

FACSIMILE. Wolf 1904,2:37 no. 19 (diplomatic facs., MS G). 

EDffiON OF TEXT. Chichrnaref 1909, 2:569 no. 2. 
TEXT STRUCTURE. 10AB aA ab AB a:-aint, b:-our 

no. 4 
no. 2 
no. 13 

no. 148 

EDITIONS OF MUSIC. Wolf 1904, 3:60 no. 19; Ludwig I926-54, 1:52; Schrade 1956b, 
3:142-43 (critical notes 1956c, 124). Boorman (1977a, 497) urges emendation of the cantus 
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in Lhe penultimate bar, presumably transposition up a second of the three notes before the 
final. 

DISCUSSION (musical). Machabey I9SSb, I:IS4. 

Helas! pour quoy virent I Corde mesto cantando I Libera me (motet 
M12) 

MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: tr, mot, ten). 
[I] C fols. 216v-217r no. 11 [S] A fols. 42Sv-426r no. 12 
[3] Vg fols. 27Iv-272r no. 12 [6] G fols. II3v-II4r no. 12 
[4] B fols. 269v-270r no. 12 [7] E fols. 141 v-142r no. IS 

EDffiON OF TEXT. Chichmaref 1909, 2:S0S--{) no. 12. 
TEXT STRUCTURE AND RELATIONSHIP TO !SORHYTHM. Both French triplum and Latin 

motetus show regular correlation between text and talea structure (Besseler 1927, 223; 
Reichert I9S6, 201), although the motetus is clearer than the triplum. Three large phrases 
of the motetus (each extended by textless passages) define a larger talea, or "Grosstalea," and 
belie the nine shorter periods in Lhe tenor (Reichert I9S6, 202; Sanders 1973, SS8 n. 2S7; 
I980a, 3S2). Mac ha bey (I 9SSb, 2:87) suspects that there is a mystical significance to this 
disposition of 3 x 3. See also Ziino 1978, 440 (sequence-like structure of motetus). 

a a b b c c d d e e f f g g h h i i j j kk d d I I m m 
Triplum: 10108'8' 10101010 8'8'1010 10'10'1010 10101010 881010 101010'10' 

n n o o P P . ., b· . . . d· . f· t . h· . ·. t, 
10 •10 •1010 10•10 • a.-uet, .-tre, c.-tr, .-er, e.-usse, .-us, g.-euse, .-1, 1.- e, 

j:-our, k:-ent, 1:-ier, m:-oie, n:-uer, o:-es, p:-ure 

ab ab ab ab c d c d c d c d e f e f e f e f 
Motetus: 46 46 46 46 46' 46' 46' 46' 46' 46' 46' 46' 

a:-esto, b:-eror,51 c:-isum, d:-onis, e:-ece, f:-ia If the internal rhymes at the 
caesuras are removed, a more readily grasped isometric scheme in monorhyming quatrains 
emerges (Ciarkson 1971, 211-12): !Oaaaa bbbb cccc a:-or, b:-is, c:-ia 

DISCUSSION (literary). Patch 1927, 81 n. 2 (theme of Fortune in motetus); Domling 1970, 
IS (first line of the triplum is the same as the first line of He/as! pour quoy [LoS3]); Huot 
1994, 233-3S (Latin motetus and tenor subvert the theme of the courtly triplum). 

TENOR SOURCE. Libera me is from the beginning of the repetenda of the mode 4 Responsory 
for the second Sunday in Lent, Minor sum cunctis (cf. Genesis 32:10-11); see Anderson 
1976, 122, 126; Huot 1994, 237-38 n. 22. 

EDffiONS OF MUSIC. Ludwig I926--S4, 3:44-48 (criticism of Ludwig's analytical layout in 
Sanders 1973, SS8 n. 257); Schrade I9S6b, 2:147-SO (critical notes I9S6c, 82-83). 

DISCUSSION (musical). Unipartite. Machabey 19SSb, 2:87-89. Related to Philippe de Vitry, 
Vos I Gratissima (Leech-Wilkinson 1989, 1:1!0 n. IS). 

Helas! tant ay doleur et peinne (ballade B2) 
Refrain: ... que trop cruel seroit I Li cuers qui pitie n' en aroit 

MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 
[I] C fols. IS8r-IS8v no. 2 [5] A fol. 454v no. 2 
[3] V g fol. 297r no. 2 [6] G fol. 134v no. 2 
[4] B fol. 29Sr no. 2 [7] E fols. ISir-ISiv no. IS 

TEXT MANUSCRIPT. 
[10] M fols. 2S7r-2S7v no. 2 

EDffiON OF TEXT. Chichmaref 1909, 2:S38 no, 2. 

TEXT STRUCTURE. 3 strophes with a 2-Iine refrain, which begins with the third syllable of 

h I . 1. ab ab bcC . b t e penu llmate me: 8•8 8•8 888 a:-etnne, :-art, c:-oit 

57 Note the mixture of proparoxytonic and paroxytonic stress in the four words of the b­
rhyme: conqueror, maceror, tiror, and rcmuneror. 
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EDmONS OF MUSIC. Ludwig 1926--54, 1:2; Schrade 1956b, 3:70-71 (critical notes 1956c, 
99). On barring, see Giinther 1957, 92 n. 54. 

DISCUSSION (musical). Machabey 1955b, 1:19-20 (repeating rhythmic motif relates to the 
concept of ta/ea); DOmling 1970, 70-71 (a short 2v passage recurs like a building block); 
1972, 305 (music emphasizes internal text rhymes); Liihmann 1978, 223--32 (declamation); 
Apfel 1982, 89 (harmonic reduction); Arlt 1982,229-30 (summary of Domling 1970). 

Honte, paour, doubtance de meffaire (ballade B25) 
Refrain: Qui des' onneur vuet faire bonne garde 

MANUSCRWfS WTitl TEXT AND MUSIC. 
[3] V g fol. 309v no. 25 
[4] B fol. 307v no. 25 
[5] A fol. 466v no. 24 
[6] G fols. 142v-143r no. 25 
[7] E fols. 151v-152r no. 17 

[58] Trem fol. xxx no. 70 
[61] FP fols. 76r-7Sv no. 139 
[65] S L fol. 77v 
[67] Fa fols. 37r-37v no.4 

TEXT MANUSCRIPTS. 
[10] M fol. 241r no. 25 
[40] I fol. 20r no. 104 
[41] Wm fol. 22v no. 22 

3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
(index only) 
3v (ea, ten, et) 

2v (anonymous instr. arr., "Hont Paur") 

[50] Pa fol. 48v no. 147 
[52] Ta fol. 6v no. 18 

Lo201 VgBJAMD (chap. 6.4) 
FACSIMILE. Gallo 1981, fols. 75v-76r (MS FP). 
EDIDONS OF TEXT. Queux de Saint-Hilaire/Raynaud 1878-1903, IO:lxvi no. 59; Chichmaref 

1909, 1:181 no. 201; Wilkins 1972,74 no. 94; Vitale-Brovarone 1980,20 no. 18 (Ta). 
TRANSLATIONS. Yudkin 1989, 506--7; see also discography (chap. 8.3 and 8.8). 

ab abccdD . , TEXT STRUCTURE. 3 strophes: 10 ,10 10 ,10 71010,10, a:-a1re, b:-e, c:-er, d:-arde 

DISCUSSION (literary). In the Jugement Navarre (ll. 1279-86), the eleventh maidservant of 
Lady Beneiirte is Doubtance de Meffaire, who is guarded by Honte and Paour. 

TEXTUAL LEGACY (France). Only the first line of the balade de Naudin A/is: Honte, paour de 
double de meffaire is related to Machaut's B25; see MS Ta [52], fol. 87v (ed. Vitale­
Brovarone 1980, no. 220). 

EDITIONS OF MUSIC. Ludwig 1926--54, 1:28; Schrade 1956b, 3:106--7 (critical notes 1956c, 
I 13); Kugler I972 (Notenteil), x (critical notes), 5-11 (diplomatic facs. of Fa vertically 
aligned with diplomatic facs. of B25); Plamenac 1972, 12-15 no. 4 (ed. of Fa vertically 
aligned with B25, transposed up a fifth); Brandt 1980, 67--69; Yudkin 1989, 504-6 (after 
Schrade). Questions of barring discussed in Hoppin 1960, 23; Domling 1970, 39n. 

DISCUSSION (musical). Machabey 1955b, 2:38-39 (the melody imposes an arbitrary verse 
disposition); Giinther 1957, 80 (motivic analysis); Reaney 1966, 708 (performance of Fa 
intabulation); Salop 1971,62--63 (melodic direction of cantus); DOmling 1972,301-2 (text 
painting, refrain); Kugler 1972, IIO-II (techniques of arrangement in Fa); Kiihn 1973,219 
(use of imperfect sonorities); Kugler 1975, 44-45 (treatment of syncopation in Fa 
intabulation); Mulder 1978, 83-85 (motivic analysis); Karp 1988, 68--69 (compositional 
precedence of the tenor); M.L. Gollner 1989, 71-73 (motivic analysis, text/music 
relations); Yudkin 1989, 504-7 (analysis); Cross 1990, 53, 274 (solmization, chromatic 
intervals); Berger 1992, 130-31, 133-34 (accidentals and mode); Fuller 1992b, 240-43, 
245-46 (directed progressions serve text painting: the work is full of thwarted expectations). 

Hoquetus David 
MANUSCRIPTS WTitl TEXT AND MUSIC (all 3v: tr, hoquetus, ten). 

[3] V g fol. 334v-335r [5] A fol. 451 v-452r 
[41 B fol. 33Iv (triplum only) [6] G fol. 163v-164r 

LOST MANUSCRIPT. 
[8] lost B urgundian manuscript 

FACSIMILES. MGG 10 (1962), plate 50; Allaire 1980, plate 4 (MS A). 
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TENOR SOURCE. Tenor is the melisma on "David" at the end of the Alleluia verse Nativitas 
gloriose Virginis, for the feast of the Nativity of the B.V.M. (8 September), which exactly 
recapitulates the jubilus (Liber usualis, Alleluia Solemnitas gloriosae, p. 1676A) (Ludwig 
1926-54, 2:63*, 4:23). Leech-Wilkinson (1980, 100 n. 3) lists some chant sources in 
Reims manuscripts. Machabey (1931, 408-9) and Reaney (1960a, 288; 1977, 9; 1980a, 
431; Flutre/Reaney 1967) agree with Gastoue (1922, 62-63) that Machaut's hocket formed 
a conclusion to the Alleluia Nativitas of Perotin, and thus was performed vocally; see the 
commentary in Leech-Wilkinson 1980, I 00. 

EDffiONS OF MUSIC. Gastoue 1921, 57 (beginning); Ludwig (1926-54), 4:21-23; de Van 
1938; Schrade 1956b, 3:65-67 (critical notes 1956c, 98); Allaire 1980, 49-54. 

DISCUSSION (musical). Gastoue 1921, 56; Giinther 1957, 149-50; Reaney 1971, 67-68; 
Hoppin 1978b, 420-21; Allaire 1980, 43-56 (hexachordal interpretation of sharp signs in 
MS A as guides to solmization for the performers; see Berger 1992, 233-34); Leech­
Wilkinson 1980 (step-by-step compositional procedure); Frobenius 1988 (terminology); 
Hughes 1989, 359 (unusual features); Eggebrecht 1991, 235 (hock et perhaps composed as a 
final work for Machaut manuscripts). 

MUSICAL LEGACY. For a number of twentieth-century compositions inspired by Machaut's 
hock et, see chap. 2.5 (Bedford, Birtwistle, Gilbert, Holt, Matoukk, and Muldowney). 

11 m'est avis qu'il n'est dons de Nature (ballade B22) 
Refrain: Se Fortune ne le tient a amy 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[I] C fols. 204r-204v no. 24 
[3] V g fols. 307v-308r no. 22 
[4] B fols. 305v-306r no. 22 
[5] A fols. 464 v-465r no. 21 
[6] G fols. 14lv-142r no. 22 
[7] E fol. 149r no. 9 

[63] PR fol. 69v no. 145 
TEXT MANUSCRIPTS. 

[10] M fol. 240v no. 22 

I v (ea; empty staves for ten and et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, different et) 

Lo188 CVgBAMD (see chap. 6.4) 
FACSIMILE. Bofill Soliguer 1991,25 (MS G). 
EDITIONS OF TEXT. Chichmaref 1909, 1:170 no. 188; Wilkins 1972, 74 no. 96. 
TRANSLATION. Wimsatt 1979, 120; 1991b, 102. 

TEXT STRUCTUR 3 h . a b a b c c d D . b· . , d· . E. strop es. 
10

•
10 10

,
10 7101010 

a.-ure, .-our, c.-e, .-1 

DISCUSSION (literary). Patch 1927,84 n. I; L.W. Johnson 1979, 15-16; and 1990,42-43 
(theme of Fortune); Mulder 1978, 39 (Lady Reason), 77-78 (image of Fortune in music). 

LITERARY ANTECEDENT. Boethius, Consolation of Philosophy (Wimsatt 1979, 120). 
TEXTUAL LEGACY (France). Deschamps, ballade Tan/ comj' ay eu Richesce avecques mi (ed. 

Queux de Saint-Hilaire 1878-1903, 1:289-90 no. 160; cited in Wimsatt 1979, 126-27). 
TEXTUAL LEGACY (England). Chaucer, Book of the Duchess, Boethius translation, 

"Merchant's Tale," triple ballade Fortune, and the late ballade Lak of Stedfastnesse (Wimsatt 
1979; 1991b, 101-3, 131; on the triple ballade, see also Preston 1951, 616). 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:23-24; Schrade 1956b, 3:98-100 (critical notes 
1956c, 110-11). 

DISCUSSION (musical). Hindemith 1968 (melodic and harmonic analysis of beginning); 
Machabey 1955b, 2:35-36; Hirshberg 1971, 138-41 (motivic analysis of Se quanque 
amours [B21] and B22). Reaney (I953, 141) prefers the substitute contratenor over the 
authentic one. Machabey (1928, 213-14=1955a, 226-27) believed that the pitch £, 
providing the third over C in the final cadence in MS G, was significant for the 
development of tonal cadences (cited in Reaney 1953, 141 n. 21 and Machabey 1955b, 
2:35). It is of course simply an error in the manuscript (see above, n. 20). 

lnviolata genetrix. See Felix virgo 1/nvio/ata (M23). 
lte, missa est. See Messe de Nostre Dame. 
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J'ai tant mon I Lasse! je sui I Ego moriar pro te (motet M7) 
MANUSCRIPTS WITH TEXT AND MUSIC (all3v: tr, mot, ten). 

[1] C fols. 211 v-212r no. 6 [5] A fols. 420v-42lr no. 7 
[3] V g fols. 266v-267r no. 7 [6] G fols. I 08v-109r no. 7 
[4] B fols. 264v-265r no. 7 [7] E fols. 138v-139r no. 7 

EDillONOFTEXT. Chichmaref 1909,2:495-96 no. 7. 
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TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. Both triplum and motetus exhibit 
regular correlation between text and tale a structure (Besseler 1927, 223; Reichert 1956, 
201). The beginning and ending of strOphe and talea exactly correspond, virtually without 
staggered phrasing, a situation unique to M7 and Quant en moy I Amour (M I) (Reichert 
1956, 205). See also Reichert 1956, 206, 209, ex. 9 facing p. 209, discussed p. 210 
(irregular strOphic structure at end of triplum; note that the final two lines of the triplum, 
"Qu'arnours, besoins et desirs d'achever /Font trespasser mesure et scens outrer" [that love, 
need, and desire to be finished cause measure and reason to be exceeded] can be understood as 
a playful reference to the irregularity of the end of the strophe); Giinther 1957, 140--42 
(declamation and texting); Clarkson 1971,266--67 (strophic form of triplum resembles the 
"complainte form" of Tels rit [RF2] and Ma chiere [B40], except that the triplum text 
concludes with a terzet); Sanders 1973, 559 n. 259 (overall musical phrase structure and 
triplum texting); Ziino 1978, 440 (sequence-like form of triplum). 

a a a b a a a b b b b a b b b a c c c d c c c d d d d c d d d c et c c 
Triplum: 1010104 1010104 1010104 1010104 1010104 1010104 1010104 1010104 101010 

Motetus: 

a:-ea, b:-i, c:-er, d:-our (t: lyric caesura) 

a a bb a a bb a a bb ab b a b a . 
8'8'88 8'8'88 8'8'88 8'8 88' 88' a:-ure, b:-t 

DISCUSSION (literary). Hoepffner 1908-21, 3:258 n. to I. 1309 of Fonteinne, and Thiry-Stas­
sin 1970, 49 (allusions to Narcissus); Boogaart 1993b, 32 (desmesure). Feminine voice. 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Kittredge 1915c, 15-16; 
Wimsatt 1968, 159). 

TENOR SOURCE. Ego moriar pro te is adapted from the antiphon Rex autem David (2 Samuel 
I8:32-33) (Sanders 1973, 563 n. 287; Fuller 1990, 223); this identification supercedes the 
speculation in Anderson 1976, I24 n. 18. 

EDillONS OF MUSIC. Ludwig 1926--54, 3:27-29; Schrade 1956b, 2:130-33 (critical notes 
1956c, 78-79); Turek 1984. Harmonic problem in tenor, m. 52 (Ludwig 1926--54, 3:8); 
barring discussed in Hoppin 1960, 26. 

DISCUSSION (musical). Bipartite, with diminution by one-half. Gombosi 1950, 221-22 
(symmetrical rhythmic structure of the tenor); Machabey 1955b, 2:79-80; Giinther 1958, 
33-34 and 1990, 83-84 (changes of tempus, unique to this motel; conflicts of modus); 
Kiihn 1973, 185-88 (sonorities); Sanders 1973, 559 n. 259 (numerical aspect); Dobrzanska 
1979b, 65 (harmonic reduction of mm. 1-132); Fuller 1990,223-31 (effect of the tenor on 
tonal structure; includes partial discant reduction of taleae !-Ill). On the melodic rhyme of 
four measures at end of each of the three taleae of the first eo/or, see Reichert 1956, 212; 
Giinther 1958, 32; Ziino 1978, 447); on some additional melodic correspondences, see 
Reichert 1956,213, ex. 9; Ziino 1978,449. 

]'aim la flour (lai L2) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 168v-170r no. 2 [5] A fols. 370r-37lr no. 2 
[3] V g fols. 222r-223v no. 2 [6] G fols. 76r-77r no. 2 
[4] B fols. 220r-221v no. 2 [7] E fols. 110r-lllr no. 5 

TEXT MANUSCRIPTS. 
[10] M fol. 210r no. 2 
[40] I fol. lr no. la (follows first six strOphes of Un mortellay [Ll2/8]) 

FACSIMILES (refer to chap. 4.4s). Miniature C94. Bottee de Toulmon 1836, appendix, no. 2, 
p. 4 (diplomatic facs. of beginning, MS A); Kiesewetter 1838, no. 12 (diplomatic facs.). 

EDillON OF TEXT. Chichmaref 1909, 2:294-99 no. 2. 
TRANSLATION. Marrocco/Sandon 1977, 157. 
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TEXT STRUCfURE. 7 strophes, 1641ines58: 
aaaaaaaaaaaaaa bbbbbbbbbbbbbb 

I. 33333333333377 11 33333333333377 11 5 j j j j j I j j j j j ll kkkkk I kkkkk ll 
. 84448 84448 84448 84448 

2 cccccc I cccccc I dddddd dddddd ll 
· 844448 844448 I 844448 I 844448 6 llllm 11111m nnnnm 1nnnnm 

. 77777' 77777' 11 77777' 77777' 11 

eeea eeea fffa fffa 3· 7 '7 '7'3 I 7'7 '7'3 ll 7'7 '7'3 17 '7'7'3 ll 
aaaaaaaaaaaaaa oooooooooooooo 7· 33333333333377 11 33333333333377 11 

ggggggh ggggggh i i i i i i h i i i i i ih 4· 8444448 I 8444448 ll 8444448 I 8444448 ll a:-our, b:-art, c:-uit, d:-ours, e:-ire, f:-ame, 

g:-ay, h:-ment, i:-oir, j:-iens, k:-oy, 1:-ir, m:-ee, n:-eiist, o:-i 
DISCUSSION (literary). Huot 1987,262--63 (iconography). 
EDITIONS OF MUSIC. Bottt~e de Toulmon 1836, app. no. 2, p. 5 (strophe la only); ; 

Kiesewetter 1838, no. 12; 1841, Beilagen, 3 no. 8 (after Bottee de Toulmon 1836); Bottt~e 
de Toulmon [I846]b; Ambros 1891,251 (=1864 ed., 230) (after Bottee de Toulmon 1836); 
Machabey 1931, 332 (strophe 2); Gerold 1936, 369 (strophe I); Ludwig 1926-54,4:25-26 
(ed. Besseler); Schrade 1956b, 2:2-4 (critical notes 1956c, 56-57); Marrocco/Sandon 1977, 
155-56 no. 69. The music of strophes I and 7 is the same. 

DISCUSSION (musical). Bottee de Toulmon 1836, 216-17; Machabey I955b, 1:115 (esp. n. 
319 on a possible refrain at the beginning of strophe 2), I: 126 (text setting). Ludwig (I 930, 
268) noted that the tune was used in the second movement of J. Rheinberger's Organ Sonata 
no. 19, op. 193 (see chap. 2.5). 

J'aim miex languir en ma dure dolour (ballade B7) 
Refrain: Et me fussies .c. mille fois plus dure 

MANUSCRIITS WITH TEXT AND MUSIC. 
[I] C fols. I60v-16Ir no. 7 
[3] V g fol. 299v no. 7 
[4] B fol. 297v no. 7 
[5] A fol. 457r no. 7 
[6] G fol. I36r no. 7 
[7] E fol. I54v no. 26 

TEXT MANUSCRWfS. 

2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten) 
2v (ea, ten) 

[10] M fol. 238r no. 7 [40] Wm fol. 2Iv 
EDITION OF TEXT. Chichmaref 1909, 2:542 no. 7; Woledge 1961,222-23. 
TRANSLATIONS. Woledge 1961, 222-23; Fuller 1987a, 38 (strophe 1). 

TEXT STRUCfURE. 3 strophes: 1~~0 1~ 1b0 ~01 ~. 1~. a:-our, b:-e, c:-ure 

no. 20 

EDIDONS OF MUSIC. Ludwig 1926-54, 1:6; Schrade I956b, 3:78 (critical notes 1956c, 102); 
Wilkins 1980,24 (Chaucer, If no love is underlaid); Fuller 1987a, 40 (from MSS C and A; 
text underlay is superior to any previous edition, except m. 28, where Ludwig is correct: a 
text-orientation line in MS A assures that the syllable -re should fall on the ligature). 

DISCUSSION (musical). Machabey I955b, 2:23-24; Liihmann 1978, 92-94 (declamation); 
Fuller I987a (detailed analysis); M.L. Gollner 1989,68-71 (text/music relationship; setting 
of word "dure"). 

]'aim sans penser laidure (virelai Vl4) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. I53v-I54r no. 14 [5] A fols. 485v-486r no. 14 
[3] V g fol. 326v no. 14 [6] G fol. I57v no. 14 
[4] B fol. 324v no. 14 

TEXT MANUSCRIPT. 
[10] M fol. 248v no. 14 

58 The pattern of rhymes can be understood to define more than seven strophes; cf. A us amans 
(L4) and On par/e (L8). 
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EDmON OF TEXT. Chichmaref 1909, 2:597 no. 14. 
TEXTUAL LEGACY (England). The "God and Nature" theme makes V!4 a possible source for 

Chaucer's Complaynt d'Amours (Wimsatt 1978,72-73,86 n. 18). 
ababab AABAAB , TEXT STRUCfURE. 3 strophes: 6.66 .66 .6 11 3•3•5 3•3•5 a:-ure, b:-e 

EDmONS OF MUSIC. Ludwig !926-54, 1:76; Schrade 1956b, 3:174 (critical notes !956c, 
!40). 

DISCUSSION (musical). Machabey !955b, 1:183. 

le ne cesse de prier. Le Lay de la Fonteinne (lai L16; Schrade lai 11) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic; alternate strophes realized as 3v 

canons). 
[3] V g fols. 250v-253v no. 16 [5] A fols. 396r-399r no. 16 
[4] B fols. 248v-25lv no. 16 [6] G fols. 93r-94v no. 16 (has title) 
[7] E fols. !22v-!24r no. 14/tem un Lay de Nostre Dame 

TEXT MANUSCRIPT. 
[10] M fols. 229r-230r no. 16 

EDffiON OF TEXT. Chichmaref 1909,2:406-14 no. 16. 
TRANSLATIONS. See discography (chap. 8.3 and 8.8). 
TEXT STRUCfURE. 12 strophes, 234 lines: 

a b ab b ab a 1 11 la. 75'75'7'57'5 I lb. same 
mnmnmnmn mnmnmnmn 

7a. 7'77'77 .77'7 I 7'77'77'77 ,7 11 7b. same 11 

2a ccddccddc 11 11 · 775757575 2b. same 
oop oop ppo ppo 11 8a. 737 737 737 737 8b. same 11 

3a. 8'eeeef I eeeef 11 3b. same 11 9 qqqqr I qqqqr 11 9b 11 
a. 45335 45335 · same 

ghghhghhgh 
4a. 7'57' 577 •757'5 114b. same 11 

ss ss t ssss t 
lOa. 55575' I 55575' 11 !Ob. same 11 

iiiiiij iiiiiij I 
Sa. 8448446' 1 8448446' 11 Sb. same 1 

u u u vv u u u vv 
!la. 7•7•7•74 17'7'7'74 Ill lb. same 11 

kkkl kkkl kkkl kkkl 
6a. 6666' 6666' I 6666' 6666' 11 6b. same 11 12a-b. = la-b. 

a:-ier, b:-iere, c:-ir, d:-er, e:-ance, f:-ere, g:-einne, h:-uis, i:-oit,j:-age, k:-e, 
1:-ose, m:-omme, n:-il, o:-oy, p:-ent, q:-i, r:-ies, s:-ort, t:-ire, u:-orde, v:-our 

DISCUSSION (literary). Poirion 1965,421-22,536-37 (Marian image); Mulder 1978,69-71 
(Marian image); Maillard 1984, 332-33 (possible literary models and literary successors for 
Marian lai); 335-37 (literary analysis with musical considerations); Cerquiglini[-Toulet] 
1985b, 81 and 1993b, 98 (Marian image). Hassell (1982, no. P232) indexes a proverb. 

EDITIONS OF MUSIC. Ludwig 1926-54, 4:45-53 (ed. Besseler); Schrade 1956b, 2:39-51 
(critical notes 1956c, 64--{55); Leguy 1977, 4:32-49. The music of strophes I and 12 is the 
same, except that strophe 12 is a perfect fifth higher, and is presented as a 3v chace. For the 
performance of the chace, MSS Vg, B, A, and G supply the rubric iterum sine pausa after 
each of the six even-numbered strophes. 

DISCUSSION (musical). Feininger 1937 (canonic sections); S.J. Williams 1952, 291; 
Machabey 1955b, 1:122 (only recognizes 2v polyphony), 126; Giinther 1957, 126-27 
(text/music relationship); 1983, 264 (performance suggestions); 1984a, 263-64 
(relationship between canonic structure and text); Newes 1987, 115-34 (awkward text 
setting in canonic strophes); Yudkin 1989, 488-91 (analysis); Newes 1991 b, 103-15 
(analysis). 

MUSICAL LEGACY. Cypriot-French motet Coume le serf I Lunne plainne d' umilite (ed. 
Hoppin 1960--63, 2:161--{55 no. 36); cited in Hoppin 1957,97. 
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Je ne cuit pas qu'onques a creature (ballade Bl4) 
Refrain: M on cuer, m' amour et quanque je de sir 

MANUSCRIPTS WTI1I TEXT AND MUSIC (all2v: ea, ten). 
[I] C fols. 163v-164r no. 14 [5] A fol. 461 v 
[3] V g fol. 303r no. 14 [6] G fol. 139r 
[4] B fol. 30lr no. 14 [7] E fol. 147v 

TEXT MANUSCRIPTS. 

THE MUSIC 

no. IS 
no. IS 
no.4 

[10] M fol. 239r no.l4 Lo175 CVgBJAGEMD (chap. 6.4) 
EDITIONS OF TEXT. Chichmaref 1909, 1: !59 no. 175; Wilkins 1972, 78 no. 110. Feminine 

voice. 

TEXT STRUCTURE 3 h 59• a b a b cc d D . b· . · 
· strop es · 10'10 10'10 7101010 a.-ure, .-ent, c.-lr 

TEXTUAL LEGACY (England). Chaucer, Troilus (Wimsatt 1976, 289-90). 
EDITIONS OF MUSIC. Ludwig 1926--54, 1:12 ; Schrade 1956b, 3:85 (critical notes 1956c, 

106); Arlt 1982, 232 (after Schrade). 
DISCUSSION (musical). Machabey 1955b, 2:28-29; Giinther 1957, 79 and Martinez 1963, 

108-9 (recurrence of musical segments); Arlt 1982,231-39 (detailed analysis); Cross 1990, 
267--{)8 (chromatic intervals). 

Je ne me puis saouler (virelai V33) 
TEXT MANUSCRIPTS. 

[3] V g fol. 333v no. 33 [10] M fol. 254r no. 33 
[4] B fol. 330v no. 33 [43] Mn fol. 14r no. 3 
[5] A fol. 493r no. 34 [50] Pa fol. 7lr no. 227 
[6] G fol. 162v no. 34 VDll AFEPm (chap. 5.13 table 5.3) 

EO mONS OF TEXT. P. Paris 1875, 39; Chichmaref 1909, 2:625-26 no. 34. 

TE 3 . AABBAAB bba bba aabbaab AABBAAB . . 
XTSTRUCTURE. strophes. 7747474 11774 7741774747411 7747474 a.-er, b.-ay 

DISCUSSION (literary). The following Voir Dit passages concern V33: (a) in the introductory 
narrative, Guillaume presents the three virelais V33, L' ueil, qui est (V34), and Plus belle 
(V35) as having been dictated from his sickbed (ll. 821-22, ed. P. Paris 1875, 35); (b) the 
text of V33 is inserted in the narrative after V34-35 (ll. 954-1002, ed. 1875, 39-41); (c) 
Toute Belle wrote a paired virelai, Ne vous estuet guermenter (ll. 1135-56, ed. 1875, 49-
50), with the same metrical scheme and rhymes, and expressed the hope in letter 5 ( ed. 
1875, 58 as letter 7) that Guillaume would set it to music with V33 as a double virelai. As 
S.J. Williams (1977, 466) remarks, this is nor a genre cultivated by Machaut, although 
other composers did write double virelais. The theme of "saouler" [to satisfy] is anticipated 
in prose in Voir Dit letter 6 (ed. P. Paris 1875, 20-21 as letter 2); see also letter 2 (ed. 
1875, 41 as letter 4). For excerpts from or commentary on these passages, see Wilkins 
1972, 178-79 notes to nos. 277-79; Leech-Wilkinson 1993b, 110, 112. Hassell (1982, no. 
R 72) indexes a proverb. 

Je ne me say conforter. Le Lay de la Souscie (lai L20) 
TEXT MANUSCRIPTS. 

[5] A fols. 407r-408r no. 20 (title) [6] G fols. 99v-100v no. 20 (title) 
EDmONOFTEXT. Chichmaref 1909,2:443-50 no. 20. 
TEXT STRUCTURE. 12 strophes, 240 lines: 

aahbaabba la. 774747474 11 lb. same 11 

2 c d d d de c d d d de 
a. 77'3'3'7'7 77'3'3'7'7 11 2b. same 11 

eeeefeeeef 
3a. 45335 45335 11 3b. same 11 

ghghghghghghgh 4a. 5'5 5'5 5'5 5'5 5'5 5'5 5'5 11 4b. same 11 

iijjiiijji 15 11 Sa. 7'7'S77'7'7'S77' I b. same 

k:k:kl kkkl 
6a. 3,3,7,3 3,3'7'3 116b. same 11 

59 See Gieber (1982, 3, 11 n. 23) on caesura and enjambment. 
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mmmn mmmn 
1 7a. 7 7 7 5, 7 7 7 5, 11 7b. same I 0 sttuuss sttuuss 1 0 1 1 a. 7434744 7434744 1 1 b. same 1 

ooop ooop 
8a. 7'3 '7'7 7'3 '7'7 11 8b. same 11 

V VW V VW !la. 8,8, 8 8,8, 8 11 !lb. same 11 

9 qqqqqrqqqqqr 119b 11 
a. 555577 555577 · same 12a-b. = la-b. 

a:-er, b:-oy, c:-oint, d:-ure, e:-ir, f:-oir, g:-ie, h:-our, i:-ee, j:-is, k:-ire, 1:-uit, m:-ort, 
n:-ence, o:-orte, p:-in, q:-ay, r:-aint, s:-oint, t:-ement, u:-i, v:-einne, w:-eins 
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DISCUSSION (literary). Fabin 1919,267--68 (detailed description); Patch 1927, 96 n. 2 (theme 
of Fortune); Poirion 1965, 409 (L20 I. 176 refers to the opening line of Amis, t' amour 
[Ll on]); Calin 1974, 244 (theme of Fortune). Feminine voice. 

TEXTUAL LEGACY (England). Chaucer, Anelida and Arcite (Fabin 1919; Benson 1987, 99la). 

]e ne sui mie. See Trop plus I Biaute (M20). 
]e puis trop bien ma dame comparer (ballade B28) 

Refrain: Qu' ades la pri et riens ne me respont 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[3] V g fol. 311 r no. 28 
[4] B fol. 310r no. 28 
[5] A fol. 468r no. 27 
[6] G fols. !43v-144r no. 28 
[7] E fol. !48v no. 8 

TEXT MANUSCRIPTS. 

3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 

[10] M fol. 241 v no. 28 Lo203 VgBAMD (chap. 6.4) 
[49] Jp fol. 65v no. 46 Je doy tresbien 
[50] Pa fol. 50r no. 153 

FACSIMILE. Jardin 1910-25, vol. I fol. 65v (Jp). 
EDITIONS OF TEXT. Tarbe 1849, 60; 1856, xxxi (strophe I); Chichmaref 1909, 1:183 no. 

203; Wilkins 1972, 79 no. 115. 
TRANSLATIONS. Davison/Apel 1949, 245 no. 45 (strophe I); Reaney 1959b, 26 (summary 

only); Ape! 1978, 40 (strophe I); Allorto 1983, !57 (strophe I; Italian); Cerquiglini/ 
Bcrthelot 1987, 115-16 (modem French); Camp bell 1989-90, 288~9 n. 6. 

TEXT STRUCTURE. 3 strophes: 1~~0 1~~0 ~ 1~ 1%1~ a:-er, b:-on, c:-oit, d:-ont 

DISCUSSION (literary). Hoepffner 1908-21, 3:257 n. to I. 963 of Fonteinne; Marks 1984, 
108-9; Campbell 1989-90, 279-84 (thorough analysis). On Pygmalion, see, for instance, 
Reaney 1959b, 26; Kelly 1978,48, 129-30,234,272 n. 71,285 n. 19; Bade! 1980,91 n. 
78; Cerquiglini 1980b, 85 n. 31; 1985b, 207-8,272 s.v. "Pygmalion"; Huot 1987,285 n. 
8; Heinrichs 1990, 135 n. 32; Calin 1994, 217-18. The first line of B28 also opens 
Machaut's Harpe (see chap. 5.12). 

TEXTUAL LEGACY (France). Froissart, ballade Je puis moult bien ma dame comparer (ed. 
McGregor 1975, 232-33 no. 35; Baudouin 1978, 44--45 no. 35; cited in Ludwig 1926-54, 
I :31; Poirion 1965, 215); see discussion in Giinther 1972, 57-58; cf. the ballade le puis 
rrwu/t bien comparer mon desir (ed. McGregor 1975, 218-19 no. 17; Baudouin 1978, 24-
25 no. 17; ed. and trans. Figg 1994b, 241--42). Cf. also two Cypriot-French ballades, J e 
vous puis bien comparer (ed. Hoppin 1960--63, 3:148--49 no. 83); and Pymalion qui rrwu/t 
subtilz estoit (ed. Hoppin 1960--63, 3:67--68 no. 39). 

EDmONS OF MUSIC. Ludwig 1926-54, 1:31 (errors); Davison/Apel 1949,48, no. 45 (errors); 
Schrade 1956b, 3:112-13 (errors; critical notes 1956c, 114); Hamburg 1976, 19 no. 23; 
Allorto 1983,44 no. 48 (errors); Campbell 1989-90,280-81 (ed. Earp). Syncopation errors 
in the older editions discussed in Hoppin 1960, 16-17 n. 16. 

DISCUSSION (musical). Machabey !955b, 2:41-42; Martinez 1963, 104-5 (text setting); 
Junger 1967, 176-77 (aspects of ouvert cadence); Salop 1971,64--65 (melodic direction in 
cantus); Domling 1972, 305, 306-7 (musical rhyme and text rhyme; text setting and 
musical structure); Kiihn 1973, 155-58, 213 (motivic analysis; sonorities); Saponov 1978, 
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36 (motivic analysis); Hirshberg 1980, 29 lficta); Karp 1988, 74-75 (compositional 
priority of the cantus); M.L. Gollner 1989, 73-75 (texl/music relationship; text painting); 
Danckwardt 1993,374-77,381-82 (compositional procedure). The pervasive use of certain 
melodic formulas in tempus imperfectum, prolatio major links Donnez, signeurs (B26), 
Une vipere (B27), and Je puis trop (B28) as one group, and Plourez, dames (B32), Nes qu' on 
(B33), and Se pour ce muir (B36) as another; the same formulas are seen to a lesser extent 
in En amer (RF4), Cinc, un (R6), and Douce dame, tan/ (R20) (cf. Reaney 1955, 47; 
Giinther 1957, 80-84; Hirshberg 1971, 120-33; Little 1980, 49; Arlt 1993, 63; Arlt, 
forthcoming study). 

MUSICAL LEGACY. Compare the ballade in US:BE 744, En la maison Dedalus (cited in 
Cracker 1967, 166; ed. Cracker 1967, 169-70 (by Thomas Walker); Ape! 1970-72,2:37-
38 no. 140; Greene 1981-89,20:117-19 no. 36). 

]e suis aussi com cils qui est ravis (ballade B20) 
Refrain: Fors li qu' aim miex cent mille fois que mi 

MANUSCRIPfS WITH TEXT AND MUSIC. 
[I] C fols. 199v-200r no. 20 
[3] V g fol. 306v no. 20 
[4] B fol. 304v no. 20 
[5] A fol. 464r no. 20 
[6] G fols. 140v-141r no. 20 
[7] E fol. 152v no. 19 

TEXT MANUSCRIPT. 
[10] M fols. 240r-240v no. 20 

2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 
3v (ea, ten, et) 

FACSIMILES. Bofill Soliguer 1991,22 (MS C). 
EDffiON OF TEXT. Chichmaref 1909,2:551-52 no. 22. 

TRANSLATIONS. Baltzer 1991a, 100; see also discography (chap. 8.3 and 8.8). 

ab abccdD . . 
TEXT STRUCTURE. 3 strophes: 1010 1010 7101010 a:-zs, b:-ent, c:-our, d:-z 

DISCUSSION (literary). Guthrie 1991, 86--87 (poetic stress). 

TEXTUAL LEGACY (England). Chaucer, A Complaint to his Lady and Anelida and Arcite 
(Wimsatt 1978, 67--{)8). 

EDffiONS OF MUSIC. Ludwig 1926--54, 1:21; Schrade 1956b, 3:94-95 (critical notes 1956c, 
109-10); Baltzer 1991b, 98-99 (comments p. 154). The unauthentic contratenor is corrupt 
at the end. Both Ludwig and Schrade leave the ending blank, although one could be supplied 
from the end of the clos (Hirshberg 1971,86 n. 73,87-88 musical example). 

DISCUSSION (musical). Machabey 1955b, 2:33-34; Domling 1972, 305 (text setting); 
Hirshberg 1973-74,63 (text lines/musical phrases); Berger 1992, 153 (jicta). 

]e vivroie liement (virelai V23; Schrade virelai 21) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fol. 156v no. 2060 [5] A 
[3] V g fol. 329v no. 23 [6] G 
[4] B fol. 327v no. 23 [7] E 

TEXT MANUSCRIPT. 
[10] M fol.251r no.23 

EDffiON OF TEXT. Chichmaref 1909, 2:609-10 no. 23. 

TRANSLATION. See discography (chap. 8.3 and 8.8). 

fol. 489r 
fol. 159v 
fol. 162v 

no. 23 
no. 23 
no. 21 

2 ABAAB cbcb abaab ABAAB TEXT STRUCTURE. strophes: 
75

,772.11 75 . 75,1 75 •772.11 75 •772• a:-ent, b:-ure, c:-i 

EDffiONS OF MUSIC. Ludwig 1926--54, 1:80-81; Schrade 1956b, 3:180 (critical notes 1956c, 
142-43). 

DISCUSSION (musical). Machabey 1955b, 1:187; Weber-Bockholdt 1992,271-73 (texl/music 
relationship); Leech-Wilkinson 1991 (voice-leading reduction reveals circular nature). 

60 Two strophes only. 
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]oie, plaisence et douce norriture (chant royal RF3) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 39r-39v [6] F 
[3] V g fols. 103v-104r [7] E 
[4] B fols. 103v-104r (new 120v-12lr) [20] Pe 
[5] A fols. 63v-64r 

TEXT MANUSCRIPTS. 

fols. SOr-SOv 
fol. 28v 
fol. I 7r 

[10] M fols. 62r-62v 
[15] K fol. 54r (strophe 1 is incomplete) 
[16] J fol. 60r (strophe 1 is incomplete) 

[18] Pm fol. 59v 
[50] Pa fol. 49r 
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no. 149 

FACSIMILES (refer to chap. 4.4e). Miniatures C23-24. Kalkbrenner 1802, table 4 fig. 4 
(diplomatic facs.; errors). 

EDffiONS OF TEXT (Remede, Il. I985-2032). Hoepffner 1908-2I, 3:71-73; Wimsatt/ Kibler 
1988, 277-79. 

TRANSLATIONS. Switten 1988c, 47-48; Wimsatt/Kibler 1988, 27fr-78; Boulton 1993, 190 
(strophe 2, excerpt); see also discography (chap. 8.3 and 8.8) . 

. ababbccdd .cdd .... · TEXT STRUCTURE. 5 strophes. 10 •10 10•10 77'7'75 envoy. 7'75 a.-ure, b.-er, c.-ance, d.-1 

DISCUSSION (literary). Poirion 1965,371 (on the narrator's falling asleep), 383; Lanoue 1984 
(importance of RF3 to the spiritual recovery of the narrator); Cerquiglini 1985b, 200 (on 
the narrator's falling asleep); Heger 1988, 66 (RF3 is Machaut's oldest chant royal; he 
established the rules followed by later poets); van der Werf/Frobenius 1983, 2-3, 6; Imbs 
1991, 120. For some literary studies that deal with all of the inserted lyrics, see chap. 5.7. 

EDffiONS OF MUSIC. Kalkbrenner 1802, table 4 fig. 5 (errors); Ludwig 1911, 10 (appendix); 
192fr-54, 1:97; Schrade 1956b, 2:107 (critical notes 1956c, 74); Arlt 1982, 274-75 (after 
Schrade); Switten 1988c, 47 (after Schrade); Wimsatt/Kibler 1988, 424, critical notes p. 
439 (ed. Baltzer). 

DISCUSSION (musical). Ludwig 1911, 410-11; Machabey 1931, 334; 1955b, 1:133-37; 
Mulder 1978, 96-98 (rhythmic materials of Qui n' aroit (RFl), Tels rit (RF2) and foie, 
plaisence (RF3) are similar); Arlt 1982, 273-76; Malizia 1984, 28-30 (general). For some 
musical studies that deal with all of the inserted lyrics, see chap. 5.7. 

Kyrie eleyson. See Messe de Nostre Dame. 
L'ueil, qui est le droit archier (virelai V34) 
TEXT MANUSCRIPTS. 

[3] V g fols. 333v-334r 
[4] B fols. 330v-331r 
[5] A fols. 493r-493v 
[6] G fols. 162v-163r 

no. 34 
no. 34 
no. 35 
no. 35 

[10] M fols. 254r-254v no. 34 
[50] Pa fol. 70v no. 225 

VD9 AFEPm (chap. 5.13 table 5.3) 

EDmONS OF TEXT. P. Paris 1875, 38; Chichmaref 1909,2:626--28 no. 35 . 
. AABBAAB bba bba aabbaab AABBAAB TEXT STRUCTURE. 3 strophes. 7 7 4 7 4 7 4 11 774 774 I 7747474 11 7 7 4 7 4 7 4 a:-ier, b:-ent 

DISCUSSION (literary). The following Voir Dit passages concern V34: (a) in the introductory 
narrative, Guiilaume presents the three virelais Je ne me puis (V33), V34, and Plus belle 
(V35) as having been dictated from his sickbed (ll. 821-22, ed. I875, 35); (b) the text of 
V34 is inserted in the narrative (ll. 856--904, ed. 1875, 37-38); Toute Belie asked repeatedly 
for Machaut to set V34 to music, see (c) letter 28 (ed. 1875, 207), and (d) letter 32 (ed. 
1875, 250); (e) in letter 33, Guillaume made excuses for not setting V34 (ed. 1875, 259); 
indeed, as Machaut had already remarked when the works were first introduced, "Ce sont .iii. 
chansons baladees I Qui ne furent onques chantees" (ll. 829-30, ed. 1875, 36) [these are 
three chansons baladees that were never sung, i.e., never set to music]. Ludwig (I92fr-54, 
2:53b•) suggested that perhaps it was due to Toute Belle's request for a musical setting that 
the virelais, though without music, were copied into the virelai music section of the 
manuscripts. We learn from letter 3 (ed. 1875,49 as letter 5) that Toute Belle did obtain a 
virelai set to music by Machaut from her brother and Machaut's secretary, but the actual 
work cannot be identified. For excerpts from or commentary on these passages, see Ludwig 
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1926-54, 2:55*; Wilkins 1972, 178-79 notes to nos. 277-79; Cerquiglini 1985b, 141, 
211; Leech-Wilkinson 1993b, 110,112, 120, 123, 137 nos. 19 and 23. 

Lasse! comment oublieray I Se j'aim I Pour quoy me bat mes 
maris? (motet M16) 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[1] C fols. 220v-22Ir no. 15 3v (tr, mot, ten) 
[3] V g fols. 275v-276r no. 16 3v (tr, mot, ten) 
[4] B fols. 273v-274r no. 16 3v (tr, mot, ten) 
[5] A fols. 429v-430r no. I 6 3v (tr, mot, ten) 
[6] G fols. I 17v-l 18r no. 16 3v (tr, mot, ten) 
[7] E fols. 137v-138r no. 10 3v (tr, mot, ten) 

[58] Trem fol. v no. 9 (index only) 

FACSIMILES. Wolf 1923, plates 41-42 (MS A); Gennrich 1948, plates 4a-4b (MS A). 
EDffiON OF TEXT. Chichmaref 1909,2:513-15 no. 16. 

TRANSLATIONS. See discography, chap. 8.3 and 8.8. 
TEXT STRUCTURE AND RELATIONSHIP TO MUSICAL STRUCTURE. The work is not 

isorhythmic and so is not analyzed in this respect in Reichert I 956. Nevertheless, the phrase 
structures of both triplum and motctus are periodic: 6 triplum phrases, each 25 breves long, 
=ISO; 10 motetus phrases, each IS breves long,= ISO (Machabey 1955b, 2:95; Sanders 
1973, 564; Clarkson 1971,266,317 n. 106). Ciarkson (1971, 315-18) employs the term 
"phasic motet" for this; the two voices fall into phase in m. 75, the exact midpoint, but do 
not coincide with the tenor. Since these long patterns need the full length of the motel to 
come back into phase, Sanders considers the tenor "one long talea" (I 973, 564; I 980, 352). 
See also Clarkson 1971,212,266,317 n. 106 (text structure ofmotetus), 268 (virelai 
structure of tenor); Ziino I 978, 443 n. 1 I (text structure). 

Triplum: ~~~~~~~~ ~~~1~~~1 ~~~! U[HU~ ~~~! ~~~1 ~H~~~~! m 
a:-ay, b:-i, c:-ent, d:-uet, e:-oy, f:-uis, g:-ien, h:-is, i:-ui, j:-ort, k:-our, 1:-eins 

. aab a ab bba bba a ab a ab bba bba a ab a ab . . . 
Motetus. 734 734 734 734 734 734 734 734 734 734 a.-l, b.-ent 

T (. . I ')·ABCABddebcebABCAB .. b· ·A ·D. 1 d· · . enor meg. vrre ru. 
72 3 72 77 72372 72

,
3 72

. a.-1s, .-ette, c. ym1, 1ex., .-all, e.-ay 

DISCUSSION (literary). Imbs 1991, 94 (relationship to Voir Dit). Feminine voice in all three 
texts. Hassell (I 982, no. M54) indexes a proverb in the motetus. 

TENOR SOURCE. Pourquoy me bat mes maris is an irregular virelai, a chanson de ma/mariee 
(Van den Boogaard 1969,227 no. 1515). Machaut's motel provides the only source for the 
music. See Gennrich 1921-27, 1:102-3 no. !51 (commentary 2:104-9); Aubry 1907; and 
Ludwig 1926-54, 3:61 for text sources and a reconstruction of the original song. 

EDffiONS OF MUSIC. Aubry 1907, 35-38; Ludwig 1926-54, 3:58--{)1; Gennrich 1921-27, 
2:104-S; Schrade 1956b, 2:160--{)3 (critical notes 1956c, 16). 

DISCUSSION (musical). Machabey I 955b, 2:94-96. 

MUSICAL LEGACY. For twentieth-century compositions inspired by the tenor of MI6, see 
chap. 2.5 (Gilbert and Rickett). 

Lasse! je sui. See J' ay tant I Lasse! (M7). 
Lay de Bon Espoir, Le. See Qui n' aroit autre deport (RF1/L 19). 
Lay de Bonne Esperance, Le. See Longuement me sui tenus (118/13). 
Lay de Confort, Le. See S' onques dolereusement (L 17 /12). 
Lay de Consolation, Un. See Pour ce que plus proprement (L23/17). 
Lay de l'Ymage, Le. See Ne say comment commencier (L14/9). 
Lay de la Fonteinne, Le. See le ne cesse de prier (L16/11). 
Lay de la Rose, Le. See Pour vivre jo/iement (121/15). 
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Lay de la Souscie, Le. See le ne me say conforter (L20). 
Lay de Nostre Dame, Le. See Contre ce dous mois de may (L15/10). 
Lay de Plour, Le. See Malgri Fortune et son tour (L19/14); Qui bien aimme 

a tart oublie (L22/16). 
Lay des Dames, Le. See Amis, t' amour me contreint (L 1 0/7). 
Lay du Mirouer Amoureux, Le. See Se quanque Diex (L 11 ). 
Lay Mortel, Le. See Un mortellay vueil commencier (Ll2/8). 
Le Paradis d'Amour. See Amours, se plus demandoie (L9). 
Libera me. See He/as! pour quoy virent I Corde (M12). 
Liement me deport (virelai V30; Schrade virelai 27) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[!] C fol. 205r no. 27 [6] G fols. !6lr-161v no. 30 
[3] V g fol. 332r no. 30 [7] E fol. !6lr no. !461 

[5] A fol. 491 v no. 30 
TEXT MANUSCRIPT. 

[I 0] M fol. 253r no. 30 
FACSIMILE. Parrish 1957, plate xlvii (MS E), discussed pp. 149-51. 
EDffiONOFTEXT. Chichmaref 1909,2:618-20 no. 30. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 

AAABAAAB bbabba aaabaaab AAABAAAB 
TEXT STRUCTURE. 6 6 66' 6 6 66'!16'6'6 6'6'6 1 6666' 6666'll 6 6 66' 6 6 66' a:-ort,b:-ure 

EDffiONS OF MUSIC. Ludwig 1926--54, 1:85-86; Schrade !956b, 3:186 (critical notes !956c, 
145). 

DISCUSSION (musical). Machabey !955b, 1:191-92 (duplex virelai); Weber-Bockholdt !992, 
274 (frequency of -ort rhyme not underscored in the music). 

Longuement me sui tenus. Le Lay de Bonne Esperance (lai L18; Schrade 
lai 13) 

MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 
[3] V g fols. 256v-259v no. 18 
[4] B fols. 254v-257v no. 18 
[5] A fols. 401 v-404r no. 18 (has title) 
[6] G fols. 96r-97v no. 18 (has title) 
[7] E fols. !88r-!89v in Voir Dit (Le Lay d'Esperance) 

TEXT MANUSCRIPT. 
[10] M fols. 233v-239r no. I 9 VD47 A FE Pm (chap. 5.13 table 5.3) 

EDffiON OF TEXT. P. Paris 1875, 172-80, 183; Chichmaref 1909, 2:425-33 no. 18. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 
DATE. In the Voir Dit, the completed Iai is sent with letter 21, dated to late June or early July 

1363. Since there are no musical connections between the Iai and the music composed 
specifically for the Voir Dit, Leech-Wilkinson (1993a, 62-63) believes that the Iai is 
possibly an earlier work. 

TEXT STRUCTURE. 12 strophes, 256 lines: 
ababbaab ghghghghghghghghh 

la. 74747474 ll!b. same 11 4a. 3'33'33'33'33'33'33'33'37 114b· same 11 

cccd cccd 2a. 7775 , 7775 , 11 2b. same 11 ijijijij 
Sa. 75757577 11 Sb. same 11 

efeffeffef 
3a. 7'37'377•737'3 11 3b. same 11 

kkkkkk I kkkkkk I 
6a. 8444486' 1 8444486' 11 6b. same 11 

61 Short empty staff for tenor. 
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mmmmmn mmmmmn 
7a. 7 7 7 7 7 7' 7 7 7 7 7 7' 11 7b. same 11 

tttu 1 tttu 1 lOa. 3'3'3'7 3'3'3'7 11 lOb. same I 

8a ooppooppoll 
· 774747474 Sb. same 11 

vw vw vw vw vw 
lla. 86' 86' 86' 86' 86' Ill lb. same 11 

q r rssqqqr rsssq 
9a. 73447434474344 11 9b. same 11 12a-b. =la-b. 

a:-us, b:-ais, c:-art, d:-ance, e:-aie, [:-ay, g:-oie, h:-is, i:-eil, j:-uei/, k:-er, 1:-ee, 
m:-ort,62 n:-ure, o:-i, p:-our, q:-ir, r:-oy, s:-ent, t:-ie, u:-oir, v:-ors, w:-ire 

DISCUSSION (literary). The following Voir Dit passages concern LIS: (a) Lady Esperance 
[Hope] demands that Guillaume write a lai entitled Lay d'Esperance, ll. 4060-61 (ed. P. 
Paris 1875, 170); (b) the Iai is inserted as ll. 4106-361 (ed. 1875, 172-80), and enclosed 
with letter 31 (ed. 1875, 180); (c) Toute Belle replies at the end of letter 32 that she received 
the lai, and will learn it as fast as she can (ed. 1875, 183). For excerpts from or commentary 
on these passages, see Ludwig 1926-54, 2:56*; Brownlee 1984, 124-27; Cerquiglini 
1985b, 135; Imbs 1991,44-45, 82; Leech-Wilkinson 1993a, 62-63; 1993b, 118, 135-36. 

EDITIONS OF MUSIC. Ludwig 1926-54, 4:67-69 (ed. Besseler); Schrade 1956b, 2:75-80 
(critical notes 1956c, 67-68). The music of strophes I and 12 is the same, except that 
strophe 12 is a perfect fifth higher. 

DISCUSSION (musical). Besseler 1931, 137 ex. 91 (melodic language related to Vi try motels); 
Machabey 1955b, I: 119 ("isorhythmic" structure of strophe 7). 

Loyaute, que point ne delay (lai Ll) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[3] V g fols. 219r-221 v no. I [6] G fols. 74r-76r no. I 
(4] B fols. 218r-219v no. ! 63 [7] E fols. 107r-108v no. J64 

(5] A fols. 367r-369v no. I 
TEXT MANUSCRIPTS. 

[I] C fols. I65r-I68v no. I (empty staves) 
[2] W fols. 72r-72v (ll. 127-286; music lost) 

[10] M fols. 207v-210r no. I 
FACSIMILES (refer to chap. 4.4s). Miniatures C93, A 152, G 145, E31 (fol. 107r, with the 

beginning of the music). 
EDffiON OF TEXT. Chichmaref 1909, 2:279-93 no. I. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 12 strophes, 432lines. 

aaaab aaab bbbba bbba
1 

ccccct
1
cccd ddddc dddc 

la. 8 4 4 4 8' 1s 4 4 8' 18'4'4'4'8 14'4'4'8 1 lb. 8'4'4'4'8 8'4'4'8 18 4 4 4 8' 14 4 4 8' 11 

a:-ay, b:-ie, c:-aire, d:-ait 

The remaining strophes have the same metrical structure with different rhymes. This work 
is unusual in that the metrical structure and music are the same for all twelve strophes; only 
the rhymes and the pattern of masculine and feminine endings change. On problems of 
adapting the text to the music supplied, see Earp 1983,310-14. 
Rhymes for the remaining strophes (patterns of masculine and feminine rhymes change): 
2. -ient, -nir, -ente, -ent 6. -age, -vis, -mi, -iere 10. -oint, -ointe, -oing, -eure 
3. -pris, -ure, -ure, -mer 7. -ee, -art, -as, -asse 11. -it, -ert, -oie, -euse 
4. -eint, -eindre, -our, -es 8. -aut, -te, -ier, -ance 12. -ea, -ue, -ine, -in 
5. -ueil, -ire, -ort, -oir 9. -roit, -endre, -einne, -eins 

DISCUSSION (literary). Poirion 1965, 403 (strophic structure); 554 n. 32 (theme); Luttrell 
1978, 290 n. 9 (phrase "do us dangier"); Huot 1987, 260-62 (position as first lai in the 
manuscripts). Hassell (I 982, no. H23) indexes a proverb. 

62 On the choice of rhymes in strophe 7, see Poirion 1965,437. 
63 First folio lost in MS B; begins with I. 125. 
64 Explicit le premier lay de Machaut. 
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TEXTUAL LEGACY (France). Froissart, Espinette Amoureuse (Fourrier 1963, 178 n. to ll. 
1860--62). 

TEXTUAL LEGACY (Catalonia). Andreu Febrer, lai Amors, qui tostfer, quant lip/ay (ed. Pages 
1936, 274--83; Riquer 1951, 108-20). 

EDffiONS OF MUSIC. Ludwig 1926--54,4:24-25 (ed. Besse!er); Schrade 1956b, 2:1 (critical 
notes 1956c, 56); Binkley 1977, 27 (performing ed. of s.trophe I with lute accompaniment). 

DISCUSSION (musical). Machabey 1955b, 1:113; Hatton 1978, 10 (melodic analysis). 

Loyaute vueil tous jours maintenir (virelai V2) 
MANUSCRIITS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 149r-149v no. 2 [5] A fols. 482r-482v no. 2 
[3] V g fols. 322v-323r no. 2 [6] G fols. 154v-155r no. 2 
[4] B fols. 320v-32lr no. 2 [7] E fol. 16lv no. IS 

TEXT MANUSCRIIT. 
[I 0] M fol. 246r no. 2 

FACSIMILE. Aubry 1905, plate 21 (MS A, refrain and strophe I only). 
EDffiON OF TEXT. Chichmaref 1909, 2:582-83 no. 2 . 

. AAB ab ab a ab AAB . . . . TEXT STRUCTURE. 3 strophes. 9 56 , 11 85 , 85 , I 956 • 11 9 56 , a.-zr, b.-azre 

EDITIONS OF MUSIC. Aubry 1905, 20--21 (errors); Ludwig 1926--54, 1:70--7I; Schrade 
1956b, 3:167 (critical notes 1956c, 136). Surely the C-sharp seen in the transcriptions in 
m. I is to be understood as B-natural, explicitly notated because the F tonality would 
normally require a B-llat. 

DISCUSSION (musical). Machabey 1955b, 1:177. 
MUSICAL LEGACY. For a twentieth-century composition inspired by V2, see chap. 2.5 

(Gilbert and Rickett). 

Ma chiere dame, a vous mon cuer envoy (B40) 
No Refrain. 

MANUSCRIITS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 
[6] G fol. 149v no. 39 [7] E fol. 153r no. 21 

TEXT MANUSCRIIT. 
[50] Pa fol. SSv no. 172 Derni lay 

EDffiON OF TEXT. Chichmaref 1909, 2:564--{)5 no. 45. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 3 strophes; rhymes change for each strophe65 : 

aaabaaabbbbabbba 
1010104101010410101041010104 cccd cccd dddc dddc 

e e e f e e e f f f f e f f f e a:-oy, b:-ent, c:-art, d:-our, e:-ort, f:-ir 

EDITIONS OF MUSIC. Ludwig 1926-54, 1:48-49; Schering !93lb, 17 no. 26a; Schrade 
1956b, 3:136--37 (critical notes 1956c, 121 ). 

DISCUSSION (musical). The form is similar to a duplex ballade, but B40 lacks a refrain, and 
lacks musical rhyme (although Karp 1988, 77 notes rhythmic recurrence, breve mm. 11-15 
= 28-32). Machabey 1955b, 2:54-55; Giinther 1957, 90--91; Domling 1970, 32 (musical 
structure made up of several corresponding members); Covington 1978; Liihmann 1978, 
205--{) (declamation). 

Ma fin est mon commencement (rondeau Rl4) 
MANUSCRIITS WITH TEXT AND MUSIC (all2v: ea, ten; canon gives et). 

[4] B fol. 309r no. 14 [7] E fol. 136r no. 8 
[5] A fols. 479v-480r no. 16 [62] PadA fol. 44r [4r] no. 6 
[6] G fol. 153r no. IS 

65 The strophic form resembles the triplum of J' ay tant I Lasse! (M7) and Tels rit (RF2) 
(Clarkson 1971, 266--{}7); see also Spanke 1929, 185; Reaney 1952b, 35; 1959b, 33; 
1971, 12; Ziino 1990,21-24, and chap. 5.4, introduction toJugement Behaingne. 
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TEXT MANUSCRIF'f. 
[10] M fols. 244v-245r no. 15 

FACSIMILES. Wolf 1904, 2:40 no. 22 (diplomatic facs., MS G), Ultan 1977b, 99-100 
(diplomatic facs., MS A); New Grove 17:664 (MS G); Wilkins 1980c, 167 (MS G); 
Cerquiglini 1987a (MS G); Newes 1990, 225 (MS G). 

EDmONS OF TEXT. Tarbe 1849, 173; Chichmaref 1909,2:575 no. 15; Wilkins 1987,42. 

TRANSLATIONS. Reese 1940, 352; Giinther 1962---Q3, 14-15 (critical comments); Wilkins 
1979, 19; Cerquiglini/Berthelot 1987, 121 (modem French); Wilkins 1987, 42; Newes 
1990, 226; see also discography (chap. 8.3 and 8.8). 

TEXT STRUCfURE. 8AB aA ab AB a:-ement, b:-fin 
DISCUSSIONS (literary). Poirion 1965, 322 (image of circle, possibly as a metaphysical 

symbol; see also Cerquiglini 1985b, 60; 1988b, 50-Sl). The text may be taken as a 
metaphor for God, suggested by Ludwig (1926-54, 1:64; cf. also Giinther 1962---Q3, 15-16; 
1984a, 256; Newes 1990, 233-34), and confirmed by references in Remede, ll. 2793-96 
(cited in Cerquiglini 1982, 257-58; cf. comment of Chailley, Guillaume de Machaut 1982, 
216), and Confort, 11. 873-74. Sonnemann (1969, 64 n. 67) rejects the religious 
interpretation. Ludwig (1926-54, 1:64) notes that Mary, Queen of Scots had the motto "Et 
ma fin est mon commencement." 

EDITIONS OF MUSIC. Wolf 1904, 3:64---QS no. 22; Riemann 1905, 341; Ludwig 1926-54, 
1:63--{54 (1926-54, 2:26b* n. 1 gives critical notes for PadA); Reese 1940, 351-52 no. 
107; Gleason 1945, 81-84; Schrade 1956b, 3:156-57 (critical notes 1956c, 131-32); 
Leuchter 1964, 26-27 no. 33; Starr/Devine 1964, 23-24=1974, 26-27; Wilkins 1987,40-
42 no. 9; Newes 1990, 228-29 (after Schrade); Stolba 1991, 70-71 no. 47. Cf. Giinther 
1962---Q3, 14-15 (incorrect voice names in editions of Ludwig and Schrade); Earp 1983, 
182-86 (problems of copying text and music). 

DISCUSSION (musical). Riemann 1905, 340; Combarieu 1913,398-99 ("worthy of appearing 
in the Art of the Fugue of Bach"); M. Schneider 1931, 68 and ex. 6 (harmony); Machabey 
1955b, 1:165---Q7; Reaney 1955, 51-52 (interpretation of text; notation); Giinther 1957, 
102-3, 108 and 1962---Q3, 13-16; 1984a, 256 (interpretation of text; notation); Harrnan 
1958, 144 (chart illustrates form); Reaney 1966, 710 and 1984, 189-90 (Rl4 is 
instrumental); 1971,48-49 (intended for intellectual audience); Salop 1971,76-77 (melodic 
planning: cantus voice makes dramatic sense); Kiihn 1973, 205-6 (sonority); Wilkins 
1980c, 169 (form illustrates circular motion); Newes 1987, 280-91; Wilkins 1987, 42 
(general discussion); Newes 1990; Leech-Wilkinson 1993a, 62 (relation between Rl4 and 
Dame, se vous n' avez [Rl3]). 

MUSICAL LEGACY. On similar "retrograde" rondeaux, see Giinther (1972, 60 n. 47; !983, 
esp. pp. 260---Ql; !984a, 256---Q2; 1990, 84), and Newes (1987, 280-84, 292-307; !990, 
225-33). Hallmark (1983, 215) notes possible influence of Rl4 on the retrograde tenor 
structure of the isorhythmic motet Gratiosus fervidus I Magnanimus opere, also transmitted 
in PadA. On the retrograde ballata 0 dolce conpagno, see Feininger 1937, 21; Newes 1987, 
292-98. For a twentieth-century composition inspired by Rl4, see chap. 2.5 (Adolphe). 

Maintes fois oy reoorder (lai Ll3) 
TEXT MANUSCRIPTS. 

[I] C fols. 192v-194v no. 13 [5] A 
[2] W fols. 73r-73v (ll. 57-217) [6] G 
[3] V g fols. 243v-245r no. 13 [7] E 
[4] B fols. 24lv-243r no. 13 [10] M 

EDmON OF TEXT. Chichmaref 1909, 2:380-88 no. 13. 

TEXT STRUCfURE. !2 strophes, 270 lines: 

fols. 390r-39! v 
fols. 89r-90r 
fols. 127v-!28r 
fols. 225v-227v 

no. 13 
no. 13 
no. 18 
no. 14 

aabbaabba la. 775757575 11 lb. same 11 4 g g g g hI g g g g h 11 4b 11 
a. 5'5'5'7'7 5'5'5'7'7 ·same 

2a c ccccd c ccccd 11 2b 11 · 555557 1 555557 · same 
iiiij iiij jjjji jjji 

Sa. 84448 8448 1 84448 8448 11 Sb. same 11 

3a. 8'eeef I eeef 11 3b. same 11 kkllm kkllm 
6a. 45335 1 45335 11 6b. same 11 
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n n oop 1 n n oop 11 b 
7a. 7'7 '435 7'7' 435 7 . same 11 0 wwwx wwwwx 

1 a. 7'7'7'5' 7'7'7'7' 5, 11 lOb. same 11 

qrsqrssrrsrs 
8a. 77'5 77'5 77'7,77' 7 11 8b. same 11 1 YYYYY z zQ 1 YYYYY z zQ 11 b 11 

la. 57223 257' 57223 257' 11 · same 

t t t uuv t t t uuv 11 
9a. 3'3'7'347 13'3'7'347 9b. same 11 l2a-b. = la-b. 

a:-er, b:-ent, c:-oint, d:-on, e:-endre, f:-uire, g:-ne, h:-i, i:-ay, j:-our, k:-us, l:-ay, m:-oint, 
n:-ise, o:-ien, p:-e, q:-art, r:-age, s:-is, t:-ire, u:-ort, v:-oir, w:-aire, x:-ance, y:-ir, z:-ours, 
Q:-ure 

DISCUSSION (literary). Huot 1987,268--69. Feminine voice. Hassell (1982, nos. C62, Fl48, 
S47, T2, Vl43) indexes proverbs. 

Malgre Fortune et son tour. Le Lay de Plour (lai L19; Schrade lai 14) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[5) A fols. 404r-406v no. 19 (has title) 
[6) G fols. 97v-99v no. 19 (has title) 
[7) E fols. 210r-2llr after Voir Dit (has title) 

TEXT MANUSCRIPTS. 
[10) M fols. 235v-237r no. 20 [50) Pa fols. 62v-64v no. 196 (has title) 

EDITION OF TEXT. Chichmaref 1909,2:434-42 no. 19. 
DATE. Schrade (1958--61, 848-49) dates Ll9 "1349 or shortly after," but Schrade has confused 

references to the two Lays de Plour, Ll9 and Qui bien aimme (L22/16); his remarks on the 
association ofL19 with the Jugement Navarre, and on the date ofL19, are thus incorrect 
(1958--61, 848, 849). 

TEXT STRUCfURE. 12 strophes, 272 lines: 
aa bbaa bba la. 77 47 47 474 11 lb. same 11 mmmmmm mmmmmm 

7a. 5'5'5'5'5'7' I 5'5'5'5'5'7' 11 7b. same 11 

c c c c ddd c 1 c c c c ddd c 11 n n no 1 n n n o 2a. 8'8'8'8'4488' 8'8'8'8'4488' 11 2b. same 8a. 3'3'7'7 3'3'7'7 11 8b. same 11 

eeeffe 1 eeeffe 11 3b 3a. 777474 777474 ·same 11 9 pppppq I pppppq 11 9b 11 
a. 555577 555577 · same 

g g hhh g g hhh 
4a. 8'8'433 I 8'8'433 11 4b. same 11 0 rssttrrrsstttr 1 a. 73447434474344 11 lOb. same 11 

iiiiij iiiiij 1 
Sa. 7'7'3•3,7'7 17'7'3,3.7'7 11 5b. same I 

uuuuuvluuuuuvl 
lla. 7'7'7'7'7'7 7'7'7'7'7' 7 I lib. same 11 

kkkkl kkkkl 6a. 45577 I 45577 11 6b. same 11 l2a-b. = la-b. 

a:-our, b:-ay, c:-ie, d:-art, e:-ueil, f:-is, g:-stre, h:-ir, i:-ure, j:-ies, k:-i, 1:-oir, 
m:-aire, n:-eindre, o:-aint, p:-ort, q:-ant, r:-ent, s:-er, t:-oy, u:-esse, v:-ais 

DISCUSSION (literary). Patch 1927, 92 n. 1 (theme of Fortune); Poirion 1965, 418-19 
(comparison with Qui bien aimme [L22/16], the other Lay de Plour). 

TEXTUAL LEGACY (France). On Deschamps's Lay de Plour, see chap. 2.l.ln. Oton de 
Granson, Lay de Plour in theLivre Messire Ode (ed. Piaget 1941, 409-14; cited in Poirion 
1965, 419). 

EDITIONS OF MUSIC. Ludwig 1926--54, 4:69-71 (ed. Besseler); Schrade 1956b, 2:81-84 
(critical notes 1956c, 68). The music of strophes 1 and 12 is the same, except that strophe 
12 is a perfect fifth higher. 

DISCUSSION (musical). Machabey 195Sb, 1:119-20. Schrade (1958--61, 848) indicates that 
Ll9 is modeled on Machaut'sLay Morte/, Un mortellay (Ll2/8). 
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Martyrum gemma /atria I Diligenter inquiramus I A Christo hono­
ratus (motet M 19) 

MANUSCRWfS WITH TEXT AND MUSIC. 
[I] C fols. 223v-224r no. 18 3v (tr, mot, ten) 
[3] V g fols. 278v-279r no. 19 3v (tr, mot, ten) 
[4] B fols. 276v-277r no. 19 3v (tr, mot, ten) 
[5] A fols. 432v-433r no. 19 3v (tr, mot, ten) 
[6] G fols. I20v-12Ir no. 19 3v (tr, mot, ten) 
[7] E fol. 144r no. 19 3v (tr, mot, ten) 

[57] Iv fols. !Ov-llr no. 19 3v (tr, mot, ten) 
[58] Trem fol. xxiiii no. SI (index only) 

FACSIMILE. Ultan 1977b, 106-7 (diplomatic facs.). 
EDmON OF TEXT. Chichmaref 1909, 2:521-23 no. 19. Text appears corrupt in several places. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 
DATE AND OCCASION. Texts celebrate St. Quentin. By 1337, perhaps as early as 1325, 

Machaut had obtained a canonicate at St-Quentin (see chap. 1.6.Ie-f). Giinther (I963a, 100) 
tentatively proposed a date ea. 1335 for this motel. Composition related to scenes from the 
life of St. Quentin carved around the choir of the collegiate church of St-Qucntin in the 
1340s (Kiigle 1993, 149, reponing forthcoming work of A.W. Robenson). 

TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. Both triplum and motetus exhibit 
regular correlation between text and talea structure (Reichert 1956, 201). Giinther (1957, 
139-40; 1958, 33) indicates that only motetus is clear. See also Ziino 1978, 444 n. 13 
(triplum stylistically and poetically similar to Marian litany); 1978, 440 (sequence-like 
structure of motetus); Giinther 1984a, 267 (pun on Quintinus: there are five isorhythmic 
periods). 
Triplum: 8aaaa aaaaaaa aaaaaa aaaaaaa aaaaaa aaaaaa a:-ia 

M . ababcbcbdcdc efef . b· · . b./. d· 66 • · · f· · otetus. 
8787 8787 8787 8787 

a.-amus, .-w, c.-a 11s, .-era/, e.-1ss1me, .-uer 

TENOR SOURCE. A Christo honoratus is the last phrase of the repetenda of the first 
Responsory at Matins for the feast of St. Quentin, Sanctus namque Quintinus (Fuller 1990; 
231 n. 43; A.W. Robertson, forthcoming); this identification supercedes the speculation in 
Anderson 1976, 124 n. 18. 

EDITIONS OF MUSIC. Ludwig 1926--54, 3:68-70; Schrade 1956b, 3:8-10 (critical notes 
1956c, 87). 

DISCUSSION (musical). Unipartite with introitus. Calor and talea do not coincide (Sanders 
1973, 563). M. Schneider 1931, ex. 3 (isorhythm in tenor); Machabey I955b, 2:101-3; 
Fuller 1990, 231-43 (effect of tenor and rhythm on tonal structure; includes discant 
reduction and summary of deep-structure tonal "cycles"; A.W. Robertson (forthcoming 
analysis of text, tenor source, and the feast of St. Quentin). Related to Jmpudenter I 
Virtutibus and F/os I Celsa, both possibly works of Philippe de Vitry (Kiigle 1993, 208-
14, 240--41). 

Maugre mon cuer I De ma dolour I Quia amore langueo (motet Ml4) 
MANUSCRWfS WITH TEXT AND MUSIC. 

[I] C fols. 218v-219r no. 13 3v (tr, mot, ten) 
[3] V g fols. 273v-274r no. 14 3v (tr, mot, ten) 
[4] B fols. 271 v-272r no. 14 3v (tr, mot, ten) 
[5] A fols. 427v-428r no. 14 3v (tr, mot, ten) 
[6] G fols. IISv-II6r no. 14 3v (tr, mot, ten) 
[7] E fol. I43r no. 17 3v (tr, mot, ten) 

[58] Trem fol. iiii no. 8 (index only) 
EDIDON OF TEXT. Chichmaref 1909, 2:509-510 no. 14. 
TRANSLATION. See discography, chap. 8.5. 

66 Note the mixture ofproparoxytonic and paroxytonic stress in the two words of the d-rhyme 
"-erat'' rhymes with "venerat." 
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DATE. Use of iambic rhythm rare in motets, probably a late trait (yet still before 1350); cf. 
Amours qui a I Faus Samblant (M15). 

TEXT STRUCTURE AND RELATIONSHIP TO ISO RHYTHM. Triplwn and motetus exhibit regular 
correlation between text and talea structure (Besseler 1927, 224; Reichert 1956, 201). See 
also Reichert 1956, 208 and Clarkson 1971, 256 (text truncation at end of tale a IV). 

a aba a ab b bcb b be c cdc c cd a abd d d 
Triplum: 101041010104 101041010104 101041010104 10104101010 

a:-ement, b:-our, c:-oy, d:-i 

. ababacac d defef a a g gt . . . . . , . . . 
Motetus. 46464646 10104646 10101010 a.-our, b. -ement, c.-Is, d.-e, e.-eus, f.-us, g.-ans 

(t: lyric caesura) If the internal rhymes at the caesuras are removed, a more 
readily grasped isometric scheme in rhyming couplets emerges (cf. Liihmann 1978, 168): 
!Oaabb ccdd aaee (each ta/ea is set to three lines of text; see Liihmann 1978, 161--{52). 

DISCUSSION (literary). Patch 1927, 94 n. 1 (theme of Fortune); Huot 1994, 223. Hassell 
(1982, no. D37) indexes a proverb in the motetus. 

TENOR SOURCE. Quia amore /angueo (Song of Songs 5:8; cf. Burstyn 1976, 71) is the final 
phrase of the mode 7 antiphon for the Assumption of the B.V.M. Anima mea liquefacta est 
(Sanders 1973, 563 n. 287; Anderson 1976, 122). 

EDffiONS OF MUSIC. Ludwig 1926--54, 3:52-54 (criticism of Ludwig's analytical layout in 
Sanders 1973,563 n. 286); Schrade 1956b, 2:154-56 (critical notes 1956c, 83-84). Barring 
discussed in Hoppin 1960, 25. 

DISCUSSION (musical). Unipartite. Rhythmic characteristics pair M14 and Amours qui a I 
Fa us Samblant (M15). Machabey 1955b, 2:90-92. 

Merci vous pri, ma douce dame chiere (rondeau R3) 
MANUSCRIPTS WITH TEXT AND MUSIC (all2v: ea, ten). 

[1] C fol. 204v no. 7 [5] A fol. 476v no. 5 
[3] V g fol. 317r no. 3 [6] G fols. 150r-150v no. 3 
[4] B fol. 316r no. 3 [7] E fol. 135r no. 7 

TEXT MANUSCRIPTS. 
[10] M fol. 244r no. 3 [50] Pa fol. 38v no. 114 

EDffiON OF TEXT. Chichmaref 1909,2:569-70 no. 3. 
TEXT STRUCTURE. 10' AB aA ab AB a:-iere, b:-ierie 
EDffiONS OF MUSIC. Ludwig 1926--54, 1:53; Schrade 1956b, 3:143 (critical notes 1956c, 

124-25). 

DISCUSSION (musical). Machabey 1955b, 1:154-55. 

Mes esperis se combat a Nature (ballade B39) 
Refrain: Se madame n' en fait briefment l' accort 

MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 
[6] G fol. 149r no. 38 [7] E fols. 149v-150r no. 11 

TEXT MANUSCRIPTS. 
[40] I fol. 19r no. 96 Lo258 M A 
[49] Jp fol. 65r no. 42 M on esperit se combat 

FACSIMILE. Jardin 1910-25, vol. 1, fol. 65r (Jp). 
EDffiONS OF TEXT. Queux de Saint-Hilaire/Raynaud 1878-1903, 10:lvii no. SO (after MS I); 

Chichmaref 1909, 1:226 no. 258; Wilkins 1972, 85 no. 138. 
TRANSLATION. Crocker 1966, 129 (strophe 1); see also discography (chap. 8.3 and 8.8). 

TEXT STRUCTURE. 3 strophes: 1~. ~0 1~.~0 ~01~~ a:-ure, b:-is, c:-ort 

DISCUSSION (literary). Hassell (1982, no. M82) indexes a proverb. 

EDffiONS OF MUSIC. Ludwig 1926--54, 1:47--48 (after MS G); Gleason 1945, 85-87; 
Schrade 1956b, 3:134-35 (after MS E; critical notes 1956c, 120-21); Crocker 1966, 127-
29; Wilkins 1980b, 7-8 (Chaucer, The firste stok underlaid); Lincoln/Bonta 1986, 54-56 
no. 21. Hirshberg (1971, 143-47) demonstrates that the version of MS G is preferable. 
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DISCUSSION (musical). Besseler 1931, 138-40 (primacy of cantus); Machabey 1955b, 2:53 
and Giinther 1957, 90 (melodic and rhythmic recurrences); Giinther 1958, 35 n. 27 (tempus 
changes); Crocker 1966, 126-29 (contrapuntal and harmonic aspects, with discant reduction 
of breve mm. 1-10); Domling 1970,21-25,76-77 (analysis; comment in Fuller 1986,69 
n. 50); Hirshberg 1971, 66-68 (text/music relations), 143-47 (motivic analysis); Salop 
1971,43-45,65-66 (melodic direction in cantus); Domling 1972, 303 (refrain); Hirshberg 
1973-74, 62-64 (text lines/musical phrases); Heinz 1976 (harmony); Liihmann 1978, 86 
(rhythm and declamation); Hirshberg 1980, 31 (jicta); Karp 1988, 76 (compositional 
priority of the cantus); Fuller 1992b, 246-48 (directed progressions serve text expression). 

Messe de Nostre Dame 
MANUSCRIPTS WITH TEXT AND MUSIC (all4v: tr, mot, ten, ct).67 

[3] V g fol. 283v-296r Ci commence la M esse de Nos/re Dame 
[4] B fol. 281 v-294r 
[5] A fol. 438v-45Ir La Messe (original index) 
[6] G fol. 125v-133v 
[7] E fol. I64v-170r 

[62] PadA fol. "44" (Ite, missa est only) 
LOST MANUSCRIPT. 

[60] lost Quesnoy MS of Mass 
FACSIMILES. Gennrich 1957 (complete Mass from MS B; Gennrich's description errs in 

labeling it MS A). Barksdale 1953b, 564 (MS Vg, fols. 283v-284r, Kyrie complete); Wolf 
1904, 2:28-29 no. 17 (diplomatic facs., MS G, Kyrie I and Christe); Bank 1972, 45 ex. 
17a (diplomatic facs. in score, beginning of Christe); Besseler/Gii!ke 1973, 61 plate 20 (MS 
G, fol. 125v, Kyrie I and Christe); Kiigle 1991, 374 (MS G, fol. I25v, Kyrie I). 
Kalkbrenner 1802, table 5 fig. I (diplomatic facs., opening of Gloria); Kiesewetter 1846, 
Beilagen, 3 no. 2 (diplomatic facs., opening of Gloria); Ambros 1891, 370 (after 
Kiesewetter); Barksdale 1953a, plate 8 no. 57 (MS Vg, fol. 285v, beginning of Gloria); 
Seay 1965, 146 (MS B, fols. 283v-284r, first opening of Gloria); Bank 1972, 46 ex. 17b 
(diplomatic facs. in score, beginning of Gloria). Wolf 1904, 2:30-37 no. 18 (diplomatic 
facs., MS G, Credo); Douce 1948, facing p. 54 (MS A, from Credo). Gastoue 1922, 65 
(MS G, fol. 13lv, Sanctus tr and mot); Gerold 1936, facing p. 364 (MS G, fol. 13Iv, 
Sanctus tr and mot); Parrish 1957, plates 1-li (MS G, fols. 13Iv-132r, Sanctus), discussed 
pp. 156-59; Reaney 1961, 123 (MS G, fol. 13Iv, Sanctus tr and mot). 

DATE AND OCCASION. On the connection of the Mass to the coronation of Charles V, see De 
Bure 1769, 452; Rive 1780, 11; Bumey 1776-89, 2:304n. (=rev. ed. 1:615), De Bure 1783; 
Castil-Blaze 1832; Bottee de Toulmon, [1846]a; Kiesewetter 1846, 41; Tarbe 1849, xxxii; 
Magnin 1851, 406; Fetis 186~5, 4: !58; Mas Latrie I877b, xvi; Hoepffner !908-21, 
l:xxxvii-xxxviii; Delachenal 1909-31, 3:93-94; Ludwig 1925, 420-21 n. 2; 1926-54, 
2:8* n. 2, 4:1; Leech-Wilkinson I990c, 8-9; esp. A.W. Robertson 1992, 102-3. 

Domling (I 971, 30 n. 2 I) and Keitel (I 982a, 289= I982b, 308-10) summarize the 
different views on dating of Machabey, S.J. Williams, Ape!, Giinther, Reaney, and 
Slliblein-Harder. (a) Early work, perhaps late 1340 (Ape! review of Chailley, Machabey and 
de Van eds.; Ape! 1953, 345 n. I; 1955, 71; Machabey 1960, 1397; see objections in 
Giinther 1963a, 113); (b) ea. 1350, as Machaut worked for Bonne of Luxembourg, and 
given to Rouen Cathedral (Maillard 1954, 5); (c) Winter 1359--{)() during Siege of Reims 
(Kiigle 1991, 374; cf. Hughes 1989, 397); (d) early 1360s, as votive offering to Virgin, 
commemoration of the delivery of the city of Reims from the Siege (Markstrom 1989, 36); 
(e) Mass possibly for a courtly chapel (Gallo 1985, 42; Hoffmann-Axthelm 1991, 351); (f) 
early 1360s, because clearly linked to the late motets in style; possibly connected to his 
poetic "testament," Plourez, dames (B32) (Leech-Wilkinson !993a, 45, 48; see also 
commentary below to Plourez, dames); (g) on the most likely destination of the Mass, for 
the anniversary foundation of Guillaume and Jean de Machaut in the early 1360s, see chap. 
1.18a and 1.18.3. 

TENOR SOURCES. See the discussion in A.W. Robertson 1992, 104-16. Kyrie: cf. Kyrie IV; 
T. Giillner 1981 (history of the tenor). Gloria: cf. Gloria IV (Leech-Wilkinson 1990c, 31-

67 On the titles, see A.W. Robenson 1992, 101-2, 132 n. 96, 134. 
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35, 37-38, 66-67). Credo: cf. Credo I (Handschin 1927-28, 542-43; Machabey 1953-54, 
40; Leech-Wilkinson 1990c, 39, 139). Sanctus: cf. Sanctus XVII. Agnus: cf. Agnus XVII 
(A.W. Robertson 1992, 104 n. 15). Ite: cf. Benedicamus Domino XVII, mode 6; cf. 
Sanctus VIII (Schalz 1980, 109 n. 52); see references in A.W. Robertson 1992, 108-9, esp. 
n. 28. 

EDmONS OF MUSIC.68 Complete editions: Chailley 1948; Machabey 1948; de Van 1949; 
Hiibsch 1953; Ludwig 1926--54, 4:1-20 (ed. Heinrich Besseler); Schrade 1956b, 3:37-64 
(critical notes 1956c, 93-97); D. Stevens 1973; Wilheim 1974; Leech-Wilkinson 1982, 
3:50-{)9; Leech-Wilkinson 1990b; 1990c. Partial editions: Kalkbrenner 1802 (extracts); 
Kiesewetter 1831; Bottee de Toulmon [!846]a (Gloria, fragment); La Fage 1864, 539; 
Ambros 1891,370 (=1864 ed., 337-38) (Gloria, fragment); Wolf 1904,3:50-53 no. 17 
(Kyrie I, Christe, Kyrie 11), 3:53-59 no. 18 (Credo, lacks Amen); Wooldridge 1905, 26--
28=1929, 245-47 (Agnus 11 only); Guelliot 1914, 306; Ludwig 1922-23,457-58 (Kyrie 
Ill); Besseler 1931, 149-50 (Agnus I, fragment); Gleason 1945, 97-98 (Agnus I); 
Parrish/Ohl 1951 (Agnus I); Leuchter 1964,23-26 no. 32b (Agnus I); Maillard 1954, 4-5; 
Starr/Devine 1964, 20-23=1974, 22-25 (Kyrie); Schmidt-Gorg 1968 (Kyrie); Kamien 1970 
(Agnus I); 1972 (Kyrie); Godwin 1975, 45-49 no. 6b (Agnus, Ite); Ultan 1977b, 122-24 
(Agnus); R. Robinson 1978 (Kyrie); Wilkins 1979, 14-15 (Kyrie I, with brief analysis); 
Palisca 1980, 82-86 no. 21 (=1988 ed., 87-91 no. 25) (Agnus); Allorto 1983, 35-43 
(Kyrie, Gloria); Lincoln/Bonta 1986,45-51 no. 18a (Kyrie); Yudkin 1989,485-86 (Kyrie 
I); Stolba 1991,68-70 no. 46 (Agnus). 

On old editions and fragments, see Ludwig 1926--54, 2:5*-6*; Reese 1940, 356 n. 67. 
Editorial problems are reviewed in Cape 1959-60; Fallows 1977a; Parrott 1977; R. 
Robinson 1978, Leech-Wilkinson 1990c, 96--170. There are some suggested emendations in 
Gombosi 1950, 207 n. 6; Hoppin 1960, 24; Domling 1971, 25 n. 6, 26 nn. 11-12; 
Fallows 1977a, 290 n. 7. 

DISCUSSION (musical). Wagner 1913; Gastoue 1922, 63--67 (overview with first use of term 
"motif conducteur" or "generating cell"); Machabey 1931, 406-8 (overview; use of 
"generating cell"); Gerold 1932, 336--39 and 1936, 372-75 (survey); Reese 1940, 356--57 
(translates passage from Machabey 1931 on "generating cell"); Chailley 1950, 246-49 
(overview); Gombosi 1950; S.J. Williams 1952, 292-309; Machabey 1953-54, 38-42 
(two motives guarantee unity); Barraque 1954 (rhythmic analysis); Blanchard 1956; Giinther 
1957, 150-54, 162--63 (overview); Hoppin 1957, 117 (comments on "generating cell"); 
Harman 1958, 148-53 (overview); Junger 1967, 173-74 (chromatic passage); Kuckertz 
1968 (with analytical tables); Ballif 1969, 269 ("generating cell" common to Mass and Lay 
de Nostre Dame, Contre ce dous [Ll5/IOJ); Reaney 1971,60--67 (overview); Bank 1972, 
41, 43 (tempo); Apfel 1974, 235-37 (musical structure); Ultan 1977a, 109-19 (basic 
motives, isorhythm, cadences); Hoppin 1978b, 414-20 (overview); Fremiot 1981; Dricot 
1982, 146; Petersen 1987; Hughes 1989, 396-97 (general style); Yudkin 1989, 482-87 
(overview); Leech-Wilkinson 1990c (complete analysis); Kiigle 1993, 345-48 (Machaut 
Mass an anomaly when compared to other fourteenth-century Mass movements); Leech­
Wilkinson 1993a, 45, 56-57 (directed progressions, simultaneous conception of parts). 

Kyrie. Ludwig 1922-23, 440-41 (style, transcription); Gombosi 1950, 215-17 (see 
criticism in Domling 1971, 26 n. 9); Apfel 1964--65, I :80= 1974, 236 (harmonic reduction 
of Kyrie I); Kuckertz 1968, ex. 8 (discussed p. 49); Domling 1971, 24-26; Besseler/Giilke 
1973, 60 (isorhythm); Sabbe 1980-81 (isorhythmic construction of tenor-contratenor pair); 
Apfel 1982, 126--28 (harmonic reduction and analysis of beginning); Chailley 1982, 283-
88 (hypothetical compositional process of Kyrie); Zillhardt 1986 (Pythagorean tonal 
system); Cross 1990,232,256 (chromatic intervals). See also above, "tenor sources." 

Gloria. Gombosi 1950, 209-11 (strophic structure), 217 (Amen) (see criticism in 
Giinther 1957, 152 n. 121); Kuckertz 1968, exx. 5, 6, 6a (discussed pp. 47-48); Kiihn 
1973, 189-92 (sonority, contrapuntal structure); Schalz 1980, 109-I3 (text declamation; 
Gombosi's analysis; text expression); Karp 1988, 72-73 (compositional priority of the 

68 The bibliography in the de Van ed. (1949, iii) lists some additional partial editions and 
concert programs with partial editions. The complete transcription of Perne prepared in 
1814 (F:Pi 930-31) and announced for publication in !830 (Fetis 1860-{)5; Ludwig 1926--
54, 2:6b*) never appeared. 
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tenor); Cross 1990, 231-33, 279-80 (chromatic intervals). Related works. Reaney 1960b, 
21; 1971, 6()...{)!; and G6mez 1985a (the Toumai Mass Gloria and Credo were written either 
in imitation of Machaut or were the model for Machaut's Gloria and Credo); Schalz 1980, 
108, 109 (relationship to Toumai Mass Gloria). See also above, "tenor sources." 

Credo. Picker 1920 (brief paraphrase of plainsong Credo I in motetus); Handschin 1927-
28 (paraphrase of plainsong Credo I throughout; simultaneous conception); Perle 1948, 
173-74 (structural significance of certain sonorities); Gombosi 1950, 211-14 (strophic 
structure), 217-18 (Amen); Kuckertz 1968, ex. 7, discussed pp.48-49; Domling 1971,27-
28 (Amen); Cogan/Escot 1976, 228-39 (rhythmic analysis); Cross 1990, 220, 221, 223, 
227 (chromatic intervals); Fuller 1992b, 244-52 (directed progressions, word painting, text 
setting). Related works: Apfell961, 43=1964--{)5, 1:77; 1974,236--37 (compares Machaut 
Gloria and Credo to Credo in F:APT 16bis (ed. Stliblein-Harder 1962, 110-13 no. 55); 
Chailley 1950, 200, 248; Machabey 1953-54, 40-41; Leech-Wilkinson 1990c, 38--40; and 
Fuller 1992b, 256 n. 41 (relationship to Toumai Mass Credo); Reaney 1960b, 21; 1971, 
6()...{)!; and G6mez 1985a (the Toumai Mass Gloria and Credo were written either in 
imitation of Machaut or were the model for Machaut's Gloria and Credo); Leech-Wilkinson 
1989, 1:131-34, 2:24 ex. 38 (explores the connections between Vitry's Douce plaisance I 
Garison, Tuba I In arboris, and Machaut's Aucune gent I Qui plus [MS], Hareu! I He/as! 
[M10], Felix virgo I Inviolata [M23], and the Amen of the Credo). See also above, "tenor 
sources." 

Sanctus. Gombosi 1950, 218; Leech-Wilkinson 1989, 1:180 (possible influence of 
harmony of the motel Portio I Ida); Cross 1990, 265-66 (augmented seconds). See also 
above, "tenor sources." 

Agnus. Besseler 1931, 148-50 (application of motel style is in part literal and in part 
free); Gombosi 1950, 219; Domling 1971, 26--27; Cross 1990, 280-81 ificta). See also 
above, "tenor sources." 

Ite. A work in F:AUT 152 has the same cantus firmus as Machaut's Ite (RISM 1969, 
I 18 no. 2). See also above, "tenor sources." 

MUSICAL LEGACY. Leech-Wilkinson (1982-83, 8 n. 10; 1990c, 17) notes that a Sanctus­
Agnus pair of Lionel Power (ed. Hughes/Bent 1969, nos. 118 and 141) is stylistically 
similar to the Machaut Sanctus. Bowers 1975-76, 107 (MS E [7] was in the possession of 
the duke ofC!arence from December 1412 probably until his death in 1421; thus, Lionel 
Power, a member of his chapel, could have studied Machaut's Mass from this manuscript). 

Planche 's mention (1980, 359) of a performance of the Mass in 1938 by Stravinsky is 
surely an error. See also Israel-Meyer in Guillaume de Machaut 1982, 339. Many have 
noted similarities between Stravinsky's Mass of 1943-47 and the Machaut Mass. 
Stravinsky denied a connection, stating that he did not hear the Mass until after his own 
Mass had been composed (Stravinsky 1962). On this question, see also Chailley 1960, 779 
and especially H. Weber 1987, 317-19. On twentieth-century compositions inspired by the 
Mass, see chap. 2.5 (Birtwistle, Gieseler, and Wuorinen). 

Mors sui, se je ne vous voy (virelai V29; Schrade virelai 26) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[1] C fol. 205v no. 28 
[3] V g fols. 331 v-332r no. 29 
[4] B fol. 329v no. 29 
[5] A fol. 491 r no. 29 
[6] G fol. 16lr no. 29 
[7] E fol. 16lr no. 13 

TEXT MANUSCRIPTS. 

I v (ea) 
2v (ea, ten) 
2v (ea, ten) (continuation of ten lost) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 

[10] M fols. 252v-253r no. 29 [50] Pa fols. 68v--{)8bis r no. 215 
FACSIMILE. Parrish 1957, plate xlvii (MS E), discussed pp. 149-53. 
EDffiONS OF TEXT. Chichmaref 1909,2:617-18 no. 29; Wilkins 1987,37-38. 
TRANSLATION. Wilkins 1987,38. 

ABBBAAB aabaab abbbaab ABBBAAB TEXT STRUCTURE. 3 strophes: 7434 4 74 11 774 774 I 7434474 11 7434 4 7 4 a:-oy, b:-our 
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EDffiONS OF MUSIC. Ludwig 1926--54, 1:84-85; Schrade 1956b, 3:185 (critical notes 1956c, 
145); Wilkins 1980d, 2; 1987, 36--39 no. 8. 

DISCUSSION (musical). Ludwig 1926-54, 1:85 (manuscript relations); Machabey 1955b, 
I :191; Wykes 1956, 23-26 (analysis); Wilkins 1987, 38-39 (general discussion); Fuller 
1991, 3-8 (contrasting analyses of the monophonic version of MS C and the 2v version of 
the later manuscripts). 

Moult sui de bonne heure nee (virelai V37; Schrade virelai 31) 
MANUSCRIPTS WITH TEXT AND MUSIC (all2v: ea, ten). 

[5] A fol. 494r no. 37 [6] G fols. !63r-163v no. 37 
TEXT MANUSCRIPT. 

[10] M fols. 255r-255v no. 37 
EDffiONS OF TEXT. Tarbe !856, 28; Chichmaref 1909,2:630--31 no. 37. 
TRANSLATION. Yudkin 1989, 495-% . 

. AABBAB bba bba a abbab AABBAB . , . 
TEXT STRUCTURE. 3 strophes. 7'7 ,577 •5 11 757' 757 • 17•7•577 •5 11 7'7•577 •5 a.-ee, b:-1 

DISCUSSION (literary). Cerquiglini 1985b, 185 (on souffisance). Feminine voice. 
TEXTUAL LEGACY (France). Christine de Pizan, De bonne heurefusje nee, no. 30 of the Cent 

Ballades d'Amant et de Dame. 
TEXTUAL LEGACY (England). Chaucer, Troilus (Wimsatt 1976, 290--91). 
EDffiONS OF MUSIC. Ludwig 1926--54, 1:90--91; Schrade 1956b, 3:190 (critical notes 1956c, 

147); Yudkin 1989, 493-95 (after Schrade). 
DISCUSSION (musical). Machabey 1955b, I: 194-95; Yudkin 1989, 493-97. 
MUSICAL LEGACY. On a group of late fourteenth-century virelais in similar style to 

Machaut's Se je souspir (V36/30), V37, and De tout sui (V38/32), see Fallows 1990, 22-
23. 

N'en fait n'en dit n'en pensee (ballade Bll) 
Refrain: Tant comje vivray 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[!] C fol. 162v no. !I 
[3] V g fol. 30 I v no. !I 
[4] B fol. 299v no. I! 
[5] A fol. 460r no. 12 
[6] G fol. 138r no. 12 
[7] E fol. 148r no. 6 

TEXT MANUSCRIPTS. 

2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten) 
2v (ea, ten) 

[10] M fol. 238v no. !I [50] Pa fols. 49v-50r no. !52 
EDffiON OF TEXT. Chichmaref 1909, 2:546--47 no. 14. 

TEXT STRUCTURE. 3 strophes:;.~;~ ~7a.~ a:-ee, b:-ay 

DISCUSSION (literary). Hassell (1982, no. R71) indexes a proverb. 
EDITIONS OF MUSIC. Ludwig 1926--54, I: 10; Schrade 1956b, 3:82 (critical notes 1956c, 

104-5); Ultan 1977b, 97. 
DISCUSSION (musical). Machabey 1955b, 2:26; Salop 1971, 50, 57-58 (melodic direction in 

cantus); Liihmann 1978, 118-19, 187-92 (declamation); Karp 1988, 70--71 (compositional 
priority of tenor). 

ANTECEDENT (textual and musical). Ludwig (1926--54, 1: 10; cf. Giinther 1972, 54) noted that 
the refrain (compare Tres douce dame que [B24] and De tout sui [V38]) cites the frrst line of 
a rondeau by Adam de la Halle, Tan/ con je vivrai (ed. Gennrich 1921-27, 1:68 no. 80; 
Wilkins 1967, 58 no.l5; text ed. Van den Boogaard 1969, 56 no. 83, 249 no. 1759); 
Frobenius (1986, !I col. a) considers this uncertain because of the brevity of the citation. 
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Ne pensez pas, dame, que je recroie (ballade BlO) 
Refrain: Ne riens qui soit ne me destourne I 

Qu' a vous ne pense, ou que je tourne.69 

MANUSCRIPTS Wfi1I TEXT AND MUSIC. 

THE MUSIC 

[I] C fol. 162r no. 10 
[3] V g fol. 30!r no. 10 

2v (ea, ten; empty staves for ct)70 
2v (ea, ten) 

[4] B fol. 299r no. I 0 2v (ea, ten) 
[5] A fol. 459v no. !I 2v (ea, ten) 
[6] G fols. 137v-138r no. !I 2v (ea, ten) 
[7] E fol. 156v no. 3 5 2v (ea, ten) 

TEXT MANUSCRIPT'. 
[10] M fol. 238v no. 10 

FACSIMILE. Ape! 1953, 353 facs. 68 (MS A). 
EDffiON OF TEXT. Chichmaref 1909,2:546 no. 13. 

TEXT STRUCfURE. I strophe: 1~.~0 1~.~0 1b0f,f, a:-oie, b:-oy, c:-ourne 

DISCUSSION (literary). See chap. 6.4, note to Lo 174. 
EDffiONS OF MUSIC. Ludwig 1926-54, 1:9 (Ape! 1953, 354 provides an emendation of clos 

ending); Schrade 1956b, 3:81 (critical notes !956c, 103-4). Bent (1983, 69) discusses 
variants in MSS VgBE. On barring, see Gunther 1957,92 n. 54; Koehler 1990, 1:110--11 
n.61. 

DISCUSSION (musical). Ape! 1953, 352-54 (notation); Machabey 1955b, 2:25; Wykes 1956, 
10--18 and diagrams in appendix A (analysis); Diimling 1970, 57-58 (study of tenor), 67-
68 (successions of similar sonorities); Salop 1971, 52 (directed motion in cant us). 

Ne quier veoir. See Quant Theseus I Ne quier (ballade B34) 
Ne say comment commencier. Le Lay de l'Ymage (lai Ll4; Schrade lai 9) 
MANUSCRIPT'S WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 189r-19lr no. !I (has title) [5] A fols. 39lv-393v no. 14 (has title) 
no. 14 [3] Vg fols. 245r-247v no. 14 [6] G fols. 90r-9lv 

[4] B fols. 243r-245v no. 14 [7] E fols. !18v-l 19v no. !I (has title) 

TEXT MANUSCRIPTS. 
[10] M fols. 227v-228v no. IS [50] Pa fols. 53r-54v no. 167 (has title) 

EDffiON OF TEXT. Chichmaref 1909, 2:389-96 no. 14. 
TRANSLATION. Kelly 1978,47 (a few lines of strophe 6). 
TEXT STRUCTURE. 12 strophes, 224 lines: 

ababba ba la. 74 74 74 77 11lb. same 11 

c cdd cc dd 2a. 5•5•34 I 5•5•34 112b. same 11 

eeef 1eeef 1 3a. 7777 7777 I 3b. same 11 

4 g g g g h I g g g g h 11 4b 11 
a. 5'5'5'7'7 5'5'5'7'7 ·same 

iiij iiij Sa. 8884 I 8884 11 Sb. same 11 

kkkkllm kkkkllm 
6a. 5557345 • 1 5557345 • 11 6b. same 11 

nnnno nnnno 
7a. 7'3'3'7'7 17'3'3'7'7 117b. same 11 

8 P P P P q I P P P P q 11 8b 11 
a. 8'5'5'8'8 8'5'5'8'8 ·same 

r rss rrss r 
9a. 774747474 11 9b. same 11 

tttu
1
tttu 

lOa. 3•3'7'3 3•3.7'3 11 !Ob. same 11 

vvvvu vvvvu !la. 45335 I 45335 11 !I b. same 11 

12a-b. = I a-b. 

69 Reaney ( 1959b, 32, 39) argues for a two-line refrain in this ballade for which only the first 
strophe is transmitted. 

70 The empty space was probably intended for the text residuum and later filled with staves. 
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a:-[i]er, b:-ay, c:-oie, d:-oir, e:-ueil, f:-is, g:-ance, h:-art, i:-e, j:-ient, k:-our, 1:-i, 
m:-age, n:-iere, o:-or, p:-aire, q:-ans, r:-er, s:-ort, t:-ure, u:-ent, v:-ir, u:-uit 
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DISCUSSION (literary). Luttrell 1978, 290 n. 9 (phrase "dous dangier"); Huot 1987, 266--68, 
272-73 (pairing of L14/9 and the Lay du Mirouer, Se quanque Diex [Lll] in MS C). 
Hassell (1982, no. 067) indexes a proverb. 

EDITIONS OF MUSIC. Ludwig 1926--54, 4:40--42 (ed. Besseler); Schrade 1956b, 2:30-33 
(critical notes 1956c, 62~3). The music of strophes 1 and 12 is the same, except that 
strophe 12 is a perfect fifth higher. 

DISCUSSION (musical). Machabey 1955b, 1:118 ("isorhythm" in strophes 3 and 5); Mulder 
1978, 81-82, 118-22; 1979 (Marian symbolism realized in the music). 

Nes qu'on porroit les estoilles nombrer (ballade B33) 
Refrain: Le grant de sir que j' aide vous veoir 

MANUSCRIITS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 
[3] V g fol. 314r no. 33 [6] G fols. 145v-146r no. 32 
[4] B fol. 313r no. 33 [7] E fols. 178r-178v71 in Voir Dit 
[5] A fol. 471r no. 32 

TEXT MANUSCRIPTS. 
[10] M fol. 242v no. 33 Lo232 VgBAMD (chap. 6.4) 
[50] Pa fol. 70r no. 223 VD16 AFEPm (chap. 5.13 table 5.3) 

EDITIONS OF TEXT. P. Paris 1875, 67; Monod 1903, no. 10; Chichmaref 1909, 1:209 no. 
232; Woledge 1961, 221-22; Wilkins 1972, 86 no. 143. 

TRANSLATIONS. Reaney 1959b, 27-28 (summary only); Woledge 1961, 221-22; Weiss 1967 
and Weiss{faruskin 1984 (letter 10 of the Voir Dit [ed. P. Paris 1875, 67-70], with 
important passages that bear on B33); Little 1980, 50-51 (excerpt from letter 10, and 4 ll. 
of narrative from the Voir Dit that introduce the ballade); Fuller 1987b, 111; Wilkins 1989, 
66 (strophe 1); Boulton 1993, 201 (strophe 3); Wimsatt 1994, 33 (strophe 1); see also 
discography (chap. 8.3 and 8.8). 

DATE. Mentioned in letter 10 of the Voir Dit, which can be placed near the return of King 
John II from captivity in England (late 1363). Hoepffner (1908-21, 3:247-48, note toll. 
1325-28 of Confort) noted a relationship between B33 and Confort; later (3:255, note to 1. 
276 of the Fonteinne; see commentary to Quant j' ay /' espart [R5]), he asserted that such 
correspondences have relevance for dating of the lyric in question, and specifically referred 
back to B33. Machabey (1955b, 2:57, 51) notes that this ballade appears in the Voir Dit 
between letters 9 and 10 and thus dates at least from 1362, five years after Confort, though 
he concurs however that the ballade may have existed prior to its inclusion in the Voir Dit. 
Leech-Wilkinson (1993a, 50; 199b, 110-11), based on the date of letter 4 in the Voir Dit 
(ed. 1875, 52-55 as no. 6), indicates that B33 was probably complete in March 1363. 

TEXT STRUCTURE. 3 strophes: 10ab ab bcC a:-er, b:-ent, c:-oir 
DISCUSSION (literary). Patch 1927, 96 n. 2 (theme of Fortune); Reaney 1959b, 27-28 

(general discussion of content). The following Voir Dit passages concern B33: (a) 
Guillaume 's letter 4 mentions composition of the ballade in the manner of a "res 
d' Alemaingne" (ed. 1875, 55 as letter 6); (b) the text of B33 is inserted in the narrative (ll. 
1482-1502, ed. 1875, 67); (c) Guillaume sends B33 and the Fonteinne with letter 10, again 
indicating that the ballade is "a la guise d'un res d'Alemangne," and provides some 
directions for performance of the work (ed. 1875, 69). For excerpts from or commentary on 
these passages, see Quittard 1917-19, 125-26; Ludwig 1926--54, 2:54b*-55a*; Eichelberg 
1935, 67--{)8; Little 1980, 49-52; Roques 1982, 168; Gallo 1985, 44 (with translation); 
Cerquiglini 1986a, 106; Leech-Wilkinson 1990a, 229-30; M.L. Gollner 1993, 147-48, 
154; Leech-Wilkinson 1993a, 50-51, 53 n. 30; 1993b, 110, 113, 134-35. Cerquiglini 
(1985b, 219-21) rectifies an important omission in P. Paris's edition of the letter. See also 
below, musical discussion. 

In the Voir Dit, the narrative verse, the lyrical verse, and the prose of the letters often 
relate to each other. To take B33 as an example, many lines are elsewhere presaged or 
recalled: (a) mention of"le tour dou ftrmament" near the beginning of the Voir Dit (1. 17, 

7! Tenor G de Mascandio (discussed in Earp 1983, 125-26). 
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ed. 1875, I) is an image found in I. 5 of B33; (b) the phrase "le plus grant desir que j'ay, ce 
est de vous veoir," found near the beginning of letter 7 (ed. 1875, 27 as letter 3; cf. Leech­
Wilkinson 1993b, 110 n. 32) anticipates the ballade's refrain; (c) Demon vrai cuer jamais 
ne partira (VD17), the ballade that is inserted next after B33, recalls the opening line of B33 
by its refrain, Ne qu' on porroit tarir la haute mer; this theme in turn recurs in strophe 3 of 
the following virelai, Cils a bien/ole pensee (V24=VD18), which is a much older work that 
appears in MS C; (d) mention of the "guise d' Alemaingne," though in a completely 
different context (1. 2490, ed. 1875, 103); (e) "Et faite estoile en firmament I Des Dieus, 
pour luire clerement" recalls images in strophe I of the ballade (1. 5959, ed. 1875, 261). 
Such textual reminiscences can also occur across works, e.g., a similar theme is treated in 
Con/ort (ll. 1325-28); see discussion above on the date of B33. Hassell (1982, no. E85) 
indexes a proverb. 

TEXTUAL LEGACY (France). Christine de Pizan, C. ballades no. 28 (ed. M. Roy 1886-91, 
1:29; cited in Poirion 1965, 249 n. 35). 

TEXTUAL LEGACY (Catalonia). The last of the five inserted rondeaux (Le grand desir que jay 
puise veojir; ed. Pages 1936, 140) in the Catalan Storia de /' amant Frondino de Brisona is 
related to B33; see chap. 5.13, textual legacy. 

EDffiONS OF MUSIC. Quittard 1917-19, after p. 138; Ludwig 1926-54, 1:38-39; Schrade 
1956b, 3:122-23 (critical notes 1956c, 116-17); Wilkins 1980b, 1-2 (Chaucer, Hyd, 
Absolon underlaid); Fuller 1987b, 109-11 no. 18a. 

DISCUSSION (musical). Machabey 1955b, 2:47-48; Martinez 1963, 109-11 (melodic 
motives, rhythmic and harmonic uniformity), 113-16 (contrast between French and Italian 
style); Fuller 1987b, liS (brief introduction); Giinther 1990, 76 (unusual final cadence); 
M.L. Gollner 1993, ISO (simultaneous conception). 

In letter 10 of the Voir Dit, Machaut says that the music of B33 is "a la guise d'un res 
d' Alemaigne," a tantalizing piece of information that is unfortunately difficult to interpret. 
See Quittard 1917-19, 125; Handschin 1929-30; Pirro 1930, 71-72; Handschin 1931; 
1949; Bukofzer 1960, 848; Kelly 1978,253-54,259 n. IS; Fallows 1983; Arlt 1993,41 
n. 7 (citing L. Welker); M.L. Gollner 1993; the term is also employed in the Echecs 
Amoureux, in the excerpt printed in Abert 1904-5, 3541. 17 (cited in Pirro 1930, 71-72; 
new ed. Kraft 1977, 108 I. 633). Leech-Wilkinson (1993a, 50-52) provides the most 
plausible and thorough explanation, rather close to Handschin 's: B33 is unusual in the 
frequent "dominant" to "tonic" motion in the lowest sounding voice, imitating the dance 
music of the German wind band presumably referred to by the name (i.e., res= Reihe); 
despite their surface similarities, the harmonic backgrounds of Plourez, dames (B32) and 
B33 are very different. On a "danse d' Alemagne" cited by Froissart, see Mullally !990, 250; 
Leech-Wilkinson I993a, 51-52. 

Letter 10 also provides information on performance practice, including instrumental 
performance; see Reaney 1954c, 246-47; 1956, 5--{), 7, 10; 1966, 709, 719; 1971, 16; 
1977, 7; S.J. Williams 1977, 467..{)8; Leech-Wilkinson 1993a, 52-53 (the most reasonable 
solution). Specifically concerning the phrase "sans rien oster ne mettre" [without adding or 
taking anything away], see Haas 1931, 104; Handschin 1931, 38; Reaney 1954c, 246-47; 
1960b, 24; 1971, 41-42; S.J. Williams 1977, 467; Cerquiglini 1985b, 47-48, 220-21; 
Leech-Wilkinson 1993a, 55-56. 

The pervasive use of certain melodic formulas in tempus imperfectum, prolatio major 
links Donnez, signeurs (B26), Une vipere (B27), and Je puis trop (B28) as one group, and 
Plourez, dames (B32), Nes qu' on (B33), and Se pour ce muir (B36) as another; the same 
formulas are seen to a lesser extent in En amer (RF4), Cinc, un (R6), and Douce dame, tant 
(R20) (cf. Reaney 1955, 47; Giinther 1957, 80-84; Hirshberg 1971, 120-33; Little 1980, 
49; Arlt 1993, 63). On melodic formulae in B32-33 and B36, see also Reaney 1971, 42; 
Salop 1971, 54-55 (melodic direction, motives in cantus); Mulder 1978,99-114 (the theme 
of despair common to the three ballades is mirrored in their similar musical material); 
Mulder 1978, 99-114; Little 1980, 57-59; M.L. Gollner 1993 (text/music relationship); 
Leech-Wilkinson 1993a, 50, 52-53 (differences between Plourez, dames [B32] and B33). 
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Nuls ne doit avoir merveille (lai L5; Schrade lai 4) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 174r-176v no. 5 [5] A fols. 374v-376v no. 5 
[3] V g fols. 227r-229v no. 5 [6] G fols. 79r-80v no. 5 
[4] B fols. 225r-227v no. 5 [7] E fols. lllr-112v no. 6 

TEXT MANUSCRIPT. 
[10] M fols. 2!3v-214v no. 5 

EDffiONOFTEXT. Chichmaref !909, 2:314-21 no. 5. 

TRANSLATION. See discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 12 strophes, 194lines: 

a a ab a a ab 1 11 la. 7'7'7 ,7 I 7'7'7'7 I I b. same 
bbmmn bbmmn 11 7a. 331 '5'5 1 331 '5'5 7b. same 11 

c cd c cd 2a. 7•3•7 17'3,7 112b. same 11 
ooooopp

1 Sa. 7'7'7'7'7'57 I 8b. same 11 

e f g e f g g f f g f g 11 1 3a. 77'5 I 77' 5 I 77'7'77'7 3b. same I 9a. 7qqqqq 119b. same 11 

hhhi hhhi 
4a. 3"3'7'3 13,3,7'3 114b. same 11 lOa. !~:;:;; 11 !Ob. same 11 

5 j j j j j j I j j j j j j 11 5b 11 
a. 7'5'5'5'5'7' 7'5'5'5'5'7' ·same 

ss stst 
ila. 10'10'10'4'10'4' Ill lb. same 11 

klkl klkl 6a. 7575 I 
7575 

11 6b. same 11 uuuv uuuv 
12a. 7'7T 7 I 7'7'7'7 11 12b. same 11 

a:-[u]eille*, b:-ueil, c:-einne, d:-our, e:-in, f:-ine, g:-oy, h:-eingne, i:-ui, j:-ire, k:-aut, 
1:-uis, m:-aire, n:-ort, o:-aie, p:-ir, q:-il, r:-ais, s:-eindre, t:-ame, u:-endre, v:-oir 
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*:This irregularity is acceptable (Hoepffner 1908-21, 3:252, note to Confort, ll. 3605-17; 
cf. Pour ce qu' on puist [L3]). 

DISCUSSION (literary). Huot 1987, 264--{)5 (pairing ofL514 and Par trois raisons [L615]). 
EDITIONS OF MUSIC. Ludwig 1926-54, 4:29-30 (ed. Besseler); Schrade !956b, 2:10-14 

(critical notes !956c, 58). The music of strophes I and 12 is the same, except that strophe 
12 is a perfect fifth higher. 

LITERARY AND MUSICAL ANTECEDENT. Schrade (1956c, 58; 1958--{)J, 847-48) indicates that 
L514 is metrically, rhythmically, and melodically closely related to the Roman de Fauvellai 
Talant que i' ai d'obeir (ed. Rosenberg!Tischler 1991,59-70 no. 21). 

DISCUSSION (musical). Reaney 1955-56,28-29 (analysis of strophes I and 5). 

0 fleur des fleurs. See Armes, Amours (by Eustache Deschamps and F. 
Andrieu), chap. 7 .4. 

0 livoris. See Fons I 0 livoris (M9). 
0 series summe. See Quant vraie amour I 0 series (Ml7). 
Obediens usque ad mortem. See Hareu! I Helas! (MlO). 
On ne porroit penser ne souhaidier (ballade B3) 

Refrain: Quant j' aim la flour de toute creature 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[I] C fols. 158v-159r no. 3 
[3] V g fol. 297v no. 3 
[4] B fol. 295v no. 3 
[5] A fol. 455r no. 3 
[6] G fols. !34v-!35r no. 3 
[7] E fol. 148v no. 7 

TEXT MANUSCRIPTS. 

2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten) 
3v (ea, ten, et [corrupt at beginning]) 

[10] M fol. 237v no. 3 Lo7 CWVgBAEHMD 

EDffiONS OF TEXT. Chichmaref 1909, I:23 no. 7; Wilkins 1972,88 no. 151. 
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DATE. After 1339 (see below on "literary anteadent"). 

TEXT STRUCTURE. 3 strophes: 1~f0 1~f0 f01~. 1~. a:-ier, b:-our, c:-ure 

DISCUSSION (literary). Deschaux 1978b; Luttrell 1978, 290 n. 9 (phrase "plaisam dangier"). 
LITERARY ANTECEDENT. Text mode led on a ballade by Jean de le Mote, the first lyric inser­

tion in his Li Regret Guil/aume (dated 1339; ed. Scheler 1882, 20-21). Discussed in 
Hoepffner 1911, 163; Reaney 1959b, 26; Giinther 1972, 53-54 (employs the term balade 
entee for B3; see Frobenius 1986, 11 col. b); Wilkins 1983a, 194; Frobenius 1986, 11 col. 
a (Machaut's lyric production must have started well before 1339 and thus B3 is prior to 
Jean de le Mote's ballade); Earp 1991b, 110-13. 

EDIDONS OF MUSIC. Ludwig 1926--54, 1:3; Schrade 1956b, 3:72-73 (critical notes 1956c, 
99-100); Wilkins 1980b, 11-12 (Chaucer, Flee fro the prees underlaid). The corrupt 
contratenor appears only in MS E; it is surely not authentic. 

DISCUSSION (musical). Salzer 1952, 1:275, 2:329 ex. 530 (two levels of reduction of the 
refrain, considered as a 3v work); Machabey 1955b, 2:20-21; Wykes 1956,43-49 (analyzed 
as a 3v work); Salop 1971, 55-56 (role of register in the melodic direction of the cantus); 
Domling 1972, 304-5 (music emphasizes internal rhymes in the text); Liihmann 1978, 
120-21 (declamation); Mulder 1978, 82-83, 94-95 (motivic analysis). 

On parle de richesses et de grant signorie (lai L8) 
TEXT MANUSCRIJYrS. 

[1] C fols. 194v-196r no. 14 
[3] V g fols. 234v-23Sv no. 8 
[4] B fols. 232v-233v no. 8 
[5] A fols. 381 v-382v no. 8 

FACSIMILE (refer to chap. 4.4s). Miniature C106. 

[6] G 
[7] E 

[10] M 

fols. 83v-84r no. 8 
fols. 127r-127v no. 17 
fols. 217v-218v no. 8 

EDIDON OF TEXT. Chichmaref 1909, 2:338-44 no. 8. 
TEXT STRUCTURE. 13 strophes, 178lines12: 

1. 12'ata'a'a I atata'a' 11 
2. 12'bbbb I bbbb 11 
3a. 12cccccccc 11 3b. same 11 
4a. IO'deed 114b. same 11 

Sa. !Ofgfggffg 11 Sb. same 11 

6a. 8' hhhi hhhi 11 6b. same 11 
7a. 8jkkjjkkj 11 7b. same 11 

8a. 7lmlmnnmnm 11 8b. same 11 
9a. 5 '()()()(}()0 11 9b. same 11 
lOa. Spppppq I pppppq 11 lOb. same 11 
lla. 4rrrrrrrr 11 lOb. same 11 

sst sst 12a. 332 332 11 12b. same 11 

13. 12'a*a*a*a* I a* atata* 11 

a:-ie, b:-ance, c:-ir, d:-ose, e:-ire, f:-er, g:-i, h:-esse, i:-ee,j:-ien, k:-te, 
!:-ours, m:-is, n:-orl, o:-ure, p:-ay, q:-menl, r:-il, s:-our, t:-oy 
t: lyric caesura *: epic caesura 

DISCUSSION (literary). Poirion 1965, 529 n. 82; Wimsatt 1968, 174 n. 9; Huot 1987, 269-
71; Wimsatt 1991b, 323 n. 16. Feminine voice. Hassell (1982, nos. R60, S121, S122) 
indexes proverbs. 

Par trois raisons me vueil deffendre (lai L6; Schrade lai 5) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 176v-179r no. 6 [5] A fols. 377r-379r no. 6 
[3] V g fols. 229v-232r no. 6 [6] G fols. 80v-82r no. 6 
[4] B fols. 227v-230r no. 6 [7] E fols. 124r-125r no. 15 

TEXT MANUSCRIPT. 
[10] M fols. 214v-216r no. 6 

TREATISE. Baudet Herenc, Doctrinal de la Secunde Rewrique (1432) (chap. 2.3.1d). 
EDIDON OF TEXT. Chichmaref 1909, 2:322-29 no. 6. 

72 Strophes 1, 2, and 13 provide rare examples of the alexandrine in Machaut. Maillard (1984, 
328) counts thirteen strophes, while Poirion (1965, 403) counts twelve, combining 
strophes 1 and 2. 
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TEXT STRUCfURE. 12 strophes, 218lines: 
a ab a ab m m mmmmmmm mmmmmmm la. 
8

,
8

,
8 

I 
8

•
8

•
8 

11 lb. same 11 7a. 7 5 I 55 55 57 5 11 55 55 57 5 117b. same 11 

cc c cd cc c cd nnnno nnnno 11 2a. 5'5'2'2'7 I 5'5'2'2'7 11 2b. same 11 8a. 45335 I 45335 8b. same 11 

eeef eeef 1 3a. 7'5•5.7' 17,5•5'7' 11 3b. same I 
p p p p p I p p p p p 11 b 11 

9a. 7'5'3'3'7' 7'5'3'3'7' 9 . same 

ghhg ghhg I 
4a. 46'4'6 146'4'6 114b. same I 

qq rr qq rrq 
lOa. 77 47 47 474 11 !Ob. same 11 

Sa. IO'ij I ji 11 Sb. same 11 sstsst sstsst 
11 a. 7'3 •37'3 ,3 I 7'3 ,37'3 ,3 11 I! b. same 11 

kkkkl kkkkl 6a. 77777' I 77777 , 116b. same 11 12a-b. = la-b. 

a:-endre, b:-tion (b rhyme in strophe 12: -on), c:-oie, d:-eus, e:-ace, f:-iere, g:-ait, h:-aire, i:­
ine, j:-ere, k:-is, l:-ure, m:-our, n:-ay, o:-ir, p:-eingne, q:-ort, r:-ment, s:-ance, t:-art 

DISCUSSION (literary). Calin 1974, 232; Huot 1987, 264--{)5 (pairing of Nuls ne doit [LS/4) 
and L6/5). Hassell ( 1982, no. C62) indexes a proverb. 

EDITIONS OF MUSIC. Ludwig 1926-54, 4:31-33 (ed. Besseler); Schrade 1956b, 2:15-18 
(critical notes 1956c, 58-59). The music of strophes I and 12 is the same, except that 
strophe 12 is a perfect fifth higher. 

DISCUSSION (musical). Machabey 1955b, 1:116-17 (melodic study of strophe 7). 

Paradis d'Amour. See Amours, se plus demandoie (lai L9). 
Pas de tor en thies pais (ballade B30) 

Refrain: Seur toute creature humeinne 73 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et; ten corrupt in all sources). 

[3) V g fol. 312v no. 30 [5) A fol. 469v no. 29 
[4] B fol. 3II v no. 30 [7) E fol. I56r no. 32 

TEXT MANUSCRIPT. 
[10) M fol. 242r no. 30 

EDIDONS OF TEXT. Chichmaref 1909, 2:559--{)0 no. 35. 
TRANSLATION. Keitel 1977b, 5; see also discography (chap. 8.3 and 8.8). 
DATE. Reaney (1958b, 48) considers the poem early because of the apparent subject (a lady 

whom Machaut met while travelling in Germany), and the octosyllabic lines. 

TE 3 h ababbcC . b , . XT STRUCTURE. strop es: 
88 88 88

,
8

, a:-ts, :-te, c:-emne 

DISCUSSION (literary). Keitel 1977b, 6 (reports Sarah Jane Williams's observation that 
strophe 2 is related to Gent corps,faitis, cointe, apert et joly [VD42]); Guthrie 1991, 80 
(poetic rhythmic stress in the octosyllabic lines). On the meaning of the text, see Raynaud 
1909, 462; Reaney 1958b, 48. Hassell (1982, nos. F96, R70, R77) indexes proverbs. 

EDIDONS OF MUSIC. Ludwig 1926-54, 1:33-34; Schrade 1956b, 3:116-17 (critical notes 
1956c, 115); Keitell977b. See Giinther (1957, 75 n. 40) on corruption in tenor and ouvert 
ending. 

DISCUSSION (musical). Machabey 1955b, 2:43-44; Wykes 1956, 52-58 (analysis); Giinther 
1957, 85-86 (motivic analysis); Salop 1971, 69-70 (melodic direction); Kiihn 1973, 213 
(melodic design); Keitel 1977b, 6; Liihmann 1978, 220, 222 (declamation). 

Patrem omnipotentem. See Messe de Nostre Dame. 

73 The line also appears in Vergier, I. 99, and J' ay tantl Lasse! (M7) motetus. 
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Phyton, le mervilleus serpent (ballade B38) 
Refrain: Quanta ma dame me rei quier 

MANUSCRWfS WITH TEXT AND MUSIC. 
[5] A fols. 473v--474r no. 37 
[6] G fol. 148v no. 37 
[7] E fol. 157r no. 36 

[58] Trem fol. xix no. 40 
[58] Trem fol. xxix no. 67a 

TEXT MANUSCRWfS. 

3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, ct)74 

(index only) 
(index only) 

THE MUSIC 

[10] M fol. 243v no. 38 [50] Pa fols. 51 v-52r no. 160 
[16] J fol. 11 v Fauston li merveilleus serpens 

EDffiONS OF TEXT. Chichmaref 1909, 2:563--64 no. 43; Wilkins 1969a, 22-23 no. 12, notes 
p. 124. 

TRANSLATION. Pryer 1977, 29 (strophe I); see also discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 3 strophes, duplex ballade75: 8ab ab be bC a:-ent, b:-it, c:-ier 
DISCUSSION (literary). Poirion 1965, 589 n. 39 (problems with the use of ancient mythology 

in this work); Lefferts/Huot 1989, ii; Guthrie 1991, 79-80 (stress patterns in the 
octosyllabic lines). Note the use of similar images in Confort, 11. 2623, 2691-92. 

TEXTUAL LEGACY (France). Froissart, Espinette Amoureuse (Fourrier 1963, 177 note to 11. 
1617-18). 

TEXTUAL LEGACY (England). Chaucer, Complaynt d' Amours (Wimsau 1978, 71; 199lb, 313 
n. 14). 

EDffiONS OF MUSIC. Ludwig 1926--54, 1:46; Schrade 1956b, 3:132-33 (critical notes 1956c, 
120). 

DISCUSSION (musical). Machabey 1955b, 2:52; Giinther 1957,88-90 (internal rhythmic and 
motivic correspondences); 1958, 35 n. 27 (changes of prolation); Fisc her 1961, 44 
(essential role of contratenor; criticism in Apfel 1974, 174); Giinther 1963a, 106 (internal 
rhythmic and motivic correspondences); Hirshberg 1971, 147--{51 (extended analysis); Salop 
1971, 63--64 (melodic direction in cantus); Domling 1972, 302 (text painting), 303 (text 
setting of I. 5); Karp 1988,73-74 (compositional priority of the cantus). 

MUSICAL LEGACY. The same music and text are cited at the beginning of Phiton, Phiton, 
beste tres venimeuse, a ballade for Gaston Febus by Magister Franciscus.76 Hirshberg 
(1971, 166-70; 1973-74, 65 n. 11) argues-in my opinion, unconvincingly-for the 
priority of Franciscus's ballade. See also Berger 1990. 

Plange, regni respublica! See Tu qui gregem I Plange (M22). 
Plourez, dames, plourez vostre servant (ballade B32) 

Refrain: Se Dieus et vous ne me prenez en cure 
MANUSCRWfS WITH TEXT AND MUSIC. 

[3] V g fol. 313v no. 32 
[4] B fol. 312v no. 32 
[5] A fol. 4 70v no. 31 
[6] G fol. 145v no. 31 
[7] E fols. 173r-173v in Voir Dit 

[69] U tr fol. 27r no. 8 
TEXT MANUSCRWfS. 

[10] M fol. 242v 
[40] I fols. 18v-19r 

no. 32 
no. 94 

3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
3v (ea, ten, et) 
frag. (ten, ct)77 

Lo229 VgBAMD (chap. 6.4) 
VD5 AFEPm (chap. 5.13 table 5.3) 

74 Tenor G de Mascandio (discussed in Earp 1983, 125-26). 
75 Brief discussion of text form in Ziino 1990, 20. 
76 Facs. MGG 4 (1954), plate 28 facing col. 545; ed. Reaney 1954b, 98-100; Wilkins 

1969a, 41 no. 27 (text only); Ape! 1970-72,2:54-55 no. 27; Greene 1981-89, 18:47--49 
no. 18; Lefferts/Huot 1989, 1-3 no. I (literary note on the text, p. ii; translation, p. v). 
Analyzed in Reaney 1954a, 635-36; Giinther 1972, 56; Berger 1990 (new emendations). 

77 Most of the tenor and the complete contratenor are extant; the cantus is lost. 
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FACSIMILE. Wolf 1904, 2:43--45 no. 25 (diplomatic facs., MS G); Bank 1972, 44 ex. IS 
(diplomatic facs. in score of beginning). 

EDffiONS OF TEXT. Tarbe 1849, 57-58; P. Paris 1875, 25; Queux de Saint-Hilaire/Raynaud 
1878-1903, IO:lv no. 48 (after MS I); Chichmaref 1909, 1:206 no. 229; Wilkins 1972,91 
no. 162. 

TRANSLATIONS. Little 1980, 52-55 (relevant passages from Voir Dit letter 2 [ed. P. Paris 
1875 as letter 4], and verses that introduce the ballade, ll. 542-70); Cerquiglini/Berthelot 
1987,117-18 (modem French); Wimsatt 1991b, 37 (strophe I); see also discography (chap. 
8.3 and 8.8). 

DATE. Machabey (1955b, 2:46) tentatively placed B32, as the "testament" of Machaut, in late 
1360, though he later placed it in 1362 (2:51), and other dates can be extrapolated from his 
earlier discussion (I :57-58). Poirion (1965, 200) asserted that B32 had been composed 
before the Voir Dit, on an occasion when Machaut was truly ill. Leech-Wilkinson (1993a, 
46--48; 1993b, 108 n. 21) places composition of the text, according to internal evidence in 
the Voir Dit, in the first half of 1362, and the composition of the music later in 1362. 

TEXT STRUCTURE. 3 strophes: ~~~0 ~~~0 ~ 1~1 g, 1~ a:-ant, b:-ente, c:-i, d:-ure 

DISCUSSION (literary). Amon 1976, 5 (color black); B. Cazelles 1984 (on devotional poetry); 
Wimsatt 1991 b, 37-39 (analysis). The following Voir Dit passages concern B32: (a) the 
text and music are sent with Guillaume's letter 2 (ed. P. Paris 1875,41--42 as letter no. 4); 
(b) the text of B32 is inserted in the narrative (ll. 571-94, ed. 1875, 25-26); (c) Toute Belle 
acknowledged receipt in her letter 3, and she indicated that she would sing it with Guillaume 
(ed. 1875, 47--48 as letter no. 5). For excerpts from or commentary on these passages, see 
Quittard 1917-19, 126--27; Ludwig 1926--54, 2:54*; Wilkins 1972, 175-76 n. 162; Little 
1980, 52-55; Imbs 1991, 34; Leech-Wilkinson 1993a, 46--48; 1993b, 107-8, 133. 

TEXTUAL LEGACY (France). Deschamps's ballade no. 123, Armes, Amours, Dames, 
Chevalerie (cited in Wilkins 1972, 176; see chap. 7.4 and chap. 8.5); Deschamps's ballade 
no. 206, on the death of DuGuesclin, Estoc d' oneur et arbres de vaillance, with the refrain 
Plourez, p/ourez flour de chevalerie (cited in Wimsatt 1991b, 301 n. 86). Several later 
poems recall!. I of B32 (Poirion 1965, 464--{)5). 

TEXTUAL LEGACY (England). Chaucer, Complaint of Mars (Wimsatt 1978, 74; 1991 b, 39, 
122-23); Troilus (Wimsatt 1991 b, 39--42). 

EDITIONS OF MUSIC. Wolf 1904, 3:69-70 no. 25 (errors); Riemann 1912, 4-5 no. 4 (arr. 
after Wolf); Ludwig 1926-54, 1:37-38; Schrade 1956b, 3:120-21 (critical notes 1956c, 
116). 

DISCUSSION (musical). Machabey 1955b, 2:46--4 7; Giinther 1962-63, 12-13 (notation); 
Apfel 1964-65 1:56, 2:10 (essential role of contratenor; see Domling 1970, 75 n. 10); 
Fisc her 1961, 44 (essential role of contratenor; criticized in Hirshberg 1971, 80-90); 
Martinez 1963, 106-7 (texting at refrain, musical rhyme), 111-12 (complementary nature 
of tenor and contratenor); Salop 1971,66-68 (melodic tension and resolution); Bank 1972, 
41,43 (tempo); Domling 1972,301,305 (text painting, text setting); Hirshberg 1973-74, 
60 (text distribution in B-section); Kiihn 1973,213 (melodic design); Apfel 1974, 172-74 
(tenor and contratenor both perform tenor role); Liihmann 1978, 181-83 (declamation); 
Leech-Wilkinson 1993a, 57 (part crossing in tenor and contratenor, simultaneous concep­
tion of voices). 

The pervasive use of certain melodic formulas in tempus imperfectum, prolatio major 
links Donnez, signeurs (B26), U ne vipere (B27), and Je puis trop (B28) as one group, and 
Plourez, dames (B32), Nes qu' on (B33), and Se pour ce muir (B36) as another; the same 
formulas are seen to a lesser extent in En amer (RF4), Cinc, un (R6), and Douce dame, tant 
(R20) (cf. Reaney 1955, 47; Giinther 1957, 80-84; Hirshberg 1971, 120-33; Little 1980, 
49; Arlt 1993, 63). On melodic formulae in B32-33 and B36, see also Reaney 1971, 42; 
Mulder 1978, 99-114 (the theme of despair common to the three ballades is mirrored in 
their similar musical material); Little 1980, 57-59; Fuller 1992b, 248 (delayed resolutions 
serve text expression); Leech-Wilkinson 1993a, 50,52-53,57 (differences between B32 and 
B33; simultaneous conception of voices). 
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Plus belle que le biau jour (virelai V35) 
TEXT MANUSCRIPTS. 

[3] V g fol. 334r no. 35 
[4] B fol. 33lr no. 35 
[5] A fol. 493v no. 36 
[6] G fol. 163r no. 36 

THE MUSIC 

[10] M fol. 254v no. 35 
[50] Pa fols. 70v-7lr no. 226 

VDIO AFEPm (chap. 5.13 table 5.3) 

EDIDONS OF TEXT. P. Paris 1875, 38; Chichmaref 1909, 2:628-29 no. 36 . 
. AABBAAB bba bba aabbaab AABBAAB 

TEXT STRUCTURE. 3 strophes. 7 7 4 7 4 7 4 11 774 774 I 7747474 11 7 7 4 7 4 7 4 a:-our, b:-i 

DISCUSSION (literary). The following Voir Dit passages concern V35: (a) in the introductory 
narrative, Guillaume presents the three virelais Je ne me puis (V33), L'ueil, qui est (V34), 
and V35 as having been dictated from his sickbed (ll. 821-22, ed. P. Paris 1875, 35); (b) 
the text of V35 is inserted in the narrative (ll. 905-53, ed. 1875, 38-39); (c) in letter 28, 
Toute Belle requested that this virelai be set to music (ed. 1875, 207). For excerpts from or 
commentary on these passages, see Ludwig 1926-54, 2:55*; Wilkins 1972, 178-79 notes 
to nos. 277-79; Leech-Wilkinson 1993b, llO, 120, 137 no. 19. 

Plus dure qu'un dyamant (virelai V31; Schrade virelai 28) 
MANUSCRIPTS WITH TEXT AND MUSIC (all2v: ea, ten). 

[3] V g fol. 332v no. 31 [6] G fol. 161 v no. 31 
[5] A fols. 491 v-492r no. 31 

TEXT MANUSCRIPTS. 
[10] M fols. 253r-253v no. 31 [50] P a fols. 68bis r-68bis v no. 217 

EDIDONS OF TEXT. Chichmaref 1909,2:620-21 no. 31; Wilkins 1969a, 34-35 no. 24, notes 
p. 126. 

TRANSLATIONS. Davison/Apel 1949, 246 no. 46b (strophe I); Cogan/Escot 1976, 116 
(strophe 1); Alton/Jeffery 1976, 65; see also discography (chap. 8.3 and 8.8). 

AABBAAB bba bba aabbaab AABBAAB , TEXT STRUCTURE. 3 strophes: 7 7 4 7 4 7 4 11 
774 774 

I 7747474 11 7 7 4 7 4 7 4 a:-ant[ -ent], b:-e 

DISCUSSION (literary). See chap. 6.4, commentary to Lo254. Alton/Jeffery 1976, 63-66 
(guide to medieval pronunciation). Hassell (1982, nos. A59, 067) indexes proverbs. 

EDIDONS OF MUSIC. Ludwig 1926-54, 1:86-87; Davison/Apell949, 49 no. 46b; Schrade 
1956b, 3:187 (critical notes 1956c, 145-46); Wilkins 1969a, 158-59 no. 8 (after Schrade); 
Cogan/Escot 1976, 114-15. 

DISCUSSION (musical). Salzer 1952, 1:277-78, 2:330-33 ex. 532 (edition, with voice-leading 
reductions that emphasize certain pitches to obtain a more traditional tonal plan); Machabey 
1955b, 1:192-93; Reaney 1955, 52, 53 and Giinther 1957,62 (melodic-rhythmic motives); 
Cogan/Escot 1976, 114-24, 221-28, 238-39 (analysis); Covington 1978. 

Pour ce qu'on puist miex retraire (lai L3) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 170r-173r no. 3 [6] G fols. 77r-78v no. 3 
[3] V g fols. 223v-226r no. 3 (7] E fols. ll3v-ll5v no. 8 
[4] B fols. 221 v-224r no. 3 [26] F:La 134 frag. 
[51 A fols. 37lr-373v no. 3 

TEXT MANUSCRIPTS. 
[10] M fols. 2llr-212v no. 3 [50] Pa fols. 39r-40v no. 120 

FACSIMILES (refer to chap. 4.4s). Miniature C95. Fallows 1977b, 478 (MS La). 
EDIDON OF TEXT. Chichmaref 1909, 2:300-308 no. 3. 
TEXT STRUCTURE. 12 strophes, 240 lines: 

abbbb a 
la. 7'77777 , Ill b. same 11 

2 ccccd 
1 

ccccd eeeed eeeed 
• 55575 55575 ll 55575 I 55575 ll 

3. ~~~~· I ~~~f. 11 ~~~f. I ~~~~· 11 

.. k . 'kk' 'k 'k 
4a. ~~.5 I ~~.57~. 11 ~. 7 I ~.7 ll4b. same 11 
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llllllm llllllm 
Sa. 7'5'5'5'5'7'7 17'5'5'5'5'7'7 11 
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9. !Ouub I uub 11 lOvvb I vvb 11 

nnnnnnm nnnnnnm 
Sb. 7'5'5'5'5'7'7 17'5'5'5'5'7'7 11 wwwwwwx I wwwwwwx 

lOa. 4'2'4'2'4'2'7 4'2'4'2'4'2'7 11 !Ob. same 11 

o p p o o P P o I 6 11 6a. 1010'10'101010'10'10 1 b. same 

7 qqqqr I qqqqr 117b 11 
a. 88888' 88888' ·same 

ssssssssss tttttttttt 
8· 4444844448 11 4444844448 11 

!la. ~rrrrrx6~ I z~~~~r6~ 11 

nnnnnnnz nnnnnnnz 
ll b. 4 3 3 4 3 3 4 6' I 4 3 3 4 3 3 4 6' ll 

12a-b. = la-b. 

a:-aire, b:-ort, c:-oint, d:-art, e:-amer, f:-tieus, g:-ente, h:-uet, i*:-[u]eil, 
j:-[u]eil/e, k:-our, 1:-ie, m: -droit, n:-iie, o:-as, p:-ire, q:-ait, r:-aire, 
s:-ueil, t:-aint, u:-te, v:-espoir, w:-ure, x:-ur, y:-oy, z:-endre, n:-is 
*:The irregularity in the i and j rhymes is acceptable (Hoepffner 1908-21, 3:252, note to 

Confort, ll. 3605-17; cf. Nuls ne doit [L5/4]). 
DISCUSSION (literary). Huot 1987, 262--{)3 (iconography; pairing of L3 and A us amans [lA]). 

Hassell (1982, no. BS4) indexes a proverb. 
EDITIONS OF MUSIC. Gerold 1932, 326--27 (strophe I); Ludwig 1926--54, 4:26-28 (ed. 

Besseler); Schrade 1956b, 2:5-9 (critical notes 1956c, 57-58). The music of strophes I and 
12 is the same. 

DISCUSSION (musical). Machabey 1955b, 1:115-16 (melodic formulas in strophes 4, 10, I!); 
Fallows 1977b, 480-83 (musical analysis); Liihmann 1978, 132-34, 227-28 (declamation). 

Pour ce que plus proprement. Un Lay de Consolation (lai L23; Schrade 
lai 17) 

MANUSCRIPT WITH TEXT AND MUSIC (monophonic; halves of each strophe combine as 2v 
polyphony). 
[7] E fols. 125v-126v no. 16Item un lay de consolation. Cui/le' Machaut (fol. 12Sr) 

EDffiON OF TEXT. Chichmaref 1909,2:467-73 no. 23. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 
ASCRIPTION. Reaney 1955-56, 30 (the work is tonally unique); Hasselman/Walker 1970, 8 

(against ascription to Machaut); Bent 1983, 72-73 (for ascription to Machaut); Earp 1983, 
310-26 (against). 

DATE. ea. 1367-77 for L23 and En demantant (L24/18) (Reaney 1967,89-90, 95). 

TEXT STRUCTURE. 12 strophes, !88lines: 
aab aab · · · 'k · · · 'k 

la. 777 • I 777 , 11 lb. same 11 7a. 1.j.j.~. 5 11,:j.j.j.5 117b. same 11 

cccd cccd 2a. 7377 , I 7377 , 11 2b. same 11 8a. !Olllm I lllm 11 8b. same 11 

3a. !Oef I ef 11 3b. same 11 9 
nnn o nnno 

a. 7777 . I 7777' 119b. same 11 

bbbbc bbbbc 
4a. 7'7 '7 '7'5 17'7'7'7'5 ll4b. same 11 lOa. ~fff5~ I ~~ff5~ 11 !Ob. same 11 

5 ggggh I ggggh 11 Sb 11 
a. 55555' 55555' ·same 

rrs rrs !la. 8•8.8 I 8,8,8 11 !lb. same 11 

6a. 7'iiii I iiii 11 6b. same 11 12a-b. = la-b. 
a:-ent, b:-ee, c:-is, d:-iere, e:-e, f:-aint, g:-ant, h:-aire, i:-oie, j:-ie, 
k:-ort, 1:-ir, m:-ier, n:-oir, o:-ue, p:-ay, q:-ail/e, r:-ente, s:-our 

DISCUSSION (literary). Poirion 1965, 548 n. 2 (on malebouche). Hassell (1982, no. G46) 
indexes a proverb. 
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EDmONS OF MUSIC. Ludwig 1926--54,4:77-79 (ed. Besseler; errors); Schrade 1956b, 2:94--
98 (critical notes !956c, 70-71; errors discussed in Hoppin 1958, 93-94; 1960, 18, n. 22); 
Hoppin 1958, 96--! 01. The music of strophes I and 12 is the same. 

DISCUSSION (musical). Machabey 1955b, I :121. Hoppin (1958) was the first to recognize the 
polyphonic nature of the work, with a notation similar to the "hidden polyphony" seen in 
some twelfth-century manuscripts (Fuller 1971, !88-90). 

Pour ce que to us mes chans fa is (ballade B 12) 
Refrain: Se je chant mains que ne sueil 

MANUSCRII'fS WITH TEXT AND MUSIC. 
[!] C fols. !62v-!63v no. 12 
[3] V g fol. 302r no. 12 
[4] B fol. 300r no. 12 
[5] A fol. 460v no. 13 
[6] G fol. !38v no. 13 
[7]E fol.ISSv no.31 

TEXT MANUSCRIPT. 
[I 0] M fol. 238v no. 12 

2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 

EDITION OF TEXT. Chichmaref 1909, 2:547-48 no. 15. 
TRANSLATION. Wilkins 1989, 149 (strophe 1). 
DATE. Machabey (1955b, 2:27) notes the similarity of the beginning of the tenor and cantus 

of I. 8 and the opening of the Lay de Confort, S' onques (L 17/12) and suggests that both the 
ballade and the lai dated from the same period. He is more precise later (2:57), citing 
Hoepffner's note to I. 2249 of the Confort (1908-21, 3:249), which indicates that the lai 
must date from the same period as the dit and is indeed the same lai referred to in Confort as 
the Lay de Bon Espoir. Nevertheless, after citing a counter example (see below, note on the 
date of Nes qu' on [B33]), Machabey admits that conjectures connecting lyrics with specific 
narrative poems are fragile. See commentary below on date of S' onques. 

TEXT STRUCTURE. 3 strophes: 7ab ab cedeD a:-ais, b:-ent, c:-uei/ 
DISCUSSION (literary). Poirion 1965, 198n. (themes of Bl2, Aucune gent! Qui plus aimme 

[MS], and Sefaire s9ay [LoSS] are related). 
EDmONS OF MUSIC. Ludwig 1926--54, 1:10-11; Schrade 1956b, 3:83 (critical notes !956c, 

I 05--{)). 
DISCUSSION (musical). Machabey 1955b, 2:26--29, 57; Domling 1970, 30-31 (text setting 

and musical structure); Reaney 1971,40-42 (brief analysis); Domling 1972, 302, 303, 305 
(text setting, refrain); Liihmann 1978, 201 (declamation); Hirshberg 1980, 38 (jicta); 
Welker 1992, 184 (text underlay). 

ANTECEDENTS (textual and musical). The refrain quotes (a) the first line of the ba/lete Se je 
chant mains que ne sue/ (R.IOOO; ed. Gennrich 1921-27, 1:123-24 no. 171 [commentary 
2:113); (b) the text of the motetus of a 3v motel in F:MO 196, Coument se poet/ Se je 
chante I Qui prendroit a son cuer; and (c) text and music of the 3v chace, Se je chant mains 
que ne sue/ (ed. Ape! 1970-72, 3:162--{)8 no. 290; Hoppin 1978b, 127-133 no. 60 [with 
text translation]; Greene 1981-89, 20:209-17 no. 64). Note that text and music of the first 
and last line of the chace appear to belong together: Se je chant mains que ne sue/! C' est 
pour ce que ne puis mie [If I sing less than usual, it is because I cannot]. Discussed in 
Ludwig 1926--54, 1:11; Reaney 1955, 52; Giinther 1972, 54-SS; Frobenius 1986, !I col. 
b; Newes 1987, 87-89, 99-101 and 199lb, 99-100 (Machaut may not have known the 
Ivrea chace); Kiigle 1990, 534 n. 32 (ascribes Ivrea chace to Denis le Grant, first chaplain to 
King Philip VI in 1349); 1993, 274-80 (more on citations and ascription). For more on the 
development of the chace, see Kiigle 1991, 379-84; 1993,258--82. 

Pour quoy me bat. See Lasse! I Se j' aim (MI6). 
Pour vivre joliement. Le Lay de la Rose (Iai L21; Schrade lai 15) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[5] A fols. 408v-41 Ov no. 21 (has title) [6] G fols. I OOv-1 02r no. 21 (has title) 
EDmON OF TEXT. Chichmaref 1909,2:451-58 no. 21. 
TRANSLATION. Kelly 1978, 48 (a few lines of strophe 3). 
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TEXT STRUCTURE. 12 strophes, 2361ines: 
aabbaabba 1 11 la. 774747474 I lb. same 

mmmmn mmmmn 
7a. 8 8 8 8 6' I 8 8 8 8 6' 11 7b. same 11 

ccc d ccc d 2a. 7775 • 7775 . 11 2b. same 11 
oooop oooop 

8a. 7'7'7'7'5 I 7' 7'7'7'5 11 8b. same 11 

efeffeffef 
3a. 7'37'377'737 •3 11 3b. same 11 

q rrr r qqq q r r r r qqq 
9a. 10433 10433 10433 10433 11 9b. same 11 

4 ggggh I ggggh 11 4b 11 
a. 75337 75337 · same 

ssss t ssss t 
lOa. 55575' I 55575' 11 JOb. same 11 

i i i i j i i i i j 11 11 
Sa. 7'5'5'5'7 17'5'5'5'7 Sb. same 

uuuv uuuv 
I la. 7'3 '7'7 17'3'7'7 11 lib. same 11 

kkkl kkkl 
6a. 3•3'7'7 13•3'7'7 11 6b. same 11 12a-b. = la-b. 

a:-ent, b:-i, c:-oir, d:-ance, e:-aire, f:-oy, g:-ir, h:-oing, i:-ure, j:-a, k:-ee, 
1:-ait, m:-is, n:-age, o:-iere, p:-our, q:-ay, r:-er, s:-ier, t:-ie, u:-ire, v:-ort 

EDITIONS OF MUSIC. Ludwig 1926--54, 4:72-74 (ed. Besseler); Schrade 1956b, 2:85-89 
(critical notes 1956c, 68--69). The music of strophes I and 12 is the same, except that 
strophe 12 is a perfect fifth higher. 

DISCUSSION (musical). Machabey 1955b, 1: 120; Giinther 1957. 130-31 (rhythm and 
chronology). 

Puis qu'en oubli sui de vous, dous amis (rondeau R18) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 

[5] A fol. 480v no. 19 [7] E fol. 139r no. 14 
[6] G fol. 153v no. 18 

TEXT MANUSCRIPT. 
[10] M fol. 245r no. 20 [50] Pa fols. 48r-48v no. 145 

EDITIONS OF TEXT. Tarbe 1856, 8; Chichmaref 1909,2:576 no. 18. Feminine voice. 
TRANSLATION. Wilson 1990a, 238. 
TEXT STRUCTURE. IOAB aA ab AB a:-is, b:-ant 
EDITIONS OF MUSIC. Ludwig 1926-54, 1:67; Machabey 1931, 339; Schrade 1956b, 3:161 

(critical notes 1956c, 133); Wilson 1990a, 238 no. 70. 
DISCUSSION (musical). Machabey 1955b, 1:168--69 (the poem was written by Peronne, and 

set to music by Guillaume; perhaps Machabey got this idea from the publication of RI8 in 
Tarbe 1856, an edition ofToute Belle's "complete works"); Wykes 1956,49-51 (analysis); 
Giinther 1957, 109 (motivic analysis); Kiihn 1973, 152-54 (sonority; manuscript tradition; 
the simpler version in MS E is by a musician who misunderstood the model and changed it 
along more traditional lines, thereby arriving at better voice-leading; the case is thus 
ambivalent, but similar ambivalent double versions are found from the Machaut period to 
the Dufay period; see comments in Stenzl 1975); Bent 1982, 308 (the version in MS E is 
in some ways better); Gagnepain discussion in Guillaume de Machaut 1982, 137, 274 
(prefers the version in MS E); Cerquiglini 1985b, ISO (low tessitura for a poem spoken by 
a woman); Fuller 1986, 39 (both the first and second phrases close on unstable sonorities in 
need of resolution); Wilson 1990b, 340, 343 (harmonic framework); Leech-Wilkinson 
1993a, 49, 61 n. 45 (lower voices provide a chordal accompaniment to a pre-existing 
cantus, which Machaut mentioned in letter 31 of the Voir Dit; see above, literary discussion 
of Dix et sept [RI7], item d). 

MUSICAL LEGACY. Giinther (1972, 62 and 1975, 295, citing Suzanne Clercx) discusses a 
textual and musical link to Ciconia's virelai A/er m' en veus (ed. Apel 1970-72, 1:23-24 
no. 13; Bent/Hallmark 1985, 167--69 no. 44); see also Hallmark 1983, 208-9. 

Puis que la douce. See De Bon Espoir I Puis que (M4). 



360 THE MUSIC 

Puis que ma dolour agree (virelai V7) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. !Sir-!Siv no. 7 [5] A fols. 483v-484r no. 7 
[3] V g fol. 324v no. 7 [6] G fols. 155v-156r no. 7 
[4] B fol. 322v no. 7 [7] E fol. 159v no. 5 

TEXT MANUSCRIPTS. 
[10] M fol. 247r no. 7 [50] Pa fols. 60r-{)0v no. 186 

EDITION OF TEXT. Chichmaref 1909,2:587-89 no. 7. 

TEXT STRUCTURE. 3 strophes: 
AAAB AAAB bba bba a a ab a a ab AAAB AAAB , 
7'7'7'5 7'7'7'5 11 775' 775' 17'7'7'5 7'7'7'5 11 7'7'7'5 7'7'7'5 a:-ee, b:-our 

EDITIONS OF MUSIC. Ludwig 1926-54, 1:72-73; Schrade 1956b, 3:170 (critical notes 1956c, 
138). 

DISCUSSION (musical). Machabey 1955b, 1:179-80 (duplex virelai). 

Quant en moy I Amour et biaute I Amara valde (motet Ml) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[I] C fols. 206v-207r no. I 3v (tr, mot, ten) 
[2] W fol. 74v no. I (frag.; incomplete tr) 
[3] V g fols. 260v-261r no. I 3v (tr, mot, ten) 
[4] B fols. 258v-259r no. I 3v (tr, mot, ten) 
[5] A fols. 414v-415r no. I 3v (tr, mot, ten) 
[6] G fols. 102v-103r no. I 3v (tr, mot, ten) 
[7] E fols. 131 v-132r no. 2 3v (tr, mot, ten) 

FACSIMILES (refer to chap. 4.4t). Miniature A 153. Wolf 1904, 2:16-18 no. 13 (diplomatic 
facs., MS G); Wilson 1990b, 294 (MS A, fol. 414v, with beginning of triplum and 
complete motetus). 

EDITION OF TEXT. Chichmaref 1909,2:483-84 no. I; Wilson 1990b, 311-12 
TRANSLATION. Wilson 1990a, 210-11. See also discography, chap. 8.5. 
TEXT STRUCTURE AND RELATIONSHIP TO ISO RHYTHM. Both triplum and motetus exhibit 

regular correlation between text and tal ea structure (Besseler 1927, 224; Reichert 1956, 
201). The beginning and ending of strophe and talea exactly correspond, without staggered 
phrasing, a situation unique to M! and J' ay tan/ I Lasse! (M7) (Machabey 1955b, 2:65-66; 
Reichert 1956, 205..{)). Reichert's figure of the first eo/or (1956, ex. I, discussed pp. 203, 
209) shows that the upper-voice talea defines a "Grosstalea" that includes two internal 
repetitions of the tenor rhythm (see also Giinther 1958, 30; Sanders 1973, 558 n. 257). 
Both triplum and motetus change strophic forms for the diminution section, a situation 
unique to M! and Bone pastor I Bone pastor (M18) (Reichert 1956, 205-6). See also 
Clarkson 1971, 212, 263, 267, 271 (structure of the triplum text); 292-93 (rate of 
declamation in triplum and motetus); Newes 1984; Leech-Wilkinson 1989, 49 n. 65 (text 
declamation in the hocket sections); Wilson 1990b, 310-13 (analysis). 

. . aab a ab ccbab a ab aabddbab a ab a ab eebab a ab a ab a ab 
Tnplum. 888 888 22688 888 888 22688 888 888 22688 888 888 88 8 

a:-ment, b:-er, c:-oir, d:-ours, e:-ai 

. abbe addcceea ffgg fg . . . . . . .... , Motetus. 7' 
226 

7' 226 7 226 , 77 7'7' 77' a.-alle, b.-er, c.-ement, d.-ous, e.-1, f.-1r, g.-ee 

An analysis combining the short lines into longer lines with internal rhyme yields the 
, 11 . a b a b b a cc d d c d . b . d , 
10 owmg structure: 7' 107 ,10710, 77 7'7' 77' a:-alle, :-ement, c:-1r, :-ee 

DISCUSSION (literary). The placement of the motet first in the series is doubtless a playful 
realization of the opening triplum text, "Quant en moy vint premierement Amours" [When 
Love first came to me] (Earp 1983, 66..{)7; Markstrom 1989, 17). The end of the triplum­
"Grant folie est de tant amer I que de son doulz face on amer" [It is great folly to love so 
much that one should make something bitter from something sweet]-may be a refrain 
(Ludwig 1926-54, 3:12). See also Boogaard 1993b, 31-32 (number symbolism in texts). 



7.3. Music by title 361 

TENOR SOURCE. Amara valde (Joel 1:8 and Soph. 1: 14) is the end of the final melisma of the 
repetenda of Plange quasi virgo, third Responsory for Holy Saturday (Ludwig 1926-54, 
2:58b"', 60a"', 3:5). The indication of the tenor source in Chichmaref (1909, 484n.) is 
incorrect. See also Wolf !904, 1:175 (diplomatic facs. of tenor notation); Machabey 1955b, 
2:63 (comparison of tenor with the modem version of the liturgical melody). 

EDffiONS OF MUSIC. Wolf !904, 3:28-32 no. 13; Ludwig 1926-54, 3:2-5; Schrade !956b, 
2:108-11 (critical notes 1956c, 75); Wilson !990a, 206-9 no. 64. 

DISCUSSION (musical). Bipartite, with diminution by one-third. Wolf 1904, 1:173, 175 (syn­
copation; diminution); Ficker 1924-25, 212 (isorhythmic analysis); Gombosi 1950, 220 
(symmetrical rhythmic scheme); Machabey 1955b, 2:63--68; Eggebrecht 1961 (harmony); 
Pelinski 1975, 70, table 5 (tonal plan); Newes 1977, 47-48 (hockets emphasize internal 
rhymes); Mulder 1978, 88-90 (motivic analysis and text symbolism); Newes 1984 (decla­
mation); Hughes 1989, 357-58 (hocket); Wilson !990b, 296-306, 309 (isorhythmic analy­
sis; harmony); Boogaard 1993b, 28-32 (related to Hareu! I He/as! [MIO]; principles of 
ordering). 

Quant j'ay l'espart (rondeau R5) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 

[1] C fols. 202r-202v no. 3 [5] A 
[3] V g fol. 317v no. 5 [6] G 
[4] B fol. 316v no. 5 [7] E 

TEXT MANUSCRIPTS. 

fol. 477r 
fol. 150v 
fol. 136r 

no. 7 
no. 5 
no.9 

[10] M fol. 244r no. 5 [50] Pa fols. 38v-39r no. 116 
EDffiONS OF TEXT. Chichmaref 1909, 2:570 no. 5; Fuller 1987b, 113. 
TRANSLATION. Fuller 1987b, 113; see also discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 4AABAAB aabAAB aabaab AABAAB a:-art, b:-our 
DISCUSSION (literary). Hoepffner 1908-21,3:254 n. to I. 276 of Fonteinne (relation to R5). 
EDffiONS OF MUSIC. Ludwig 1926-54, 1:54-55; Schrade 1956b, 3:145 (critical notes 1956c, 

125-26); Fuller 1987b, 112 no. !8b. 
DISCUSSION (musical). Machabey 1955b, 1: 155-56; Fuller 1987b, 115 (brief introduction). 

Quant je ne voy madame 11'oy (rondeau R21) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[6] G fol. 154r no. 21 3v (ea, ten, et) [7] E fol. 14lr no. 16 2v (ea, ten) 

TEXT MANUSCRIPT. 
Lo269 G only (closely related to Lo260; see chap. 6.4). 
FACSIMILE. Parrish 1957, plate xlviii (MS E), discussed pp. 153-54. 
EDffiONS OF TEXT. Chichmaref 1909, 1:233, 2:576 no. 21; Wilkins 1972, 111 no. 258. 

TRANSLATION. Wilson 1990a, 241. 
ABaAabAB • TEXT STRUCTURE. 
88

, 
88 88

, 88 , a:-noy[e]. b:-noy 

•: Only I. 6 has the final "-e"; it is present in Lo269 as well as in the related Lo260. 

DISCUSSION (literary). The first line is anticipated in the Voir Dit, I. 5233 (ed. P. Paris 1875, 
224). Hassell (1982, no. N14) indexes a proverb. 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:69; Schrade 1956b, 3:164--65 (critical notes 1956c, 
134-35); Wilson !990a, 239-41 no. 71. 

DISCUSSION (musical). Machabey 1955b, 1:170-71; Wykes !956, 34-43, and appendix B 
diagrams (analysis); Giinther 1957, 110-11 (motivic analysis); Reaney 1982, 296-97 
(mode); Wilson 1990b, 339 (motivic analysis). 

Quant je sui mis au retour (virelai V13) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fol. 153v no. 13 [5] A fol. 485v no. 13 
[3] V g fol. 326v no. 13 [6] G fols. 157r-157v no. 13 
[4] B fol. 324v no. 13 

TEXT MANUSCRIPT. 
[10] M fol. 248v no. 13 Balade 
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FACSIMILE. Ultan 1977b, 86 (diplomatic facs., MS C). 

EDffiON OF TEXT. Chichmaref 1909,2:596 no. 13. 
TRANSLATION. Reaney 196Gb, 26--27; see also discography (chap. 8.3 and 8.8). 

abab BA TEXT STRUCTURE. 3 strophes: 75 •75 • 11 8• 5 a:-our, b:-ame 

EDffiONS OF MUSIC. Ludwig 1926--54, 1:76; Schrade 1956b, 3:173 (critical notes 1956c, 
140); Reaney 196Gb, 26. 

DISCUSSION (musical). Mac ha bey 1955b, I: 182. 

Quant ma dame les maus d'amer m'aprent (rondeau R19) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 

[5] A fols. 480v-48lr no. 20 [7) E fol. 137r no. 10 
[6] G fol. 153v no. 19 

TEXT MANUSCRIPTS. 
[10] M fol. 207r78 

[10] M fol. 245r 
no. 271 
no. 18 

[50] Pa fol. 52r 

FACSIMILE. Bank 1972, 44 ex. 16 (diplomatic facs. of A-section in score). 

EDIDONS OF TEXT. Chichmaref 1909, 2:576 no. 19; Wilkins 1972, 112 no. 261. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 

ABaAabAB .. TEXT STRUCTURE. 1010. 1010 1010 , 1010. a.-prent, b.-prendre 

no. 163 

EDIDONS OF MUSIC. Ludwig 1926--54, I :67--68; Schrade 1956b, 3:162 (critical notes 1956c, 
134); Giinther 1962--63, 19; 1990, 78. 

DISCUSSION (musical). Machabey 1955b, 1: 169-70; Giinther 1957, I 03 (isorhythm); 1958, 
35 n. 27 (mensuration); 1962--63, 18-21 (mensuration, isorhythmic structure); Bank 1972, 
41, 43 (tempo); Saponov 1978, 25-27 (isorhythm); Arlt 1980, 126 and 1982, 234 
(mensuration); Giinther 1990, 77-80, 82 (use of three meters). 

MUSICAL LEGACY. Giinther (1990) discusses polymetric works possibly modeled on R 19, 
including: (a) Jean Vaillant, rondeau Pour ce que je ne say (ed. Ape! 1970-72, I :227-28 no. 
117; Greene 1981-89, 18:85-86 no. 30); (b) Vaillant, Dame doucement I Doulz amis (dated 
1369; ed. Ape! 1970-72, 1:225-26 no. 116; Greene 1981-89, 18:87-88 no. 3!); (c) 
Vaillant, triple rondeau Tres doulz I Madame I Cent mille (ed. Ape! 1970-72, 1:229-30 
no. 118; Greene 1981-89, 18:31-32 no. 12); (d) anonymous, rondeau Quiconques vuet 
(tentatively ascribed to Vaillant by Giinther; ed. Ape! 1970-72, 3:126--27 no. 270; Greene 
1981--89 22:116--18 no. 65); (e) anonymous, rondeau Jour a jour la vie (ed. Ape! 1970-72, 
3:102-5 no. 256; Greene 1981-89 22:78-79 no. 47a); (f) Solage, rondeau Fumeuxfume 
(ed. Ape! 1970-72, 1:200 no. 103; Greene 1981--89, 19:105-6 no. 98); (g) Garinus, 
rondeau Loyaute me tient (ed. Ape! 1970-72, 1:62 no. 31; Greene 1981-89, 19:1-2 no. 
51); (h) Johannes Galiot, rondeau En atendant d'amer (ed. Apell970-72, 1:60--61, no. 30; 
Greene 1981--89, 19:28-30 no. 59); (i) Matheus de Sane to Johanne, rondeau Je chante ung 
chant (ed. Apell970-72, 1:140-41 no. 75; Greene 1981-89, 18:22-24 no. 9); (j) Matheus 
de Sane to Johanne, rondeau Fortune, fau/ce (ed. Ape! 1970-72, 1:138-39 no. 74; Greene 
1981-89, 19:167-69 no. 99); (k) anonymous, ballade Inclite flos (ed. Ape! 1970-72, 
3:200-201 no. 296; Greene 1981-89, 19:37-39 no. 62); (!) Anthonello da Caserta, rondeau 
Damed'onour c'on (ed. Apell970-72, 1:14-15 no.9;Greene 1981-89,22:1-3 no.!). The 
priority of Machaut's rondeau is not always certain. 

Quant Theseiis, Hercules et Jason I Ne quier veoir la biaute 
d'Absalon (ballade B34) 
Refrain: le voy assez, puis que je voy ma dame 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[3] V g fols. 314v-315r no. 34 
[4) B fols. 3!3v-314r no. 34 

4v (ea!, ca2, ten, et) 
4v (ea!, ca2, ten, et) 

78 R 19 appeared as the last work in the Loange in the exemplar of MS M, but the work was 
edited out of the Loange by the time of MS A. 
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[5] A fols. 4 7 I v--4 72r no. 3 3 
[6] G fols. 146v-147r no. 34 
[7] E fols. I 99v-200r 

[59] C h fol. 54r 
[63] PR fols. 54v-55r 
[65] S L fol. Sir 

TEXT MANUSCRIPTS. 

in Voir Dit 
no. 88 
no. 109 

[10] M fols. 242v-243r nos. 34a-b 

4v (ea I, ca2, ten, et) 
4v (ea I, ca2, ten, et) 
4v (ea!, ca2, ten, et) 
4v (ea!, ca2, ten, et) 
4v (ea!, ca2, ten, et) 
frag. (ea! only) 

[40] I fol. 18v no. 93 (Ne quier) 
[40] I fol. 20r no. 105 (Quant Theseiis) 
[50] Pa fols. 56v-57r nos. 178-79 

363 

VD57-58 AFEPm (chap. 5.13 table 5.3; rubrics identify respective works of "Thomas" 
and "G de Machau"). 

EDITIONS OF TEXT. Tarbe 1849, 132-33; P. Paris 1875, 274; Queux de Saint-Hilaire{ 
Raynaud 1878-1903, IO:Ixvi-lxvii no. 60, liv no. 47 (MS I); Chichmaref 1909, 2:560--62 
nos. 38-39; Patterson 1935, 2:74 (Ne quier); Wilkins 1969a, 28-29 nos. 17-18, notes p. 
125. 

TRANSLATIONS. Palisca 1980, 81 (strophe I) (=1988 ed., 86; strophes 1-3); Wimsatt 199Ib, 
181-82 (strophe I of each ballade); see also discography (chap. 8.3 and 8.8). 

DATE. Sent 3 November 1363 with Voir Dit letter 32 (Leech-Wilkinson 1993a, 57, 58; 
I 993b, I 26). 

TEXT STRUCTURE. Double ballade: 1~ 1g. 1~1 g. ~ 1~1 g. 1~ a:-on, b:-onde, c:-our, d:-ame 

DISCUSSION (literary). Hoepffner I 908-2 I, 3:xxxviii (use of mythology); Poirion I 965, 6 I I 
(on simultaneous presentation of texts); Wolfzettel I 980 (Ne quier); Kooijman I 982, 43--44 
(double ballade tradition); see also chap. 6.4, commentary to Lo225. Machaut tells of the 
genesis of B34 in the following Voir Dit passages: (a) Toute Belle writes in letter 32 that 
she found a ballade that someone sent to Guillaume (a possible reference to Quant Theseiis), 
mistakenly enclosed with his letter 3 I to her (P. Paris 1875, 250); (b) Guillaume encloses 
the text of the two ballades in letter 35, with information on their origin, attributing Quant 
Theseiis to "T. Paien" (1875, 266); (c) Toute Belle's mention in letter 36 of "Thommas" 
may refer toT. Paien (1875, 268; but see Bade! 1985, 552); (d) the narrative introduction to 
the ballades puts T. Paien 's ballade in a more favorable light (ll. 6735-52; 1875, 273-74); 
(e) the texts of the two ballades are inserted in the narrative (ll. 6753-800; 1875, 274-76); 
(f) Guillaume expresses impatience in letter 37 (1875, 276-77) that Toute Belle has said 
nothing about the ballades, whose texts were already sent; the music is enclosed with the 
letter; (g) Toute Belle reviews the two ballades in letter 38, favoring Guillaume' s effort 
(1875, 279). At least two other moments in the Voir Dit evoke B34: (a) the enumeration of 
some of the names that will appear in the ballade, e.g., Absalon (ll. 2000-2001; P. Paris 
1875, 87); (b) mention of Medea and Jason in letter 40 (1875, 312). For excerpts from or 
commentary on these passages, see Ludwig I 926-54, 2:57b*-58a*; I 930, 270; Reaney 
1958b, 46; S.J. Williams 1969, 438; 1977, 466 (with some translations); Cerquiglini 
I 978a, 72; Brownlee I 984, 140; Cerquiglini I 985b, 98-99, 167 n. 25; Newes I 99Ia, 69-
70; Wimsatt 199Ib, 181-82 (emphasizes that Ne quier is by Thomas Paien; there are 
palpable stylistic differences between the two ballades); Cerquiglini-Toulet I 993b, 62--{53; 
Leech-Wilkinson 1993a, 57-58; 1993b, 125-26, 139. Concerning Thomas Paien, the 
author of the text of the ballade Quant Theseiis, seeP. Paris 1875, 257, 274-76, 395 n. 
xlix, 400 n. Ixix, 401 n. Ixxii; Hanf 1898, !56; Chichmaref 1909, I:lv; Ludwig 1926-54, 
2:69*, note to p. 57*; Cerquiglini 1983b, 288 (Thomas Paien may be Eustache 
Deschamps); Leech-Wilkinson I 993b, 125 n. 96 (Paien died 30 December I 363). The 
opening line of Ne quier is a proverb (Hassell 1982, no. AI 1). 

TEXTUAL LEGACY (France). Froissart, ballade Ne quier veoir Medee ne Jason, borrows the 
structure and refrain of B34 (ed. Patterson I 935, 2:64; Wilkins l969a, 50-51 no. 36; 
McGregor 1975, 209-10 no. 6; Baudouin 1978, I 1-12 no. 6 [see 105-7n.]; trans. 
Cerquiglini/ Berthelot 1987, 132-33 [modern French]; Wimsatt 199Ib, 183; ed. and trans. 
Figg 1994b, 234-36; cited in Reaney 1958b, 47; Poirion 1965, 215-16; Giinther 1972, 
57). All three strophes begin "Ne quier veoir," and some of the same words and images in 
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the Paien/Machaut ballades are borrowed, including "I 'image que fist Pymalion" (cf. le puis 
trop [B28]). Figg (1994b, 10) also notes a relationship to Froissart's ballade J'ai tout veii 
quant j' ai veii madame (ed. McGregor 1974, 234-35 no. 38; Baudouin 1978,46--47 no. 38; 
ed. and trans. Figg 1994b, 250-51). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Wimsau 1968, 161); ballade 
Hyd, Absolon, thy gilte tresses c/ere in the "Prologue" to the Legend of Good Women 
(Preston 1951, 623 n. 11; Wimsatt 1991b, 181-84 on the relation of both B34 and 
Froissart's ballade Ne quier veoir to Chaucer; see also Figg 1994b, 9-10). 

EDfiONS OF MUSIC. Ludwig 1930, 270-72 (=1924 ed., 232-34); 1926--54, 1:40-42; Schrade 
1956b, 3:124-27 (critical notes 1956c, 117-18); Wilkins 1969a, 152-55 no. 6 (after 
Schrade); Palisca 1980,78-80 no. 20 (=1988 ed., 83--85 no. 24). 

DISCUSSION (musical). Besseler 1927, 228 (stylistic comments); Ludwig 1930, 270; Perle 
1948, 170-72 (free imitation of motives within and between the voices); Machabey 1955b, 
2:48--49; Reaney 1955, 54-56 and 1960b, 27 (analysis of interlocking melodic motives in 
various voices); Giinther 1957,86--88 (motivic analysis); 1958,35 n. 27 (tempus changes); 
1960a (versions inCh and R); Reaney 1968, 66--67 (close discussion of mm. 1 and 12: 
removing ornamental motives and syncopations reveals a clear contrapuntal progression); 
Domling 1972, 303 (refrain); Kiihn 1973, 159-63 (importance of underlying harmonic 
framework; the beginning of the refrain sums up the procedures of the entire chanson); 
Hirshberg 1973-74, 56 (refrain); Wilkins 1980a, 77; Angiolini 1987, 43-46 
(polytextuality); Brown 1987, 83 n. 19 (manner of setting-off the refrain); Karp 1988, 75-
76 (compositional priority of cantus 2); Berger 1992, 217-18 (solmization and text 
painting); Leech-Wilkinson 1993a, 57-59, 60-61 (simultaneous conception of parts; 
relationship to Dix et sept [R17], Nes qu' on [B33] and to Gloria and Credo of the Mass). 

MUSICAL LEGACY. F. Andrieu, setting of Deschamps's double ballade Armes, Arrwurs I 0 
fleur des fleurs (Newes 199Ia, 70); see chap. 7 .4. 

Quant vraie amour I 0 series I Super omnes speciosa (motet Ml7) 
MANUSCRIPTS WITH TEXT AND MUSIC (all3v: tr, mot, ten). 

[I] C fols. 221v-222r no. 16 [5] A fols. 430v--431r no. 17 
[3] V g fols. 276v-277r no. 17 [6] G fols. 118v-119r no. 17 
[4] B fols. 274v-27Sr no. 17 [7] E fols. 136v-137r no. 9 

EDmON OF TEXT. Chichmaref 1909,2:516-17 no. 17. 
TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. Both French triplum and Latin 

motetus exhibit regular correlation between text and talea structure (Besseler 1927, 224; 
Reichert 1956, 201; Reaney 1980a, 431-32). Giinther (1957, 139; 1958, 33) considers only 
the triplum clear in this regard. See also Reichert 1956,212, and ex. I! (following p. 212) 
(entire motet); Clarkson 1971,240 (quality of rhymes between triplum and motetus); Ziino 
1978, 444, 446 (strophic structure of triplum) . 

. . aabab aabab aabab aabab aabab aabab 
Tnplum. 7'7'6'7'6' 7'7'6'7'6' 7'7'6'7'6' 7'7'6'7'6' 7'7'6'7'6' 7'7'6'7'6' a:-ee, b:-ie 

. abababababababab . , b· , 
Motetus. 8686 8686 8686 8686 a.-ata, .-uram 

DISCUSSION (literary). Boogaard I993b, 32, 33 and n. 58 (Nature and Arrwur). 
LITERARY ANTECEDENTS. Boethius and Roman de la Rose (Boogaard I993b, 33 n. 58). 
TENOR SOURCE. Super omnes speciosa is from the mode 6 Marian antiphon Ave regina 

caelorum (Chichmaref 1909, 2:517n.; Ludwig 1926-54, 2:60a*, 3:64). The tenor of Vitry's 
V os I Gratissima is from the same feast (Leech-Wilkinson 1982-83, IS n. 25). 

EDfiONS OF MUSIC. Ludwig 1926-54, 3:62--64 (criticism of Ludwig's analytical layout in 
Sanders 1973, 563 n. 286); Schrade 1956b, 3:1-3 (critical notes 1956c, 86). Barring 
discussed in Hoppin 1960, 25. 

DISCUSSION (musical). Unipartite. Machabey 1955b, 2:96-98; Giinther 1958, 34 (changes of 
modus); Pelinski 1975, 69 (harmonic structure articulated by sonorities of repose, or 
"Ruhekl11nge"); Fuller 1986, 45--46; Fuller 1990,215-23 (tenor and tonal structure; discant 
reduction). On isomelism signaling each new talea, see Machabey 1955b, 2:97; Reichert 
1956, 212; Giinther 1958, 32; Reaney 1971, 53; Wemli 1977, 18-19; Ziino 1978,447. 
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MUSICAL LEGACY. For a twentieth-century composition inspired by Ml7, see chap. 2.5 
(Thiele). 

Quant vrais amans. See De triste I QuantI Certes (ballade B29). 
Quare non sum. See He! Mors I Fine (M3). 
Qui bien aimme a tart oublie. Le Lay de Plour (lai L22; Schrade lai 16) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic).79 

[!] C fols. 187r-189r no. 10 (has title, in lai section) 
[3] V g fols. 87v-89v (has title, after Jugement Navarre) 
[4] 8 fols. 87v-89v (new 104v-106v) (has title, after Jugement Navarre) 
[5] A fols. 410v--412v no. 22 (has title, in lai section as later addition) 
[7] E fols. 57r-58r (has title, after Jugement Navarre) 

TEXT MANUSCRIPTS. 
[10] M fols. 48v--49v 
[10] M fols. 221 v-222v no. !I 
[15] K fols. 42r--42v 
[16] J fols. 45r--46r 

(has title, after Jugement Navarre) 
(has title, in lai section) 
(has title; end of strophe 5-strophe 12) 

TREATISE. Baudet Herenc, Doctrinal de la Secunde Retorique (1432) (chap. 2.3.ld). 
EDffiONS OF TEXT. Hoepffner 1908-21, 1:283-91; Chichmaref 1909,2:459--66 no. 22. 
DATE. ea. 1349 (see chap. 5.6 on date of Jugement Navarre; Giinther !963a, lOO; Huot 1987, 

265--66). The Lay de Plour appears in MSS Vg, 8, M, and E immediately after Jugement 
Navarre, promised in the last four lines (11. 4209-12) as partial fulfillment of the amende, 
and thus apparently written after Jugement Navarre was completed; the lai nevertheless 
appears in MSC, which lacks Jugement Navarre. (On the later manuscript tradition remov­
ing L22 from proximity to Jugement Navarre, see Palmer !993b, 303--4.) Written for a lady 
grieving over her lover's coffin, precisely the character "wronged" by the unfavorable judg­
ment in Jugement Behaingne, the Lay de Plour perfectly atones for Machaut's earlier 
judgment against the lady (Hoepffner 1908-21, I :lxxxviii). Although the lai may antedate 
the composition of Jugement Navarre, surely its composition is connected to the artistic 
decision to reverse the judgment of the earlier dit. The lai also appears in MSS K and J, 
this time following the Jugement Behaingne. A miniature in MS J (see chap. 4.4s, minia­
ture J4) effectively illustrates the lai: a figure in a black robe with black hood-the lady 
mourning her dead lover-sits on a small wooden bench next to a black-draped coffin. 
Wimsatt and Kibler (1988, 33) consider the Iai a reference to the death of Bonne of 
Luxembourg (see also Butterfield 1994, 16). 

On the curious musical notation of the last strophe of the Lay de PI our, which argues for 
a date very close to the time of the copying of MS C, see below, musical discussion. 

TEXT STRUCfURE. 12 strophes, 210 lines: 
abb a abb a 1 la. 7'777' 17'777' I lb. same 11 

cc d I cc d I 2a. 884 , 884, I 2b. same 11 

e efg e efg 113b 
3a. 7'7'74 I 7'7'74 . same 11 

hhi hhi 4a. 5,5,5 I 5,5,5 11 4b. same 11 

. 'kk' 'kk' 
Sa. H47J447JII Sb. same 11 

I I mmn 1 I I mmn 
6a. 10'10'4 3 3 10'10'4 3 3 116b. same 11 

oooop oooop 
7a. 55575 I 55575 11 7b. same 11 

8 q rrssqqqrrsssq 1 a. 73447434474344 11 8b. same 1 

t t t u I t t t u 9a. 3•3'7'5' 3,3,7'5' 11 9b. same 11 

vvvw vvvw 
lOa. 7' 5'7' 7 17'5'7' 7 11 !Ob. same 11 

xxxxy 1 xxxxy 
!la. 45335 45335 11 !lb. same 11 

12a-b. = la-b. 

79 Ehrhart's comments on manuscript order (1974, 207-9) are not borne out by the chronol­
ogy of the manuscripts; see also Huot 1987, 266. 
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a:-ie, b:-art, c:-er, d:-ine, e:-eure, f:-ir, g:-uit, h:-ure, i:-oir,j:-ent, k:-our, 1:-ointe, m:-ier, 
n:-oit, o:-ort, p:-i, q:-ueil, r:-aint, s:-oy, t:-ire, u:-einne, v:-ance, w:-ay, x:-is, y:-ient 

DISCUSSION (literary). The incipit is a proverb (see Spanke 1929, 183-84; Van den Boogaard 
1969, refrain no. 1585; Speroni 1977, 119; Hassell 1982, no. A63; it also appears in the 
Roman de Cardenois [chap. 3, MS [43], item f]. Among Machaut's works, it also appears 
in He! Mors I Fine (M3), triplum I. 39 (Ludwig 1926-54, 2:34*, 3:12, 4:74); in the 
Remede, I. 425614258 (cf. Poirion 1965, 201 n. 28, whose assertion on the dating of the 
Remede seems unsupportable, since the text is a proverb; B. and J. Cerquiglini 1976, 367); 
in the Voir Dit, letter 10 (ed. P. Paris 1875, 67), letter 30 (ed. 1875, 238), and in I. 7357 
(ed. 1875, 299); see the discussion in B. and J. Cerquiglini 1976, 363, 370; Imbs 1991, 
124. On the grouping of the Lay Mortel, Un mortel lay (Ll218) with L22, see Poirion 
1965, 418-19; Huot 1987,266 n. 22. Further literary discussion in Hoepffner 1908-21, 
l:lxxxvii-lxxxix; Luttrell 1965, 173; Sonnemann 1969, 99-101; Calin 1974, 126; de 
Looze 1988, 206; Palmer 1988, xxxvii-xxxviii, xliii; 1993b, 293-94, 296, 300-304; 
Calin 1994, 298, 299-300. Feminine voice. 

TEXTUAL LEGACY (France). On Deschamps's Lay de Plour, see chap. 2.l.ln. Christine de 
Pizan, C. ballades, no. 55 (ed. M. Roy 1886-91, 1:56; cited in Poirion 1965, 249, n. 35). 
For other citations of the proverb in French poets, see Hassell 1982, no. A63. 

TEXTUAL LEGACY (England). Chaucer, Anelida and Arcite (Braddy 1968, 129; Ben son 1987, 
991 b). Several manuscripts of Chaucer's Parliament ofF owls have a rubric indicating that 
the music for the final roundel, Now welcome, somer, with thy sonne softe, set according 
to I. 677 to French music ("The note, I trowe, imaked was in Fraunce"), was Qui bien aime 
a tard oublie (see F.N. Robinson 1957, 796 n. to I. 677; Wilkins 1979, 121; Wimsatt 
1978, 66; Ben son 1987, 1002 n. to I. 677). The most important commentary on the 
passage is in Ludwig 1926-54, 2:33b*-34a*, with a complete bibliography of musical 
material-besides the lai of Machaut-that has been found to accompany these words. None 
of the settings fits the metrics of Chaucer's roundel, however. For other citations of the 
proverb in English poets, see Hassell 1982, no. A63. 

EDITIONS OF MUSIC. Ludwig 1926-54, 4:74-76 (ed. Besseler); Schrade 1956b, 2:90-93 
(critical notes 1956c, 69-70). The music of strophes I and 12 is the same, except that 
strophe 12 is a perfect fifth higher. 

LITERARY AND MUSICAL ANTECEDENT. The remarks of Schrade (1958--{) I, 848-49) do not 
apply to L22, but rather to Malgre Fortune (L19Il4), the other Lay de Plour. Cf. R.ll88 
(Moniot d'Arras), Qui bien aime a tart oublie I Por ce ne puis oublier I La douce virge 
M arie, in four sources with three melodies. 

DISCUSSION (musical). Mac ha bey 1955b, I: 120-21 (beginning of strophe 4). An irregularity 
in the musical text of L22 in MS C may indicate that it was a recent composition at the 
time it was copied into the manuscript. Most of the music for the last strophe is lacking, 
because the text scribe had entered only the first few words in a manner that allowed room 
above for the staff. The rest of the final strophe was entered as a text residuum, without 
music. No other lai in any Mac ha ut manuscript 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 
identical to that for the first, except for the transposition of the music up a fifth. All this 
implies a clear knowledge of the lai form, and one could speculate that this is evidence of a 
copy from a very early redaction of the lai, perhaps even from the composer's "autograph." 
This irregularity argues against the idea of S.J. Williams (1969, 452; see also Keitel 1977a, 
471) that L22 was an early work, attached to Jugement Navarre as an afterthought. 

Qui es promesses I Ha! Fortune I Et non est qui adjuvet (motet M8) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[I] C fols. 212v-213r no. 7 
[3] V g fols. 267v-268r no. 8 
[4] B fols. 265v-266r no. 8 
[5] A fols. 421 v-422r no. 8 
[6] G fols. 109v-110r no. 8 
[7] E fol. 133r no. 4 

3v (tr, mot, ten) 
3v (tr, mot, ten) 
3v (tr, mot, ten) 
3v (tr, mot, ten) 
3v (tr, mot, ten) 
3v (tr, mot, ten) 
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[56) CaB fol. 16v 
[57) I v fols. 24v-25r 
[58) Trem fol. viii 

TEXT MANUSCRIJ:Yf. 

no. 26 
no. 41 
no. 13 

3v (tr, mot, ten)80 

3v (tr, mot, ten) 
(tr, ten)81 

[46) S t fol. !38v nos. 84-84bis 82 
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TREATISE. Ars nova in the version of F:Pn 14741 (ed. Reaney/ Gilles/Maillard 1964, 32 
§ 10), as an example of tempus imperfectum prolatio minor. This manuscript belonged 
formerly to the library of the Abbey of St-Victor in Paris. See discussion in Earp 1983, 
328; 1989,495. 

FACSIMILES. Droz/Thibault 1926 (MS Trem); Lerch 1987, 1:202 (MS CaB). 
EDIDONS OF TEXT. Chichmaref 1909,2:497-98 no. 8. 
TRANSLATIONS. Lemer 1968, 45-46; Hoppin 1978b, 138-39 (complete); Wimsatt 1979, 

123 (triplum, ll. 7-8); Allorto 1983, !57 (Italian); Wimsatt 1991 b, 130 (triplum, 11. 7-10); 
see also discography (chap. 8.3 and 8.8). 

DATE. Giinther (1958, 30) considers the short talea a characteristic of early motets. 
TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. Both triplum and motetus exhibit 

regular correlation between text and talea structure (Reichert 1956, 201; Ziino 1978, 447). 
The text strophes define a "Grosstalea," comprising three tenor taleae (Sanders 1973, 558 n. 
257; Hoppin 1978b, 413; Sanders 1980, 352). See also C!arkson 1971, 239 ("dissonant 
rhyme structure" of both texts); 1971, 248 (strophic structure of motetus). 

. 83 a b a c d b d c c c c c c c c c c c c c c c c c 
Tnplum : 4'6' 4'6' 46' 46' 10' 10'10'10'10'10' 10'10'10'10'10' 10'10'10'10'10' 

a:-esses, b:-ie, c:-[e]ure, d:-oit 

If the internal rhymes at the caesuras in ll. 1-8 are removed, isometric decasyllabic lines 
emerge: 10'atbtabb bbbbb bbbbb bbbbb a:-ie, b:-ure 
Motetus: !Oatbab abab abab a:-ort, b:-on (t: epic caesura) 

DISCUSSION (literary). Patch 1923,23 n. 91; 1927,50 n. 2, 56 n. 2, 65n., 101 n. 4, 119 n. 
I; and Calin 1974, 244 (theme of Fortune); Kelly 1978, 284 n. SO (interpretation of 
triplum, ll. 9-13); Mathews 1982 (musical setting renders poetry unintelligible); 
Markstrom 1989, 32 n. 96 (isorhythmic structure symbolically represents the Wheel of 
Fortune); Brownlee 1991 b, 14 (thematic relationship of tenor to upper voices). Hassell 
(1982, no. Fl32) indexes a proverb in the triplum. 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Kittredge 1915c, 10--12; 
Wimsatt 1968, 159---60; 1979, 123; 199lb, 130--31). 

TENOR SOURCE. Et non est qui adjuvet (Psalm 21 [22):12) is from the end of the verse 
Quoniam tribulatio of the mode 2 Responsory for Passion Sunday, Circumdederunt me 
mendaces viri (Ludwig 1926-54, 2:60a*, 3:32, 78); Machaut used the same tenor in Christe 
I Veni (M21). 

EDITIONS OF MUSIC. Ludwig 1926-54, 3:30-32; Schrade 1956b, 2:134-36 (critical notes 
1956c, 79-80); Lemer 1968,45-48 no. 27; Hoppin 1978a, 134-39 no. 61; Lerch !987, 
2:216- I9 (critical notes pp. 220--21) (CaB); Brandt 1980, 62---{)6; Allorto 1983, 33-34 no. 
45. Further discussion of variants in Earp 1983, 327-41; 1989, 493-97. 

DISCUSSION (musical). Unipartite. Machabey 1955b, 2:80--82; Cracker 1966, 122 and Lerch 
1987, 1:118 (text painting in tenor); Lemer 1968,45-46 (analysis); Dobrzanska 1979b, 
52-54 (figure vertically aligning taleae 1-2); Lerch 1987, 1:115-18 (analysis); Hughes 
1989, 355-57 (analysis); Danckwardt 1993, 372-74, 381-82 (compositional procedure). On 
isomelism attalea-ends, see Machabey 1955b, 2:81; Reichert 1956, 212; Giinther 1957, 

80 Foliation and numberafterLerch 1987,1:167. 
81 Triplum and tenor survive on fol. 8r; the motetus is lost. 
82 Tresb/e Guillaume de Machaut (reading ofPiaget/Droz 1932, 251); Tresb/e Guillaume de 

Marchant (reading of Stephens 1847, 171). 
83 Such irregularities in the rhyme scheme of the triplum are also seen in Trop ay dure 

destinee I Par sauvage (ed. F.Ll. Harrison 1968, 104-7 no. 20); see Leech-Wilkinson 
1989, 1:199. 
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138-39; 1958, 32; Ziino 1978,447 (cf. De Bon Espoir I Puis que [M4] and Quant vraie 
amour I 0 series [MI7]). Sections of syncopation serve the same articulative purpose as 
hocket sections in many other motelS. The first syncopation section begins with I. 5, "Que 
pour li soit en riens ferme ou seiire" [that for him (Lady Fortune) will be at all firm or 
steadfast], suggesting that the recurring syncopated musical structure may have been set up 
as a musical response to this first "strophe" only, providing a rare analogue among the 
motelS to a common occurrence in the secular songs, in which the music best fits the first 
strophe of text. 

MUSICAL LEGACY. Relationship to Zolomina I Nazarea (ed. F.Ll. Harrison 1968, 62-QS no. 
10) discussed in Leech-Wilkinson 1982-83, 12, 17; relationship to Trop ay dure destinee I 
Par sauvage (ed. F.Ll. Harrison 1968, 104-7 no. 20; Leech-Wilkinson 1989, 2:94-95) 
discussed in Leech-Wilkinson 1982-83, 17; 1989, 1:199-200; relationship to Degentis vita 
I Cum vix artidici (ed. Giinther 1965, 4-7 no. 2; F.Ll. Harrison 1968, II6-27 nos. 23-
23a) discussed in Earp 1983, 328; 1989, 495. 

Qui n'aroit autre deport. [Lay de Bon Espoir] (lai RFl; Schrade lai 19) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I] C fols. 26r-28r [6] F 
[3] V g fols. 92v-95r [7] E 
[4] B fols. 92v-95r (new 109v-l 12r) [20] Pe 
[5] A fols. 52r-54r 

TEXT MANUSCRIPTS. 

fols. 42r-43v 
fols. 23r-24v 
fol. 4r-Qr 

[10] M fols. 52v-54r 
[IS] K fols. 45r-45v (has title) (str. J--{5) 

[18] Pm fols. SOr-51 v 
[43] M n fols. 6r--ilr 

[16] J fols. 49v-50r (has title) (str. J--{5) 
no. 284 

FACSIMILES (refer to chap. 4.4e). Miniature CI2. Ludwig 1911, 25 (appendix; beginning in 
MSS A and E). 

EDmONS OF TEXT (Remede, ll. 431--{580). Hoepffner 1908-21, 3:16-25; Wimsatt/Kibler 
1988, 191-207. 

TRANSLATIONS. Kelly 1978, 52-53 (passage from strophe I); Switten 
Wimsatt/Kibler 1988, 190-206; see also discography (chap. 8.3 and 8.8). 

I988c, 23-29; 

TEXT STRUCTURE. 12 strophes, 250 lines85: 

a bbc c aaab bccca 11 la. 7344 74344 74344 1 b. same 11 

dddd e dddd e 
2a. 84488' I 84488' 11 2b. same 11 

fffg fffg 3a. 5•5,7•5 I 5,5,7'5 11 3b. same 11 

hhhhi hhhhi 
4a. 45335 I 45335 11 4b. same 11 

... k ... k 
Sa. ?H4 I ?jj4 11 Sb. same 11 

nnnoo nnnoo 
7a. 3'3'7'34 13'3'7'34 11 7b. same 11 

8a. f.f·if· I f·f·if. 11 8b. same 11 

rrrrs rrrrs 1 9a. 55575 . 155575 • I 9b. same 11 

tttttu tttttu 
lOa. 444486' 1444486' IIIOb. same 11 

V VW V V VW ll b lla. 8.8•8 I 8,8,8. 8 ll . same 11 

llllllm llllllm 
6a. 8'4'8'4'8'4'8 I 8'4'8'4'8'4'8 116b. same 11 12a-b. =la-b. 

a:-ort, b:-er, c:-ir, d:-ier, e:-ance, f:-ee, g:-ient, h:-oy, i:-ai, j:-ueil, k:-ist, 1:-iere, 
m:-ien, n:-oie, o:-our, p:-el/e, q:-oir, r:-ri, s:-ire, t:-ment, u:-ie, v:-aille, w:-art 

DISCUSSION (literary). Poirion 1965, 400-401; 1971, 194-95; Kelly 1978, 102-3, 132-35; 
Huot 1987, 250-51; Davis 1991, 85-90; Imbs 1991, II9; Calin 1994, 200-201. A 
passage in Confort possibly refers to RFI as the Lay de Bon Espoir (see commentary below 

84 Begins with Et pour ce sans nul descour, strophe 12 of the Iai (lacking the last I2lines), 
followed by strophes I-ll; ed. Cocco 1975, 52-59. 

85 See also Poirion 1965, 396-97. 
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to S' onques [Ll7112]). For some literary studies that deal with all of the inserted lyrics, see 
chap. 5. 7, literary and musical discussions. 

EDlTlONS OF MUSIC. Ludwig 1911, 1-8 (appendix); 1926-54, 1:93-95 (criticism in 
Machabey 1955b, 1:114-15, n. 318); Wooldridge 1932,309 (ed. Westrup; strophe 1 only); 
Schrade 1956b, 2:102-5 (critical notes 1956c, 72-73); Switten 1988c, 19-23 (after 
Schrade); Wimsatt/Kibler 1988,416-22, critical notes pp. 434-37 (ed. Baltzer). 

DISCUSSION (musical). Ludwig 1911, 411-12; Machabey 1955b, 1:113-15 (rhythmic corres­
pondences), 1:125-26 (text setting); Poirion 1965, 400; Mulder 1978, 96-98 (motivic 
analysis; rhythmic materials of Qui n' aroit (RFl), Tels rit (RF2) and foie, plaisence (RF3) 
are similar), 122-23 (number symbolism, Marian image); Malizia 1984, 21-25 (general); J. 
Stevens 1984, 117-18 (opening figure rarely repeats a rhythm literally; changes of mode; 
tessitura). For some musical studies that deal with all of the inserted lyrics, see chap. 5.7. 

Qui plus aimme. See Aucune I Qui plus (MS). 
Quia amore langueo. See Maugre mon cuer I De ma dolour (Ml4). 
Remede de Fortune. See Dame, a vous (virelai RF6); Dame, de qui (ballade 

RF5); Dame, mon cuer en vous (rondeau RF7); En amer (ballade RF4); foie, 
plaisance (chant royal RF3); Qui n' aroit (lai RFl); Tels rit (complainte RF2). 

Riches d'amour et mendians d'amie (ballade B5) 
Refrain: Quant ma dame me het et je /' aour 

MANUSCRII'fS WITH TEXT AND MUSIC. 
[1] C fols. 159v-160r no. 5 
[3] V g fol. 298v no. 5 
[4] B fol. 296v no. 5 
[5] A fol. 4 56r no. 5 
[6] G fol. 13Sv no. 5 
[7] E fol. 153v no. 2 

TEXT MANUSCRII'fS. 

2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten; empty staves for tr) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 

[10] M fol. 237v no. 5 [50] Pa fols. SOr-SOv no. 154 
[42] Mn fols. 29r-29v no. 7 

EDfiONS OF TEXT. Tarbe 1849, 59-60; Chichmaref 1909,2:539-40 no. 5. 
TRANSLATIONS. Flores 1962, 153 (by William M. Davis); Greckel 1981, 93 (from Flores 

1962); see also discography (chap. 8.3 and 8.8). 

TE 3 h ababbcC .b. XTSTRUCTURE. strop es: 10. 10 10 ,10101010 a:-1e, :-1r, c:-our 

DISCUSSION (literary). Audbourg-Popin 1986, especially for 11. 1-4. 
TEXTUAL LEGACY (France). Froissart, Rices d' espoir, vuis de toute ignorance (ballade refrain, 

ed. McGregor 1975, 214-15 no. 12; Baudouin 1978, 19-20 no. 12; cited in Poirion 1965, 
215). A lain Chartier, rondeau Riche d' espoir et pouvre d' autre bien (ed. Laidlaw 1974, 377 
no. 7; cited in Audbourg-Popin 1986,97 n.l). 

EDmONS OF MUSIC. Ludwig (1926-54), 1:5 ; Schrade 1956b, 3:76 (critical notes 1956c, 
101 ); Wilkins 1980b, 27-28 (Chaucer, I, which that am underlaid). 

DISCUSSION (musical). Machabey 1955b, 2:22 (rhythmic correspondence); Salop 1971, 66 
(word painting), 70 (melodic planning); Audbourg-Popin 1986 (detailed discussion of text 
and music); Wilson 1990b, 351-54 (compositional procedure). 

Rose, lis, printemps, verdure (rondeau RlO) 
MANUSCRII'fS WITH TEXT AND MUSIC. 

[1] C fols. 205v-206r no. 9 
[3] V g fol. 319r no. 10 
[4] B fol. 318r no. 10 
[5] A fol. 4 78r no. 11 
[6] G fol. I 5 I v no. 9 
[7] E fol. 132r no. 1 

3v (ea, ten, et; room for tr; 2nd et added below)86 

4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 

86 The added contratenor is not authentic. Discussed in Harden 1983, chap. 7. 
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TEXT MANUSCRIPT. 
[10] M fol. 244v no. I 0 

FACSIMILES. Wolf 1904, 2:38 no. 20 (diplomatic facs., MS G). 
EDffiONS OF TEXT. Chichmaref 1909, 2:572 no. 9; Wilkins 1969a, 33 no. 23, notes p. 126. 
TRANSLATIONS. Leech-Wilkinson 1984, 12-13; see also discography (chap. 8.3 and 8.8). 

ABB abAB abbABB . . TEXT STRUCfURE. 7' 77 7'77 ,7 7'77 7,77 a.-ure, b.-our 

DISCUSSION (literary). Reaney 1958a, 51 (number symbolism at the beginning, where seven 
beauties of Spring are listed); Poirion 1965, 319, 323 (effect of thirteen-line form; possible 
religious image in music). 

EDffiONS OF MUSIC. Wolf 1904, 3:61--62 no. 20 (errors); Combarieu 1913, 395-96 (errors); 
Ludwig 1926--54, 1:60--61 (errors); Schrade 1956b, 3:152-53 (errors; critical notes 1956c, 
129-30); Brandt 1980, 71-73; Kamien 1984, 10-11 no. 5; Leech-Wilkinson 1984, 14-17 
(correct); Lincoln/Bonta 1986,53-54 no. 20. Wolf(l904, 1:168-70) and Ludwig (1904-5, 
621) discuss transcription problems; Hoppin (1960, 20-23) discusses errors in earlier 
editions and notational variants in the triplum. 

DISCUSSION (musical). Combarieu 1913, 393-98 (style, performance practice); Besseler 
1931, 139-40 (aesthetic effect is one of enchantment); Machabey 1955b, 1:160--61; Wykes 
1956, 68-76 (analysis); Giinther 1957, 106 (motivic analysis); Domling 1970, 78-79 
(triplum essential); Mulder 1978, 85-87 (motivic analysis and symbolism); Leech­
Wilkinson 1984 (thorough analysis); Page 1990, 82 (Pythagorean intonation); 1993, 163, 
165, 167, 169 (rondeau form). 

MUSICAL LEGACY. For twentieth-century compositions inspired by R 10, see chap. 2.5 
(Bourcier, Hand, and Sciarrino ). 

Ruina. See Tant doucement m' ont I Eins (M13). 
S'Amours ne fait par sa grace adoucir (ballade Bl) 

Refrain: Qu' en ma dolour languir jusqu' a la mort 
MANUSCRIPTS WITH TEXT AND MUSIC (all2v: ea, ten). 

[I] C fols. 157v-158r no. I [5] A 
[3] V g fol. 296v no. I [6] G 
[4] B fol. 294v no. I [7] E 

TEXT MANUSCRIPT. 
[10] M fol. 237r no. I 

fol. 454r 
fol. 134r 
fol. 147r 

no. I 
no. I 
no. I 

FACSIMILES (refer to chap. 4.4u). Miniature AI 54. For the music, see Wolf 1904,2:40-41 
no. 23 (diplomatic facs., MS G); Machabey 1960, I39I-92 (MS A, miniature A !54, 
including the first two lines of music); Poirion 1971, pi. 22 (MS A, miniature A 154, 
including most of the music). 

EDITION OF TEXT. Chichmaref 1909, 2:537 no. I. 
TEXT STRUCTURE. 3 strophes: !Oab ab bcC a:-ir, b:-es, c:-ort 
EDmONS OF MUSIC. Cottee de Toulmon [1846]b, I; Wolf 1904,3:66--67 no. 23; Riemann 

1905,338-40 (after Woll, but all melismas are considered instrumental, a practice rejected 
in Machabey 1955b, 2:46 n. 4881; Ludwig 1926--54, 1:1; Schrade 1956b, 3:68--69 (critical 
notes 1956c, 99); Wilkins 1980b, 5--6 (Chaucer, To you, my purse underlaid). 

DISCUSSION (musical). Wolf I904, 1:172 (on Machaut's "notational license"); Riemann 
1905,337,340 ("one seeks in vain among Machaut's 3- and 4v works for anything similarly 
enjoyable"); Schering 1911-12, 180 (simplified harmonic reduction); Machabey 1955b, 2:18-
19; Salop 1971, 52-53 (melodic direction in cantus); 58-59 (melodic strategies that contribute 
to word painting); Kiihn 1973, 74-75 (melodic construction, not contrapuntal construction, is 
the basis for consonance and dissonance in this work); Liihmann 1978, 121-22 (declamation); 
Saponov 1978, 25 (talea structure); Apfel 1982, 88-89 (harmonic reduction); Arlt 1982, 229 
and Giinther 1982, 112 (on the location ofB I first in the series of ballades); Dahlhaus 1982 
(dissonance treatment compared to a passage inBiaute qui [B4]). 

S'Amours tous amans. SeeS' il estoit IS' Amours (M6). 
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S'il estoit nulz I S'Amours I Et gaudebit cor vestrum (motet M6) 
MANUSCRIPTS WITH TEXT AND MUSIC (all3v: tr, mot, ten). 

[1] C fols. 210v-2llr no. 5 [5] A fols. 419v--420r 
[3] V g fols. 265v-266r no. 6 [6] G fols. I07v-I08r 
[4] B fols. 263v-264r no. 6 [7] E fol. 136v 

EDITION OF TEXT. Chichmaref 1909,2:493-94 no. 6. 

no. 6 
no. 6 
no. 8 
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TRANSLATION. DavisoniApel 1949, 245 no. 44; Boogaart I993a, 6; see also discography 
(chap. 8.3 and 8.8). 

TEXT STRUCTURE AND RELATIONSHIP TO ISO RHYTHM. Both triplum and motetus exhibit 
regular correlation between text and tale a structure (Besseler 1927, 224; Reichert 1956, 
201). The triplum text is shifted three breve measures in relation to the isorhythm, and this 
staggered phrasing is compensated by a ta/ea fragment of three breve measures at the end of 
the integer valor section and at the end of the diminution section. Reichert (1956, 208, ex. 
10 facing p. 209) analyzes the phrase overlap in terms of the text; Wemli (1977, 18) notes 
that the extra measures allow full recurrence of upper-voice isorhythmic passages at the end 
of the motel, needed since the tenor's rhythmic patterns differ in the second half. See also 
Clarkson 1971, 264 (strophic structure of motetus); Ziino 1978, 443, 444--45 (strophic 
structure of triplum). 

. . a a b* c c b d d b e e b f f b g g b 
Tnpmm: 101010' 101010' 101010' 101010' 10'10'10' 101010' 

a:-eiist, b:-aire, c:-er, d:-ir, e:-on, f:-eiisse, g:-pite (•: epic caesura) 

Motetus: 7abab baab baab a a:-ir, b:-oit 
DISCUSSION (literary). Poirion 1965,611 (theme of tenor); Boogaart I993a (full analysis). 
TENOR SOURCE. Et gaudebit cor vest rum is not from the Alleluia Non vos relinquam, but 

from the final melisma of the repetenda of the mode 8 Responsory Sicut mater conso/atur 
(Isaia 66:13-14) for the second Sunday of Advent (Anderson 1976, 122, 126). The 
indication of the tenor source in Chichmaref (1909, 494n.) is incorrect. 

EDITIONS OF MUSIC. Ludwig 1926-54, 3:24-26; Davisonl Apel 1949, 46-48 no. 44; Schrade 
I956b, 2:127-29 (critical notes I956c, 78); Hamburg 1976, 17-19 no. 22; Boogaart I993a, 
14-17 (analytical edition). 

MUSICAL ANTECEDENTS. Philippe de Vitry, Tuba I In arboris (Crocker 1966, 121-22). 
DISCUSSION (musical). Bipartite without diminution. Contrast results from beginning the 

tenor repeat on a different "beat," resulting in changes of rhythm due to differences in 
imperfection and alteration. Gombosi 1950, 220-21 (symmetrical construction of the tenor 
rhythm, criticized in Giinther 1957, 133 n. 97; 1958, 30 n. 16; cf. also Domling 1971, 26 
n. 9); Machabey I955b, 2:77-79; Giinther 1958, 30 (unipartite analysis); Apel 1959 (brief 
analysis); Sanders 1973, 562--{53 n. 279 (phrase structure; not unipartite as Giinther argues); 
Powell 1979, 242-52 (Gombosi's suggestions carried to an extreme); Wemli 1977, 16-19 
(strophic nature of the motel is perceptible; six instead of eight ta/eae); Boogaart I993a (full 
analysis of text and music relationships). 

S 'onques dolereusement. Le Lay de C onfort (lai L17; Schrade lai 12) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic; presumably 3v canons intended for 

all strophes). 
[3] V g fols. 253v-256v 
[4] B fols. 251 v-254v 
[5] A fols. 399r--40Ir 

TEXT MANUSCRIPTS. 

no. 17 
no. 17 
no. 17 

[6] G fols. 94v-96r 
[7] E fols. 12lr-122v 

no. 17 (has title) 
no. 13 (has title) 

[10] M fols. 230v-232r no. 17 [16] J fols. 141 v-143r no. 2 
[15] K fols. 127r-127v no. 2 (frag.) [50] Pa fols. 57v-59r no. 182 

EDITION OF TEXT. Chichmaref 1909,2:415-24 no. 17. 
TRANSLATIONS. Wimsatt (1975, 18-23) gives a summary of the entire lai, and complete 

translations of strophes 1, 3, 5, 7, and 12; a few of these segments are also in Wimsatt 
I99Ib, I 13-14; see also discography (chap. 8.3 and 8.8). 

DATE. Machaut's Confort refers the reader to the Remede (1. 2248) or to a "Lay de Bon 
Espoir" (1. 2249), a title close to the "Lay de Bonne Esperance," Longuement (LI8/13= 
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VD47) in the Voir Dit (cf. Kelly 1978, 288 n. 59). But since the lover in Ll7 is referred to 
as being in prison (1. 262), Hoepffner (1908-21, 3:249-50, note to Confort I. 2249) linked 
Ll7, not Longuement (Ll8/13), to the Confort, written for King Charles II of Navarre 
during his incarceration (1356-57). According to Hoepffner, Machaut then would have 
changed the title of Ll7 to one that makes its connection to the Confort explicit, while 
neglecting to change the title in the Confort citation. Ll7 has on these grounds been dated 
ea. 135~57 (accepted in Poirion 1965, 409; Wimsau 1975, 14, 18; Reaney 1967,90, 95; 
and Kiigle 1991, 381-82). Literary scholars have not commented on Ludwig's note (192~ 
54, 2:14a* n. I) that the lai of the Remede is entitled Lay de Bon Espoir in MSS K and J. 
Contrary to Ludwig's view, it seems to me quite possible that Machaut was referring to the 
lai of the Remede in the Confort citation, making in effect a double reference to the Remede 
at that point. Wimsatt (I 991 b, 129) suggests that Mac ha ut sent the lai to the duke of Berry 
in London in the early 1360s, as a lament of the duke's new wife Jeanne d' Arrnagnac. 

TEXT STRUCfURE. 12 strophes, 272lines: 
aabbaabba 11 la. 774747474 Ill b. same 

nnonnonnonno
1 7a. 7'7'3 7'7'3 7'7'3 7'7'3 I 7b. same 11 

cddeecccddeeec 2a. 73447434474344 11 2b. same 11 8 PPPP q PPPP q 11 8b 11 a. 75335' 75335' · same 

ffffffg ffffffg 3a. 8444486' 8444486' 113b. same 11 
rrs rrs rrs rrs

1 9a. 7'7'5, 7'7'5' 7'7'5' 7'7'5, I 9b. same 11 

h'h''h .. h' 
4a. 7 .~7'~~7 .~;7'; 114b. same 11 

ttttt ttttt lOa. 44448 44448 11 lOb. same 11 

'k 'k 'k . k 
Sa. ~7' ~7' ~7' ~7' 11 Sb. same 11 

uuv uuv vvu vvu 
lla. 433 433 433 433 11 !lb. same 11 

I I I m I I I m mmml mmml 6a. 5'5'5'5 5'5'5'5 5'5'5'5 5'5'5'5 116b. same 11 12a-b. =la-b. 

a:-ent, b:-on, c:-ueil, d:-e, e:-art, f:-ist, g:-ite, h:-ie, i:-ust,j:-ort, k:-orte, 1:-ire, 
m:-our, n:-ence [-ance], o:-oir, p:-er, q:-arde, r:-ee, s:-aille, t:-uis, u:-ay, v:-aint 

DISCUSSION (literary). Patch 1927, 77 n. 1, 96 n., 119 n. 1, 134 n. 2 and Calin 1974, 244 
(theme of Fortune); Wimsatt 1975, 13-15 (the earlier Remede and the later Fonteinne share 
the literary plan of the work, in which an opening complaint is answered by comfort); 
Giinther 1984a, 264-65 and Newes 199lb, 115-16 (symbolic connection between the 
turning of the Wheel of Fortune and the musical realization as a 3v canon). See also the 
literary analysis by Kees Boeke in the notes accompanying the recording Channel Classics 
CCS 0390 (see chap. 8.8). Feminine voice. Hassell (I 982, no. Ml60) indexes a proverb. 

LITERARY ANTECEDENTS. Boethius, Consolation of Philosophy; Roman de la Rose 
(Wimsatt 1975, 18-19; Kelly 1978, 288 n. 59). 

TEXTUAL LEGACY (England). Chaucer, Book of the Duchess (Kittredge 1915c, 13-14, 18; 
Wimsatt 1968, 159-60; 1975; 199lb, 113-14, 129). 

EDffiONS OF MUSIC. La I Yig 192~54, 4:54-66 (ed. Besseler); Schrade 1956b, 2:52-74 
(critical notes 1956c, 65-67, On transcription problems, see Reaney 1955-56, 30-31; 
errors in the editions of strophes 3,4, 9, and 10-11 are discussed in Hoppin 1960, 17 and n. 
18; Giinther 1957, 128; 1962-63, 21-22. Hoppin (1978b, 408) questions the realization of 
the work as a 3v canon, due to unusual dissonances. 

For the performance of the canon, MS A gives only "statim, etc."; MS G gives what 
must be the full direction from the exemplar: statim et sine pausa dicitur secundus versus 
scilicet: Qu' en terre n' a element. Et sic de omnibus aliis [immediately and without a rest 
sing the second verse, namely: Qu' en terre n' a element. And thus with all the others]. The 
music of strophes 1 and 12 is the same. 

DISCUSSION (musical). Ludwig 192~54, 2:14*a n. 1; Feininger 1937 (canon); Machabey 
1955b, 1:119 ("isorhythmic" beginning of strophes 3 and 9); 1:123, 124, 12~27; Reaney 
1955-56, 30-31 (polyphony); Giinther 1957, 127-28 (text/music relationship); Newes 
1987, 115-17, 134-50 (text/music relationship, "isorhythm" in strophe 10, semibreve 
syncopation); Cross 1990,291 (canon has confusingficta); Newes 199lb, 103, 115-21. 
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Sanctus. See M esse de Nostre Dame. 
Sans cuer, dolens, de vous departirai (rondeau R4) 
MANUSCRIPTS WITII TEXT AND MUSIC (all2v: ea, ten). 

[I] C fol. 204v no. 8 [6] G fol. ISOv 
[3] V g fol. 317r no. 4 [7] E fol. !46r 
[4] B fol. 316r no. 4 [7] E fol. 182r 
[5] A fol. 476v no. 6 

TEXT MANUSCRIPTS. 
[10] M fol. 244r no. 4 Lo!48 CVgBAGHMD 

no.4 
no. 19 

373 

in Voir Dit 

[50] Pa fol. 32r no. 97 VD31 AFEPm (chap. 5.13 table 5.3) 
EDffiONS OF TEXT. Tarbe 1849, 53; 1856, 55; P. Paris 1875, 108; Chichmaref 1909, 1:139 

no. 148; Wilkins 1972, 112 no. 264. 

DATE. Hoepffner (1908-21, 3:257 note to I. 1013 of Fonteinne) links the date of R4 and De 
tout sui (V38/32); see the commentary in Reaney 1952b, 37; Leech-Wilkinson 1993b, 114 
n. 47. 

TRANSLATIONS. L.W. Johnson 1990, 56-57; see also discography (chap. 8.3 and 8.8). 
DISCUSSION (literary). Hoepffner 1908-21, 3:254 note to 11. 203-4 of Fonteinne (relation­

ship toll. I and 6 of Lol48=R4). Only one Voir Dit passage relates to R4. The work is 
inserted in the narrative after two introductory lines that treat it as if it had been improvised 
on the spot (11. 2605--{), ed. P. Paris 1875, 108); but since it appears in MS C, it was 
composed before ea. 1355. Immediately following R4 is a paired rondeau by Toute Belle, 
Sans cuer, de moi pas ne vous partires (VD32). For excerpts from or commentary on these 
passages, see Ludwig 1926-54, 2:56a*; Wilkins 1972, 178 n. 264; S.J. Williams 1977, 
464; Brownlee 1984,240 n. 36; Cerquiglini 1985b, 98 n. 21; L.W. Johnson 1990, 56-57; 
Leech-Wilkinson 1993a, 61--{)2; 1993b, 114, 135. 

TEXT STRUCTURE. IOAB aA ab AB a:-partiray, b:-our 
EDmONS OF MUSIC. Ludwig 1926-54, I :54; Schrade 1956b, 3:144 (critical notes 1956c, 

125). 
DISCUSSION (musical). Machabey 1955b, 1: !SS; Domling 1972, 302 (text painting). 

Sans cuer m'en vois, dolens et esplourez (ballade B17) 
Refrain: En lieu dou cuer, dame, qui vous demeure 
Amis, dolens, maz et desconfortez 
Refrain: En lieu dou cuer, amis, qui me demeure 
Dame, par vous me sens reconfortez 
Refrain: En lieu dou cuer, dame, qui vous demeure 

MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea I, ca2, ca3). 
[I] C fols. 198r-199r no. 18 [5] A fols. 458r-458v no. 9 
[3] V g fols. 304v-305r no. 17 [6] G fols. !36v-137r no. 9 
[4] B fols. 302v-303r no. 17 [7] E fols. 149r-149v no. 10 

TEXT MANUSCRIPTS. 
[10] M fols. 239v-240r nos. 17a, b, c [50] Pa fols. 54v-55v nos. 169-71 
[16] J fols. 19v-20r nos. 111-13&7 

FACSIMILE. Ultan 1977b, 127-28 (diplomatic facs.; error in interval between canonic voices) 
EDffiONS OF TEXT. Chichmaref 1909,2:543-45 nos. 9-11; Wilkins 1987,28-29. 
TRANSLATIONS. Marrocco/Sandon 1977, !59 (strophe I of all three ballades); Wilkins 1987, 

29-30; see also discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 3 x 3 strophes (triple ballade). See Gieber (1982, !I) on the rare use of 

.b ababccdD 'b' d enjam ment. 1010 IOIO 71010•10, a:-es, :-01e, c:-er, :-eure 

DISCUSSION (literary). Poirion 1965, 611 (on simultaneous presentation of texts); J.R. White 
1969, 88 and Newes 1977, SS (literary reason for the order of entry of the voices); Mulder 

87 [Sans cuer]: Chanson de ioie et esplourez. [Amis, dolens]: Response. la dame. [Dame, par 
vous]: Renvoy. /' amant. 
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1978,70--71 (three voices are male love, female love, and heavenly or Marian love); Newes 
1987, 159-60 and 1991, 71-73 (literary reason for the order of entry of the voices; also 
reported in Giinther 1983, 263--64; 1984a, 265). 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:16 (error in interval between canonic voices); 
Schrade 1956b, 3:88-89 (critical notes 1956c, 107-8; follows error of Ludwig); Reaney 
1955, 57-58 (ed. after Feininger 1937; discussion p. 51); Marrocco/Sandon 1977, 157-59 
no. 70 (after Reaney); Wilkins 1987 26-31 no. 6. 

DISCUSSION (musical). Feininger 1937 (new interpretation of canon); Machabey 1955b, 
2:31-32; Kiihn 1973,206-10 (analysis in support ofFeininger transcription); Newes 1987, 
150--69; Wilkins 1987,30--31 (general discussion); Newes 199la, 73-75 (analysis). 

Se d'amer me repentoie (virelai V20) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I) C fol. !56r no. 19 [5) A fol. 488r no. 20 
[3) V g fols. 328v-329r no. 20 [6) G fols. !58v-159r no. 20 
[4) B fols. 326v-327r no. 20 [7) E fols. 160v-16lr no. !I 

TEXT MANUSCRIPTS. 
[10] M fols. 250r-250v no. 20 [50] Pa fols. 67v-68r no. 212 

EDffiONS OF TEXT. TarbC 1856, 25; Chichmaref 1909, 2:605-6 no. 20. 
AABAAB ba ba a ab a ab AABAAB 

TEXT STRUCfURE. 3 strophes: 7'3•7 7'3•7 11 77' ?7' 17'3•7 7'3•7 117'3•7 7'3•7 a:-oie, b:-i 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:80; Schrade 1956b, 3:179 (critical notes 1956c, 
142). 

DISCUSSION (musical). Machabey 1955b, 1:186-87; Weber-Bockholdt 1992, 276 (tonally 
clear). 

Se j'aim mon loyal ami. See Lasse! I Se j'aim (MI6). 
Se je me pleing, je n'en puis mais (ballade Bl5) 

Refrain: M a dame m' a congie donne 
MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 

[I) C fols. 164r-164v no. 15 [5) A 
[3) V g fol. 303v no. 15 [6) G 
[4) B fol. 30lv no. 15 [7) E 

TEXT MANUSCRIPTS. 

fol. 462r 
fol. 139v 
fol. !56r 

[10] M fol. 239r no. 15 [50] Pa fol. 5lr 
EDffiON OF TEXT. Chichmaref 1909, 2:549-50 no. 18. 
TEXT STRUCTURE. 3 strophes: 8ab ab ccdD a:-ais, b:-eus, c:-ours, d:-e 

no. 16 
no. 16 
no. 33 

no. 158 

TEXTUAL LEGACY (France). Froissart, rondeau Se je me plains, dame,j' ai bien de quoi (ed. 
McGregor 1975,274 no. 65; Baudouin 1978,82 no. 65; cited in Poirion 1965, 215). 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:13; Schrade 1956b, 3:86 (critical notes 1956c, 
106-7). 

DISCUSSIONS (musical). Machabey 1955b, 2:29-30; Diimling 1970, 72-74 (recurring 
musical segments argue for simultaneous conception of voices); Salop 1971, 70--71 
(melodic planning); Diimling 1972, 302 (text painting); Hirshberg 1980, 32-33 (jicta). 

MUSICAL LEGACY. (a) Related to the anonymous ballade Madame m' a congie donne (ed. 
Ludwig 1926-54, 1:14; Giinther 1957, no. 5; 1959, 10--11 no. 4; Ape! 1970--72,2:75-76 
no. 163; Greene 1981-89, 20:99-101 no. 30; discussed in Giinther 1957, 167, 196-98). 
The first line of this ballade quotes the text and music of the refrain of Machaut's B 15, 
while the refrain of the anonymous ballade quotes the text and music ofMachaut's first line 
(the remainder of the text is unrelated). Discussion in Giinther 1972, 55 (as a balade entee). 
There is a similar pattern of borrowing in a ballade ascribed to Magister Franciscus, related 
to De Fortune (B23). (b) The beginning of text only is cited at the beginning of a ballade by 
Matteo da Perugia, Seje me pleing de Fortune (ed. Ape! 1970--72, 1:104-6 no. 53; Greene 
1981-89,20:72-75 no. 21), which goes on to cite text and music of the cantus and tenor of 
Machaut's De Fortune (B23) (Lucy Cross, reported in Giinther 1980a). 
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Se je souspir parfondement (virelai V36; Schrade virelai 30) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 

[3) V g fol. 33Sv no. 36 [6) G fols. 162r-I62v no. 33 
[S] A fols. 492r--492v no. 32 

TEXT MANUSCRIPT. 
[10) M fol. 2SSr 

LOST MANUSCRIPT. 
no. 36 

[8) lost B urgundian manuscript 
FACSIMILE. Wolf I904, 2:4S--46 no. 26 (diplomatic facs., MS G). 
EDffiON OF TEXT. Chichmaref I909, 2:623-24 no. 33. 
TRANSLATIONS. Marrocco/Sandon 1977, IS4 (strophe I); Wilson I990a, 236--37; see also 

discography (chap. 8.3 and 8.8) . 
. AABBAB bba bba aabbab AABBAB . . TEXT STRUCTURE. 3 strophes. 8 444 84 11 844 844 I 844484 11 8 444 84 a.-ent, b.-oy 

DISCUSSION (literary). Hassell (I 982, no. RS9) indexes a proverb. 
EDffiONS OF MUSIC. Wolf I904, 3:7I no. 26; Ludwig I926--S4, I:89-90; Schering I93Ib, 

I8 no. 26b; Gerold I932, 329-31; Schrade I9S6b, 3:I89 (critical notes I9S6c, I46); 
Starr/Devine I974, 2S-26; Godwin I97S, I43--44 no. I9; Marrocco/Sandon I977, IS4 no. 
68; Arlt I982, 2S6 (after Schrade); Wilson I990a, 23S-36 no. 69. 

DISCUSSION (musical). Machabey I9SSb, I: I94; Covington I978; Arlt I982, 2S6--S7 (suc­
cessive composition); Wilson I990b, 339, 342 (harmonic framework, displacement tech­
nique). 

MUSICAL LEGACY. On a group of late fourteenth-century virelais in similar style to 
Machaut's V36, Moult sui (V37/3 I), and De tout sui (V38/32), see Fallows I990, 22-23. 

Se Loyaute m'est amie (virelai V22) 
TEXT MANUSCRIPTS. 

[I) C fols. IS7r-IS7v no. 22 
[3) V g fol. 329r no. 22 
[4) B fol. 327r no. 22 
[S) A fol. 488v no. 22 

EDffiON OF TEXT. Chichmaref I909, 2:608-9 no. 22 . 

[6) G fols. IS9r-IS9v no. 22 
[7) E fol. I64r no. 29 

[10) M fols. 2SOv-2Sir no. 22 

. AABAAAB bbabba aabaaab AABAAAB ... 
TEXT STRUCTURE. 3 str .. 7'3'77'3 '7'3 11 737' 737' 17'3'77'3 '7'3 117'3' 77'3 '7'3 a.-ze, b.-our 

Se ma dame m'a guerpi (virelai V6) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I) C fols. ISOv-ISir no. 6 [S] A fol. 483v no. 6 
[3) V g fol. 324r no. 6 [6) G fol. ISSv no. 4 
[4] B fol. 322r no. 6 

TEXT MANUSCRIPTS. 
[7) E fol. IS9v no. 4 (empty staves) [10) M fols. 246v-247r no. 6 

EDffiON OF TEXT. Chichmaref I909, 2:S86--87 no. 6. 

TEXT 3 h . AABB ll cca cca I aab B AABB . . . -< • 
STRUCTURE. strop es. 7 7 5'8' 837 837 775'8' 11 7 7 5'8' a.-z, b.-~e, c.-ent. 

The last line of the refrain proper also serves as the last line of each of the three strophes 
(cf. Hoepffner I920b, 26--27; Poirion I96S, 329 and n. 28). Compare Dame,je vueil (V9). 

EDffiONS OF MUSIC. Ludwig I926--S4, I:72; Schrade 19S6b, 3:I69 (critical notes I9S6c, 
I37-38). 

DISCUSSION (musical). Machabey I9SSb, I:I79; Weber-Bockholdt I992, 268--{)9. 

Se mesdisans en acort (virelai Vl5) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[I) C fols. IS4r-IS4v no. IS [S) A fols. 486r--486v no. IS 
[3) V g fols. 326v-327r no. IS [6) G fol. IS7v no. IS 
[4) B fols. 324v-32Sr no. IS [7) E fols. IS9v-I60r no. 6 
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TEXT MANUSCRIPTS. 
[10] M fols. 248v-249r no. IS [50] Pa fols. 61 v--{)2r no. 192 

EDffiONS OF TEXT. Tarbe 1856, 29; Chichmaref 1909,2:598-99 no. 15. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 3 strophes: 

AABBBA ccb ccb aab b ba AABBBA . 
775'7'7'5 11 775' 775' 1775'7'7'5 11 775'7'7'5 a:-ort, b:-le, c:-ay 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:76-77; Schrade 1956b, 3:174 (critical notes 1956c, 
140--41). 

DISCUSSION (musical). Machabey 1955b, 1:183. 

Se pour ce muir qu'Amours ai bien servi (ballade B36) 
Refrain: Qu' en lieu de b/eu, dame, vous vestez vert 

MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 
[3] V g fol. 316r no. 36 [6] G fols. 147v-148v no. 36 
[4] B fol. 315r no. 36 [7] E fols. 203v-204r in Voir Dit 
[5] A fols. 472v-473r no. 35 

TEXT MANUSCRIPTS. 
[10] M fol. 243r no. 36 Lo248 VgBJAMD (chap. 6.4) 
[52] Ta fols. 7r-7v no. 20 VD61 AFEPm (chap. 5.13 table 5.3) 

FACSIMILE. Wilkins 1979, 17 (MS A, beginning of cantus only). 
EDITIONS OF TEXT. Tarbe 1849, 55-56; 1856, xxix (strophe I); P. Paris 1875, 309; 

Chichmaref 1909, 1:218 no. 248; Wilkins 1972, 99 no. 193; Vitale-Brovarone 1980, 22 
no. 20 (Ta). 

TRANSLATIONS. Little 1980, 55-57 (includes verses from the Voir Dit that introduce the 
ballade, 11. 7638-44); Cerquiglini/Berthelot 1987, 116-17 (modern French); Wimsatt 
I99Ib, 144-45; see also discography (chap. 8.3 and 8.8). 

DATE. (a) Perhaps end of 1363 (after Voir Dit letter 39; see Machabey 195Sb, 2:51); (b) after 
early February 1364 (Leech-Wilkinson 1993a, 5%0). 

TEXT STRUCTURE. 3 strophes: 10ab ab bcC a:-i, b:-our, c:-ert 
DISCUSSION (literary). The following Voir Dit passages concern B36: (a) the narrative 

immediately preceding the dream of the transformed image of Toute Belle, I. 4929 (ed. P. 
Paris 1875, 213) presages the refrain of B36; (b) there is further mention of colors later in 
the same dream, 11. 5162-67 (ed. 1875, 221); (c) the king replies, recalling the 
transformation of blue into green (ed. 1875, 225); (d) Guillaume mentions the dream with 
the color change in letter 31 (ed. 1875, 240); (e) the text of B36 is inserted in the narrative 
(11. 7644-64, ed. 1875, 309); (f) another recollection of the color symbolism of B36, I. 
7694 (ed. 1875, 313); (g) Toute Belle writes in letter 43 that she has seen B36, obtained 
from a source other than Guillaume (ed. I875, 347); (h) the messenger reports the bad effect 
of B36 on Toute Belle, 11. 8623-35 (ed. 1875, 351-52). For excerpts from or commentary 
on these passages, see Huizinga 1924, 107 (=1953, 125); Ludwig 1926-54, 2:58*; Little 
1980, 55-57; Brownlee 1984, 145, 347, 351-52; Cerquiglini 1985b, 169, 220; Leech­
Wilkinson 1993a, 59-60; 1993b, 128-30, 139-40. Hassell (1982, no. Bll2) indexes a 
proverb. See also chap. 6.4, note to Lo213. For further on color symbolism in Machaut, 
see chap. 6.4, notes to Lo248 and Lo272. 

TEXTUAL LEGACY (England). Chaucer, Anelida and Arcite (Wimsatt 1978, 70); Against 
Women Unconstant (F.N. Robinson 1957, 865--{)6; Wimsatt 1978, 66 and 83-84; Wimsatt 
199lb, 144-47). 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:44-45; Schrade 1956b, 3:130-31 (critical notes 
1956c, 119); Wilkins 1980b, 3-4 (Chaucer, Madame ,for your newe-fange/nesse underlaid). 
Aspects of syncopation discussed in Giinther 1962--{)3, 24. 

DISCUSSION (musical). Schering 193Ia, 18 (removes diminutions to obtain skeletal melody); 
Preston 1951, 617 (word-painting); Machabey 1955b, 2:50-51; Domling 1970, 44 
(analysis, criticized in Kiihn 1973, 260 n. 440); Salop 1971, 70 (melodic planning); 
Domling 1972, 304, 305-6 (text setting; refrain); Reaney 1982, 298 (mode); Leech­
Wilkinson 1993a, 59-60 (word-painting). 
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The pervasive use of certain melodic formulas in tempus imperfectum, prolatio major 
links Donnez, signeurs (B26), Une vipere (B27), and Je puis trop (B28) as one group, and 
Plourez, dames (B32), Nes qu' on (B33), and Se pour ce muir (B36) as another; the same 
formulas are seen to a lesser extent in En a mer (RF4 ), Cinc, un (R6), and Douce dame, tant 
(R20) (cf. Reaney 1955, 47; Giinther 1957, 80-84; Hirshberg 1971, 120-33; Little 1980, 
49; Leech-Wilkinson 1993a, 59 n. 38). On melodic formulae in B32-33 and B36, see also 
Reaney 1971, 42; Mulder 1978,99-114 (the theme of despair common to the three ballades 
is mirrored in their similar musical material); Little 1980, 57-59; Leech-Wilkinson 1993a, 
59-60). 

Se quanque amours puet donner a ami (ballade B21) 
Refrain: Contre le bien et la joie que j' ay 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[1] C fols. 200v-20lr no. 22 
[3] V g fol. 307r no. 21 
[4] B fol. 305r no. 21 
[5] A fol. 4 74v no. 38 
[6] G fols. 14lr-141 v no. 21 
[7] E fol. 151 v no. 16 

TEXT MANUSCRIPTS. 

4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
3v (ea, ten, ct)88 

4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 

[10] M fol. 240v no. 21 [50] Pa fols. 52v-53r no. 166 
[40] Wrn fol. 20r no. 17 

FACSIMILE. Bofill Soliguer 1991,23 (MS C). 
EDfiTON OF TEXT. Chichmaref 1909, 2:552-53 no. 23. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 

ab abccdD . 
TEXT STRUCTURE. 3 strophes: 1010 1010 7101010 a:-1, b:-er, c:-ent, d:-ay 

EDfiTONS OF MUSIC. Ludwig 1926-54, 1:22; Schrade 1956b, 3:96-97 (critical notes 1956c, 
110). Brief mention of Schrade's notational errors in Hoppin 1960, 19 n. 25. 

MUSICAL LEGACY. Matheus de Sancte Johanne, ballade Science n' a nul annemi (ed. Ape! 
1970-72, 1:137-38 no. 73; Greene 1981-89, 19:149-51 no. 94); cited in Hirshberg 1971, 
207. 

DISCUSSION (musical). Machabey 1955b, 2:34; Wykes 1956, 76-81 and diagrams in 
appendix C (analysis); Hirshberg 1971, 138-41 (motivic analysis of B21 and I/ m' est avis 
[B22]); Liihmann 1978, 69-85, 136-37 (harmonic structure, rhythm and declamation); 
Mulder 1978, 79 (motivic analysis). 

Se quanque Diex en monde a fait. [Le Lay du Mirouer Amoureu.x] (lai 
Lll) 

TEXT MANUSCRIPTS. 
[11 C fols. 19lr-192v no. 12 [61 G fols. 86v-87v 
[3] V g fols. 239v-240v no. 11 [7] E fols. 109v-110r 
[4] B fols. 237v-238v no. 11 [10] M fols. 224r-225v 
[5] A fols. 386r-387v no. 11 [28] Ars fols. 12r-13v 

EDfiTON OF TEXT. Chichmaref 1909,2:362-70 no. 11. 
TRANSLATION. Wimsatt 199lb, 160 (ll. 15-20 only). 
TEXT STRUCTURE. 12 strophes, 242lines: 

no. 11 
no. 4 (has title) 
no. 13 
no. 2 

aaa b aaa b 11 g g g g g g h g g g g g g h 
la. 8888 , I 8888 . lllb. same 4a. 7'5 '7'5 '7'5 ,7 17'5'7'5 '7'5,7 114b. same 11 

ccc d ccc d 2a. 3377 . I 3377 , 11 2b. same 11 ijjkkiiijjkkki 
Sa. 73447434474344 11 Sb. same 11 

3a. ;.!;.! ~;.~ !;.! 11 3b. same 11 6 llmmllmml 6 11 a.77474747411 b.same 

88 Added later; the reduced voices are due to a problem in page layout (Earp 1983, 68-69). 
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nnno nnno 
1 7a. 

5557 
I 

5557 
I 7b. same 11 0 uuuv I uuuv ll Ob I 1 a. 7775 7775 1 · same I 

8 P P P q r I P P P q r 11 8b 11 
a. 3'3'7'3'3 3'3'7'3'3 ·same 

wxwxwxw wxwxwxw 
Ita. 33'33'33'7 1 33'33'33'7 11 !lb. same 11 

sssst sssst 9a. 8'8'8'8'8 18'8'8'8'8 11 9b. same 11 12a-b. = la-b. 

a:-ait, b:-ance, c:-our, d:-oie, e:-ure, f:-e, g:-ee, h:-a, i:-ours, j:-oir, k:-i, 1:-ir, m:-ay, 
n:-ui, o:-ort, p:-ie, q:-ame, r:-oy, s:-ue, t:-eus, u:-ueil, v:-ement, w:-is, x:-ise 

DISCUSSION (literary). Luttrell !965, 172 (vocabulary); Huot 1987, 266-68, 272-73 
(feminine voice; pairing of Lay de /' Ymage, Ne say comment (L 14/9) and Lll in MS C). 

TEXTUAL LEGACY (Catalonia). Pere Torroella, Tant mon voler (11. 147-51; ed. Bach y Rita 
1930). 

TEXTUAL LEGACY (England). Chaucer, Troilus (Wimsatt 1976, 288-89; 291; !99!b, 159-
60; Windeau 1992, 120-21). 

Se vous n'estes pour mon guerredon nee (rondeau R7) 
MANUSCRWfS WITH TEXT AND MUSIC. 

[I] C fol. 202r no. 2 
[3] V g fol. 318r no. 7 
[4] B fol. 3!7r no. 7 
[5] A fol. 4 77v no. 7 
[6] G fol. !Sir no. 7 
[7] E fol. 134r no. 4 

[18] Pm fol. 214v no. 3 
[56] CaB fol. 6v no. 29 
[61] FP fol. 60r no. 110 
[65] S L fol. 77r 
[66] Mod fol. 34r 
[66] Mod fol. Sv 
[68] Gr 3360 fol. 3r 
[72] P g fol. 257v 
[73] S tr fol. 73v [73r?] 

TEXT MANUSCRWfS. 

no.66 
no. 7a 
no. 7 
no. 25 
no. 119 

2v (ea, ten; with empty staves for tr) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 
2v (ea, ten) 
3v (ea, ten, et) 
2v (ea, ten) 
4v (tr, ea, ten, et) 
3v (ea, ten, et) 

2v (ea, ten) 
new et only 
frag. (ten, ct)89 

2v no text 
(index only). 

[10] M fol. 244r no. 7 [50] Pa fols. 57r-57v no. 181 
[ 49] J p fol. 69v no. 80 

TREATISE. Anonymous Pcnnsylvania/Schloss Harburg treatise (Staehelin 1974, 239). 
FACSIMILE. Jardin 1910-25, vol. I, fol. 69v (Jp); Ape! 1953,411 facs. 82 (MS Mod, fol. 

34r); Pirrotta 1955, 405--{) (FP, fol. 60r); Gallo 1981, fol. 60r (FP). 
EDffiONS OF TEXT. Chichmaref 1909, 2:571 no. 7; Bertoni !917b, 44 (Mod). 
TRANSLATION. Hoppin 1978a, 145. 

TEXT TR CTUR A B a A a b A B . d , 90 b· · 
S U E.IO'!O 10'10' 10'10 10'10 a.-guerre onnee, .-wnt 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:56-57 (includes the fragmentary triplum of CaB, 
the contratenor in MSS E, CaB, and FP, and the different contratenor in Mod; Schrade 
!956b, 3:146-47 (critical notes 1956c, 126-28, with fragmentary triplum of CaB); Hoppin 
1978a, 143-45 no. 63 (includes the alternative contratenors in MSS E and Mod); Stolba 
!991, 71-72 no. 48. 

DISCUSSION (musical). Ludwig 1926-54, 3:57 ("isorhythm" at the beginnings of the A- and 
B-sections); Machabey 1955b, 1:157; Giinther 1957, 105--{) (motivic analysis); Liihmann 
1978, 106 (declamation); Hirshberg 1980, 30 (comparison of the contratenor in E with that 
of Mod); Snizkova 1982, 72 (relates R7 to So yes lies, an anonymous rondeau in Pg; ed. 

89 On the filial relationship of this MS to E and the Italian anthologies, see the commentary 
on date and provenance of MS E [7], chap. 3. 

90 On such rimes equivoquees, see Poirion 1965, 435. 
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Kammerer 1931, 131-32; Ape! 1970-72, 3:141 no. 279; Greene 1981-89, 22:133 no. 73; 
Earp 1991b, 130-31). 

MUSICAL LEGACY. Christopher Page (personal communication) has noted that the refrain of 
the anonymous ballade S' espoir n' estoit (ed. Ape! 1970-72, 2:97-99 no. 175; Greene 
1981-89,20:204-6 no. 62) quotes the cantus and tenor of the B-section ofR7. 

Speravi. See De Bon Espoir I Puis que (M4). 
Super omnes speciosa. See Quant vraie amour I 0 series (M17). 
Suspiro. See Tous I De (M2). 
Tant doucement m'ont I Eins que ma dame I Ruina (motet M13) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: tr, mot, ten). 

[1] C fols. 217v-218r no. 12 [5] A fols. 426v-427r no. 13 
[3] V g fols. 272v-273r no. 13 [6] G fols. 114v-115r no. 13 
[4] B fols. 270v-271r no. 13 [7] E fol. 142v no. 16 

EDmoN OF TEXT. Chichmaref 1909, 2:507-8 no. 13. 
TEXT STRUCTURE AND RELATIONSHIP TO ISO RHYTHM. Both triplum and motetus exhibit 

regular correlation between text and talea structure (Besseler 1927, 224; Reichert 1956, 201; 
ex. 3 after p. 204, discussed pp. 206-7, 213); See also Reichert 1956, 207, 209 table 
(irregular strophic structure at end of triplum); Clarlcson 1971,263 (three different quatrain 
patterns in motetus); Ziino 1978, 444-45 (strophic structure of triplum). 

. . aabaaab b ccbcccb b ddbdddb b eebeeeb b . . . . . . . . . , 
Tnplum. 775'7775'7' 775'7775'7' 775'7775'7' 775'7775'7' a.-all, b.-atre, c.-l, d.-olt, e.-e 

. aba b ba ba a bba a ba . b· · 
Motetus. 7575 7575 7575 757 a.-our, .-Is 

TENOR SOURCE. Unidentified, but also appears in the 3v motet Super cathedram I Presidentes 
(Ludwig 1926-54, 2:60b*; ed. Schrade 1956a, 5-7 no. 4[4 ]); comparison of the two motelS 
in Dobrzariska 1979a, 13-15 (English summary, p. 18). 

EDffiONS OF MUSIC. Ludwig 1926--54, 3:49-51; Schrade 1956b, 2:151-53 (critical notes 
1956c, 83). Barring discussed in Hoppin 1960, 25. 

DISCUSSION (musical). Unipartite, almost pan-isorhythmic (the few deviations are given in 
Giinther 1958, 31 n. 18). M. Schneider 1931, ex. 1 (isorhythm in motetus); Machabey 
1955b, 2:89-90; Pelinski 1975, 68 (the pitch a recurs in the tenor at same place in each 
talea, and thus the work is "isoharrnonic"). On recurrence of similar musical phrases in each 
talea, see Reichert 1956, 213; Ziino 1978,447,449. 

Tant doucement me sens emprisonnis (rondeau R9) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[1] C fols. 202v-203r no. 4 
[3] V g fol. 318v no. 9 
[4] B fol. 3 17v no. 9 

4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 

[5] A fol. 4 75r no. 1 
[5] A fol. 4 77v no. 10 

4v (tr, ea, ten, et) (added later) 
2v (ea, ten )91 

[6] G fols. 151r-151 v no. 8 
[7] E fol. 134r no. 3 

[18] Pm fol. 214v no. 4 
[20] Pe fol. 35r Remede 92 

[58] Trern fol. xxxii no. 76 
TEXT MANUSCRIPTS. 

4v (tr, ea, ten, et) 
4v (tr, ea, ten, et) 
2v (ea, ten) 
4v (tr, ea, ten, et) 
(index only) 

[10] M fol. 244v no. 8 [50] Pa fol. 56v 
EDffiONS OF TEXT. Chichmaref 1909,2:571-72 no. 8; Lucas 1957. 

no. 177 

TRANSLATIONS. MarroccoiSandon 1977, 160; see also discography (chap. 8.3 and 8.8). 

91 See OOmling 1970, 80 n. 22; Earp 1983, 69-80. 
92 In MS Pe, the musically more modem rondeau Tant doucement (R9) was substituted for 

Dame, mon cuer (RF7). 
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TEXT STRUCTURE. IOAB aA ab AB a:-prisonnes, b:-prison 93 

TEXTUAL LEGACY. A Cypriot rondeau, Arrwur me tient en sa douce prison uses the same 
rhymes in reverse order (ed. Hoppin 1960--{53, 4:75-76 no. 63 [texts laid out for 
comparison, pp. xxiv-xxv; discussed pp. viii-ix]; cited in Giinther 1972, 60). There is no 
musical relationship. 

EDffiONS OF MUSIC. Ludwig 1926-54, I :58-59; Schrade 1956b, 3:150-51 (critical notes 
1956c, 128-29); Marrocco/Sandon 1977, 159--6> no. 71. 

DISCUSSION (musical). Machabey 1955b, 1:160 (motivic analysis); Giinther 1957, 106 
(motivic analysis); 1958, 35 n. 27 (tempus changes); 1962--{53, 17 (notation of long 
followed by minim); Saponov 1978, 30, 39-40 (palindromic rhythmic motive in tenor; 
rhythmic analysis); Powell 1979, 253-57 (numerological analysis); Hughes 1989, 116-17 
(dissonance); Kiigle 1991,376-77 (represents style of the very late 1340s). 

Tels rit au main qui au soir pleure (complainte RF2) 
MANUSCRWfS WITH TEXT AND MUSIC (all monophonic). 

[!] C fols. 30r-35r [6] F fols. 45r-48r 
[3] V g fols. 96v-l OOv [7] E fols. 25r-26v 
[4] B fols. 96v-100v (new 113v-117v) [20] Pe fol. 8r-12v 
[5] A fols. 55v-59v 

TEXT MANUSCRWfS. 
[10] M fols. 55v-59r 
[15] K fols. 49v-5lr (strophes 1-3; 24-36) 
[16] J fols. 52v-56v Une complainte se/one l'ymage de Fortune 
[18] Pm fols. 53r-56v 

FACSIMILES (refer to chap. 4.4e). Miniatures Cl4-19. 

EDffiONS OF TEXT (Remede, ll. 905-1480). Hoepffner 1908-21, 3 :33-54; Wimsatt/K.ibler 
1988, 219-49. 

TRANSLATIONS. J. Stevens 1973,202-3 (strophe I); Switten 1988c, 32-44; Wimsatt/Kibler 
1988, 218-48; Boulton 1993, 190 (strophe 33, excerpt); see also discography (chap. 8.3 and 
8.8). 

TEXT STRUCTURE. Thirty-six six-line strophes, 5761ines.94 

a a a b a a a b b b b a 1 b b b a 11 . b· 
I. 8'8'8'4' 18'8'8'4' 118'8'8'4' 8'8'8'4' a.-eure, .-ourne 

Rhymes for the remaining strophes (may be masculine or feminine): 
2. -able, -ere 9. -esse, -ance 16. -euse, -e 23. -eil, -ist 30. -oint, -eille 
3. -oing, -onde 10. -ent, -oe 17. -ie, -orte 24. -e, -aire 31. -ue, -ur 
4. -une, -einne 11. -ain, -ange 18. -ois, -at 25. -eingne, -ort 32. -ace, -er 
5. -uis, -onte 12. -ise, -ole 19. -is, -oie 26. -estre, -ir 33. -oir, -a 
6. -ique, -ant 13. -aut, -age 20. -ail, -ire 27. -endre, -ant 34. -eindre, -aint 
7. -ure, -oil 14. -iens, -ui[s]t 21. -u, -as 28. -aie, -ente 35. -ee, -mi 
8. -ose, -our 15. -euse, -e 22. -oy, -ez 29. -on, -iez 36. -ame, -ine 

DISCUSSION (literary). Poirion 1965, 406-9; B. and J. Cerquiglini 1976, 368 (begins with a 
proverb); Kelly 1978, 132; Cerquiglini 1985b, 71; Wimsatt 1985, 28; Huot 1987, 252-54; 
Imbs 1991, 119-20. For some literary studies that deal with all of the inserted lyrics, see 
chap. 5.7. 

LITERARY ANTECEDENT. Mulder (1978, 38-39) compares the passage on Fortune to the 
passage on Amour in the Roman de la Rose. 

EDffiONS OF MUSIC. Ludwig 1911,9-10 (appendix); Quittard 1917-19, after p. 138; Ludwig 
1926-54, 1:96; Schrade 1956b, 2:106 (critical notes 1956c, 73); Binkley 1977, 28-29 
(performing edition of strophe I with lute and fiddle accompaniment); Switten 1988c, 31-
32 (after Schrade); Wimsatt/Kibler 1988,423, critical notes pp. 437-38 (ed. Baltzer). 

DISCUSSION (musical). Ludwig 1911, 410; Machabey 1931, 333-34; 1955b, 1:131-33 
(antecedents); Hoppin 1978b, 409-10; Mulder 1978,74-75 (image of Wheel of Fortune in 

93 A comparable use of the rime equivoquee is seen in Confort, 11. 1421-24. 
94 On the form, see chap. 5.5, introduction to Jugement Behaingne. 
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textual and musical structure), 97-98 (rhythmic materials of Qui n' aroit [RFl], Tels rit 
[RF2] and Joie, plaisence [RF3] are similar); Malizia 1984, 25-28 (general); J. Stevens 
1984, 115-17 (musical motives). For some musical studies that deal with all of the inserted 
lyrics, see chap. 5.7. 

Tous corps I De souspirant cuer I Suspiro (motet M2) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: tr, mot, ten). 

[I] C fols. 207v-208r no. 2 [5] A fols. 415v--416r no. 2 
[3] V g fols. 261 v-262r no. 2 [6] G fols. 103v-104r no. 2 
[4] B fols. 259v-260r no. 2 [7] E fols. 132v-133r no. 3 

FACSIMILE. Machabey 1966, 216 (MS A, fol. 4!5v). 
EDmON OF TEXT. Chichmaref 1909, 2:485-86 no. 2. 
TEXT STRUCTURE AND RELATIONSHIP TO ISORHYTHM. No correlation between strophe and 

talea (Machabey 1955b, 2:69; Reichert 1956, 200-201; Leech-Wi!kinson 1982--83, 13; 
Koehler 1990, I: I 06). See also Reichert 1956, 209 table (irregular strophic structure at end 
of triplum); C!arkson 1971,268,271 (compares the form of the triplum-three strophes 
plus an envoi-to the form of the ballade). 

. ab ab ccb ddb eb eb ffb ggb hb hb iib jjb cckk 
Tnplum: 75' 75' 775' 775' 75' 75' 775' 775' 75' 75' 775' 775' 77 77 

a:-er, b:-ure, c:-oir, d:-es, e:-oint, f:-ant, g:-is, h:-ait, i:-ours,j:-i, k:-ir 

abab baab ba ba ba 
Motetus: 77 ,77 , 7'777 , 7'7 7'7 7'7 a:-ent, b:-aire 

DISCUSSION (literary). Poirion 1965, 508 (Nature and love); Huot 1994 (paired with He! 
Mors I Fine [M3], analogue to the pair Jugement Behaingne and Jugement Navarre, 
analogue to Boethius's Consolation of Philosophy). 

TENOR SOURCE. See Huot 1994, 225. Suspiro is the third word of the respond of Antequam 
comedam suspiro (Job 3:24-26, 23:6); only the first seven notes of Machaut's tenor 
correspond to the Responsory (Huot 1994, 236--37 n. 13). 

EDmONS OF MUSIC. Wolf 1926; Ludwig 1926--54, 3:6--8; Schrade 1956b, 2:112-14 (critical 
notes 1956c, 75). Harmonic problems in tenor, m. 53; harmonic augmented second in m. 
29 (Ludwig 1926--54, 3:8, with a listing of similar instances in other motets). On the 
ambiguous tenor notation, see Boogaart, forthcoming study. 

DISCUSSION (musical). Bipartite, with irregular diminution. Diminution section involves a 
conflict of tempus. Picker 1925, 530-31 (isorhythm); Machabey 1955b, 2:68-71; 
Dobrzanska 1979b, 56-59 (figure vertically aligning four taleae of the integer valor section, 
mm. 1-96); Boogaart, forthcoming study. Machabey 1955b, 2:70, n. 520 and Giinther 
1958, 32 (melodic correspondences between taleae ). 

MUSICAL ANTECEDENTS. Possibly related to Almifonis I Rosa (ed. F.Ll. Harrison 1968, 46--
49 no. 8), ascribed to Philippe de Vitry by Leech-Wilkinson (1982-83, 13, 16 ex. 9) and 
Kiigle ( 1993, 223-33). 

Tres bonne et belle, mi oueil (virelai V26; Schrade virelai 23) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 

[3] V g fol. 330v no. 26 [6] G fols. 160r-160v no. 26 
[4] B fol. 328v no. 26 [7] E fols. 161 v-!62r no. 17 
[5] A fols. 489v--490r no. 26 

TEXT MANUSCRIPTS. 
[10] M fols. 25!v-252r no. 26 Lo205 VgBMAD 
[50] Pa fols. 69r--{)9v no. 220 

EDmONS OF TEXT. Chichmaref 1909, 1:185 no. 205; Wilkins 1972, 118 no. 281. 
TRANSLATIONS. See discography (chap. 8.3 and 8.8). 
TEXT STRUCTURE. 3 strophes: 

ABBAAB bba bba abbaab ABBAAB . 
75'7'577' 11 7'5'7 7'5'7 175'7'577' 11 75'7'577' a:-ueil, b:-ure 

EDmONS OF MUSIC. Ludwig !926--54, 1:82-83; Schrade !956b, 3:!82 (critical notes !956c, 
143--44). 
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DISCUSSION (musical). Mac ha bey 1955b, 1:188-89. 

Tres douce dame que j'aour (ballade B24) 
Refrain: Tant comje vivray, sans meffaire 

MANUSCRIPTS WITH TEXT AND MUSIC (all 2v: ea, ten). 
[1) C fols. 20lv-202r no. 23 (5] A fol. 466r 
[3) V g fol. 309r no. 24 [6) G fol. 142v 
[4] B fol. 307r no. 24 [7) E fol. 156v 

TEXT MANUSCRIPT. 
[10) M fol. 24lr no. 24 

FACSIMILES. Paulsmeier 1986, 81 (MS A); Bofill Soliguer 1991,24 (MS A). 

EDITION OF TEXT. Chichmaref 1909, 2:553-54 no. 26. 

THE MUSIC 

no. 23 
no. 24 
no. 34 

TRANSLATIONS. Heiunann 1978, 358-59 (strophes 1-2; German); A. Pulido 1991, 47 
(strophes 1-2); see also discography (chap. 8.3 and 8.8). 

TEXT STRUCTURE. 3 strophes:~~~~ ~8~~ a:-our, b:-er, c:-aire 

EDITIONS OF MUSIC. Ludwig 1926-54, 1:27; Schrade 1956b, 3:104-5 (critical notes 1956c, 
112); A. Pulido 1991, 46. 

DISCUSSION (musical). Machabey 1955b, 2:37-38; Reichert 1962 (harmony); Reaney 1971, 
45 ("displacement technique" and underlying structure); Salop 197I, 58 (melodic direction in 
the cantus); Kiihn 1973, 90, 245 n. 262 (tonal aspect); Liihmann 1978, 230-31 
(declamation); Cogan/Escot 1981,64--66 (approaches to analysis); A. Pulido 1991 (detailed 
analysis). 

ANTECEDENT (text and music). On the refrain, see N' en fait (B 11). B24 bears a slight 
resemblance to the tenor of Adarn de la Halle's rondeau; Giinther (1972, 54), employs the 
term balade en tee; Frobenius ( 1986, 11 col. b) finds the relationship questionable. 

Tribulatio proxima est. See Christe I Veni (M21). 
Trop plus est bele I Biaute paree I Je ne sui mie certains d'avoir 

amie (motet M20) 
MANUSCRIPTS WITH TEXT AND MUSIC. 

[1) C fols. 224v-225r no. 19 3v (tr, mot, ten) 
[3) V g fols. 279v-280r no. 20 3v (tr, mot, ten) 
[4) B fols. 277v-278r no. 20 3v (tr, mot, ten) 
[5) A fols. 433v-434r no. 20 3v (tr, mot, ten) 
[6) G fols. 121 v-122r no. 20 3v (tr, mot, ten) 
[7) E fol. 13lr no. 1 3v (tr, mot, ten) 

[58) Trem fol. xii no. 23 (index only) 
FACSIMILES. Wolf 1913, facing p. 360 (MS E); 1923, plate 23 (MS E); Bank 1972,40 ex. 

13 (diplomatic facs. in score of beginning). 
EDITION OF TEXT. Chichmaref I909, 2:524-25 no. 20. 
TRANSLATIONS. L. Wright 1985--<'l6, 12 (complete); Wilkins 1989, 138 (complete); see also 

discography (chap. 8.3 and 8.8). 

DATE AND OCCASION. This is the only motet of Machaut that employs syncopation in major 
prolation at the semibreve level. It was certainly the latest motet at the time of the 
production of MS C (ea. 1350). Just as this manuscript may be a memorial offering to 
Bonne of Luxembourg, M20, with its final "Amen" in triplum and motetus, may be 
considered a kind of benediction. The content of the texts respond ironically to this specu­
lative occasion (see chap. 1.9). 

TEXT STRUCTURE AND RELATIONSHIP TO MUSICAL STRUCTURE. There are three upper-voice 
isorhythmic periods, but they are not defined by the rondeau tenor (Giinther 1958, 29; 
Sanders 1973, 564; 1980, 352); each sets four lines of the motetus, with a hocket on line 3 
of each stanza (Ciarkson 1971, 317). Clarkson (1971, 315-18) employs the term "phasic 
motet" for this work. See also Clarkson 1971,245 n. 74 (text structure of triplum). 

Triplum: 8aabb ccdd eeff gghh ii.ij + Amen 
a:-te, b:-oir, c:-desir, d:-uis, e:-on, f:-chies, g:-ien, h:-ient, i:-ort, j:-i 
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Motetus: 8aaaa aaaa aaaa + Amen a:-our 

T ( d frai ). at b a ab . . b· . (t . ) enor ron eau re n . 10 ,7 or 4 ,6 ,7 a.-1e, .-1s :epic caesura 
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DISCUSSION (literary). Sonnemann 1969, 62; L. Wright 1985~6; Boogaard 1993b, 32-33. 
TENOR SOURCE. Je ne sui mie certeins d' avoir amie, I Mais je suis loyaus amis is a rondeau 

refrain, not cited in Van den Boogaard 1969. Machabey (1955b, 2:103-4) notes a vague 
similarity to the refrain Cis a cui je sui amie (Van den Boogaard 1969, 125 no. 366). None 
of Mac ha ut's rondeaux are heterometric, strengthening the possibility that the tenor is an 
older, borrowed work (L. Wright 1985-86, 3); Wright also discusses the structural 
significance of m. 6 in the tenor, ambiguous with regard to poetic versification. 

EDffiONS OF MUSIC. Wolf 1913, 361--62 (partial; errors); Ludwig 1926-54, 3:71-72 (errors); 
Schering 193lb, 18-20 no. 27; Schrade 1956b, 3:11-12 (errors; 1956c, 88); Hiischen 1975. 
Errors in editions discussed and corrected in Hoppin 1960, 15-16; see also Giinther 1962-
63,23. 

DISCUSSION (musical). The tenor is structured as a rondeau, thus the two musical sections 
repeat in the irregular pattern ABAAABAB, making a talea structure supported by the tenor 
impossible. M. Schneider 1931, ex. 2 (isorhythm in triplum); Machabey 1955b, 2: 103-4; 
Giinther 1958, 35, n. 28 (no modus); Bank 1972, 39, 43 (tempo); Sanders 1973, 564 
(phrase-structure analysis); Covington 1978; L. Wright 1985-86 (thorough analysis); 
Boogaard 1993b, 28 (relation to Dame,je sui I Fins cuers [Mill). 

Tu qui gregem I Plange, regni respublica! I Apprehende arma et 
scutum et exurge (motet M22) 

MANUSCRIPTS WITII TEXT AND MUSIC (all4v: tr, mot, ten, et). 
[3] V g fols. 28lv-282r no. 22 [6] G fols. 123v-124r no. 22 
[4] B fols. 279v-280r no. 22 [7] E fol. 145r no. 21 
[5] A fols. 435v-436r no. 22 

EDffiONS OF TEXT. Lebeuf 1743, 432 (motetus only); Chichmaref 1909, 2:529-30 no. 22. 
TRANSLATIONS. Kiihn 1983, 1:32 (German); Markstrom 1989, 37-38 (trans. by Anna 

Kirkwood); see also discography (chap. 8.3 and 8.8). 
DATE. (a) 1356, after the Battle of Poitiers (Reaney 1967, 93); (b) 10 April 1358, for the 

Estates of Provins (Markstrom 1989, 27-29, 34; but see chap. 1.13.1); (c) December 1361 
(Leech-Wilkinson 1989, 1:106-7); seechap.l.l5.la. 

TEXT STRUCTURE AND RELATIONSffiPTO ISORHYfHM. The motetus exhibits correlation 
between text structure and ta/ea (Reichert 1956, 201). Machabey (1955b, 2: 108) noted a 
recurring pattern of five lines of triplum text in each period with enjambment (i.e., phrase 
overlap) at the end. See also Ziino 1978, 444 (hymn-like structure of triplum text), 440, 
443 (sequence-like structure of the motetus text); Leech-Wilkinson 1989,1:120 n. 31 
(layout of the motetus suggests a "Grosstalea" made up of two tenor taleae). 

T . 1 . aabbccddeeffgghh iijj . d · b· d · . · d· · . · f· np urn. 8888 8888 8888 8888 8888 a.- ucts, .- uct, c.-to, .-Ire, e.-1/er, .-uce, 

g:-ucem, h:-duciter, i:-ores, j:-ducas 

. aabaabbbcbbc ccdccd . · b· . . · Motetus. 884884 884884 884888 
a.-tea, .-atur, c.-enter, d.-an 

DISCUSSION (literary). Chichmaref 1909, l:lxi (the lament on current conditions seen in 
motetus I. 21 and following recalls the tirade of A toi, Hanri [Cp3], as well as the 
complaint of the narrator to the "Roi qui ne ment" in the Voir Dit and the triplum of 
Christe I Veni [M21]); Clarkson 1971, 222 (on the word root "due"); Leech-Wilkinson 
1989, 1:138 (Machaut possibly not the author of the texts). 

TENOR SOURCE. Apprehende arma et scutum et exurge (Psalm 35 [34]:2) is from the end of 
the verse Judica Domine nocentes me, from the mode 2 Responsory Posuit coronam capiti 
meo, for the birth of a single martyr (Anderson 1976, 122, 126). 

EDITIONS OF MUSIC. Ficker 1929, 503-4 (partial); Ludwig 1926-54, 3:79-81; Schrade 
1956b, 3:22-25 (critical notes 1956c, 89-90); Kiihn 1983, 2:11-16; Leech-Wilkinson 
1989, 2:71-73 (critical notes 1989, 1:245). 
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DISCUSSION (musical). Unipartite with introitus. Ficker 1929, S02-S (rhythm, performance 
practice); M. Schneider 1931, ex. 4 (isorhythm in tenor); Gombosi 19SO, 222 (rhythmic 
structure of lower voices); Machabey 19SSb, 2:107-8 (ABB rhythmic structure of each 
talea); Giinther 19S8, 32 (melodic rhyme at end of each talea); Kiihn 1973,91-92 (harmonic 
organization), 138--44 (see pp. 143--44 on possible word-painting); Pelinski 197S, 70 table 
3 (harmonic layout); Wernli 1977, 21-23 (means that make the isorhythmic structure 
perceptible to the listener are inconsistent and variable); Kiihn 1983 (detailed analysis); 
Leech-Wilkinson 1989, 1:119-28 (texts, isoperiodic structure, lower-voice taleae, phrase­
lengths, upper-voice isorhythm, harmony, introitus), Markstrom 1989, 3S (old and new 
stylistic characteristics). 

Leech-Wilkinson 1982-83, 3--4 (summary of related features among Christe I Veni 
[M21], M22, and Felix virgo I lnviolata [M23]); Newes 1987, 20S-10 (comparison of 
complementary tenor-contratenor pair in Aucune gent I Qui plus [MS], M21-23); Leech­
Wilkinson 1989, 1:10S-7, 13S-36, 138--41 (summary comparison of M21-23); 1:16S n. 
4S (rate of harmonic change compared to several other motets). 

MUSICAL LEGACY. Anonymous 4v motel Altissonis I Hjn (ed. F.LI. Harrison 1968, 7-12 
no. 2; Leech-Wilkinson 1989, 2:77-79; discussed in 1989, 1:149-Sl; relationships down­
played in Leech-Wilkinson 1982-83, 18 n. 31). 

Tuit mi penser (virelai V28; Schrade virelai 25) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fol. 198r no. 2S [S] A fols. 490r-490v no. 27 
[3] V g fol. 33lv no. 28 [6] G fols. 160v-16lr no. 28 
[4] B fol. 329v no. 28 [7] E fol. 16lr no. 12 

TEXT MANUSCRIPT. 
[10] M fols. 2S2r-2S2v no. 28 

FACSIMILES. Parrish 19S7, plate xlvii (MS E), discussed pp. 149-S2; Ultan 1977a, 67 
(diplomatic facs. ). 

EDffiONOFTEXT. Chichmaref 1909, 2:61S-16 no. 28. 
TRANSLATION. See discography (chap. 8.3 and 8.8). 

3 h . AAAAB aaab aaab aaaab AAAAB TEXT STRUCTURE. strop es. 4 4 4 4 6, 11 7446 . 7446, I 44446 , 11 4 4 4 4 6. a:-er, b:-ure 

DISCUSSION (literary). Hassell (1982, no. PSI) indexes a proverb. 
EDffiONS OF MUSIC. Ludwig 1926-S4, 1:84; Schrade 19S6b, 3:184 (critical notes 19S6c, 

144--4S); Kohn 1981, 4S (differently barred and beamed; discussed pp. 4S-46). 
DISCUSSION (musical). Machabey 19SSb, 1:190-91; Weber-Bockholdt 1992, 274-7S (rhyme 

does not contribute to melodic structure). 
Un mortel lay vueil commencier. Le Lay Mortel (lai Ll2; Schrade lai 8) 
MANUSCRIPTS WITH TEXT AND MUSIC (all monophonic). 

[1] C fols. 184r-186v no. 9 [6] G fols. 87v-89r no. 12 (has title) 
[3] V g fols. 24lr-243v no. 12 [7] E fols. 117r-118r no. 10 
[4] B fols. 239r-241v no. 12 [27] Maggs 
[S] A fols. 387v-389v no. 12 (has title) [28] Ars fol. 13v no. 3 (frag.) 

TEXT MANUSCRIPTS. 
[10] M fols. 220r-221 v no. 10 
[lS] K fols. 127r-127v no. 1 (strophes 6-12 only) 
[16] J fols. 139v-I4lr no. 1 (has title) 
[40] I fol. lr no. 1 (strophes 1--{) only) 

FACSIMILES (refer to chap. 4.4s). Miniature C101. Maggs 1928 (MS Maggs). 
EDffiON OF TEXT. Chichmaref 1909, 2:371-79 no. 12. 
TRANSLATION. Heinrichs 1989a, S9S (strophe 12, 11. 229-36). 
DATE. Schrade (19S8--{)l, 849) suggested that this work's date of composition was "not too 

distant" from the time of the F:Pn 146 redaction of the Roman de Fauvel (ea. 1316) owing 
to the dependence of Machaut's lai on a lai in that collection, yet there seems no logical 
necessity for this extraordinarily early date. 
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TEXT STRUCfURE. 12 strophes, 236 lines: 
aaab aaab 1 11 la. 8888 , I 8888• I lb. same Illm Illm 

7a. 8486, I 8486' 11 7b. same 11 

2a. 7ccd I ccd 11 2b. same 11 
nnnnonnnno nnnnonnnno 

Sa. 33336 33336 1 33336 33336 11 Sb. same 11 

eeee f eeee f 11 3a. 757 S7' I 75757' 11 3b. same 9a. f.~ni'IJ 11 9b. same 11 

ggh ggh 11 
4a. SS7' I SS7' 11 4b. same 

s s s s s s s s s 
lOa. S'S'S'7'S'S'S'S'7' 11 !Ob. same 11 

i i i i i i i i i i 11 11 
Sa. 45335 45335 Sb. same 

tttttttu tttttttu 
!la. 44444486' 144444486' 11 I lb. same 11 

12a-b. =la-b. 

a:-ier, b:-ere, c:-ors, d:-i, e:-ent, f:-ame, g:-is, h:-iere, i:-as, j:-eint, k:-our, 
1:-ort, m:-euse, n:-ir, o:-er, p:-age, q:-ay, r:-art, s:-ence, t:-e, u:-ie 

DISCUSSION (literary). Patch 1927, 119 n. I (theme of Fortune); Huot 1987, 265; Heinrichs 
1989a, 594-95. On the grouping of Ll2 and the Lay de Plour, Qui bien aimme (L22{16), 
see Huot 1987, 266 n. 22. 

EDffiONS OF MUSIC. Gerold 1932,327 (strophe 5); Prunieres 1943,64 (=1934 ed., 1:118) 
(strophe 5); Gerold 1936, 370 (strophe 5); Ludwig 1926-54, 4:38--40 (ed. Besseler); Schrade 
1956b, 2:26-29 (critical notes 1956c, 61--62). Hoppin (1960, 19 n. 23) indicates that 
strophe 2 calls for triple subdivision of the breve in a prevailing duple context. The music 
of strophes I and 12 is the same, without transposition. 

LITERARY AND MUSICAL ANTECEDENT. Schrade (1958--61, 848-49) indicates that Ll2 is 
metrically, semantically, and melodically very close to the Roman de Fauvel lai Pour 
recouvrer alegiance (ed. Rosenberg(fischler 1991, 106--14 no. 48). Ll2 (ll. 27-28, strophe 
2) quotes part of strophe 9 of Pour recouvrer; the crucial words quoted by Machaut, "Venes 
au corps," are even found on a banderole held by Fauvel in a miniature in the unique source, 
F:Pn 146, fol. 28ter, col. b. 

DISCUSSION (musical). Machabey 1955b, 1:117-18 ("isorhythmic" formulas); Giinther 1957, 
123-24 (relationship between text and musical motives); Domling 1970, 25-26, 29-30 
(verse declamation, rhythmic motive); Bellamy 1978 (strophic structure). Schrade (1958--61, 
848) indicates that the Lay de Plour, Malgre Fortune (L 19/14) is modeled on Ll2. 

Une vipere en cuer ma dame maint (ballade B27) 
Refrain: Cil troy m' ont mort et elle que Die us gart 

MANUSCRIPTS WITH TEXT AND MUSIC. 
[3) V g fol. 3!0v no. 27 2v (ea, ten) [6) G fol. !43v no. 27 2v (ea, ten) 
[4) B fol. 308v no. 27 2v (ea, ten) [7] E fol. !48r no. 5 3v (ea, ten, et) 
[5) A fol. 467v no. 26 2v (ea, ten) 

TEXT MANUSCRIPT. 
[10) M fol. 24lv no. 27 [50] Pa fol. 49v no. !51 
[41) Wm fol. 23r no. 23 Lo204 VgBMAD (see chap. 6.4) 

EDffiONS OF TEXT. Chichmaref 1909, I: 184 no. 204; Wilkins 1972, 67 no. 69. 
TRANSLATION. Wilkins 1989, !56 (strophe I); Wilson 1990a, 247. 

ab abccdD . . TEXT STRUCfURE. 3 strophes: 1010. 1010, 7101010 a:-aznt, b:-ezlle, c:-ort, d:-art 

EDffiONS OF MUSIC. Ludwig 1926-54, 1:30-31; Schrade 1956b, 3:110--11 (critical notes 
1956c, 114); Wilson 1990a, 245-46 no. 73. See mention of syncopation problems in 
Hoppin 1960, 16 n. 16. The added contratenor in MS E is more skillfully composed than 
other added contratenors in E, with its musical rhyme, its recurring hocket sections, and 
even a touch of imitation with the tenor; Machabey (1955b, 2:41) considers it authentic; 
Domling (1970, 75) also praises it. 
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DISCUSSION (musical). Machabey 1955b, 2:40--41; Domling 1972, 304, 306 (text setting, 
refrain); Kiihn 1973, 212-13 (melodic design); Reaney 1982, 297 (mode). The pervasive use 
of certain melodic formulas in tempus imperfectum, prolatio major links Donnez, signeurs 
(B26), Une vipere (B27), and Je puis trop (B28) as one group, and Plourez, dames (B32), 
Nes qu' on (B33), and Se pour ce muir (B36) as another; the same formulas are seen to a 
lesser extent in En amer (RF4), Cinc, un (R6), and Douce dame, tant (R20) (cf. Reaney 
1955, 47; Giinther 1957, 80-84; Hirshberg 1971, 120-33; Little 1980, 49; Arlt 1993, 63). 

Veni Creator Spiritus. See Christe I Veni (M21). 
Vidi Dominum. See Amours qui a I Faus Samblant (MI5). 
Vo dous regars, douce dame, m'a mort (rondeau R8) 
MANUSCRIPTS WITH TEXT AND MUSIC (all 3v: ea, ten, et). 

[3] Vg fol. 318r no. 8 [6] G fols. !Slv-152r no. 10 
[4] B fol. 317r no. 8 [7] E fol. 138r no. !I 
[5] A fol. 479v no. IS 

TEXT MANUSCRIPT. 
[10] M fol. 244v no. 10 

TREATISES. Deschamps, Art de Dictier (F:Pn 840, fol. 399r and [40] I, fol. 32r); see chap. 
2.l.lm. 

EDmONS OF TEXT. Queux de Saint-Hilaire/Raynaud 1878-1903, 7:286; Chichmaref 1909, 
2:572 no. 10; Sinnreich 1987, 114. 

TRANSLATION.Sinnreich 1987,139. 
TEXT STRUCfURE. IOAB aA ab AB a:-ort, b:-eint 
DISCUSSION (literary). Hoepffner 1908-21,3:255, note to I. 340 of Fonteinne. 
TEXTUAL LEGACY (England). Chaucer, Merciles Beaute (Benson 1987, 1091). 
EDITIONS OF MUSIC. Ludwig 1926--54, 1:57-58; Schrade 1956b, 3:148-49 (critical notes 

1956c, 128); Domling 1970, 37 (diplomatic facs. in score). Barring discussed in Hoppin 
1960, 24. 

DISCUSSION (musical). Machabey 1955b, 1:157-59 (relates the tight structure of rhythmic 
blocks to the concept of talea); Giinther 1957, 106--7 (motivic analysis); Domling 1970, 
37-47 (rhythmic and tonal structure; contratenor is essential, not added successively); Salop 
1971, 77 (rhythmic procedure not successful); Kiihn 1973, 260 n. 440 (criticism of 
Domling 1970). 

Voir Dit. See Cilz ha bien (VD18=V24); Dame, se vous (VD14=Rl3); Dix et 
sept (VD56=Rl7); le ne me puis (VDll=V33); L' ueil, qui est (VD9=V34); 
Longuement (VD47=Ll8/13); Nes qu'on (VD16=B33); Plourez, dames 
(VD5=B32); Plus belle (VD10=V35); Quant Theseus I Ne quier (VD57-
58=B34); Sans cuer, dolens (VD3l=R4); Se pour ce muir (VD61=B36). 

4. Some related fourteenth-century musical works 
Armes, Amours, Dames, Chevalerie I 0 fleur des fleurs de toute 

melodie (double ballade dip/oration on the death of Machaut; music by F. 
Andrieu, text by Eustache Deschamps).95 

Refrain: La mort Machaut, le noble rethorique 
MANUSCRIPT WITH TEXT AND MUSIC. 

[59] C h fol. 52r no. 84 4v (ea I, ca2, ten, et) 
TEXT MANUSCRIPTS. 

F:Pn 840 fols. 28r-28v [40] I fol. 16v (Armes, Amours) 
FACSIMILE. Gennrich 1948, plate 16 (Ch) 

95 Possibly the same composer as the Magister Franciscus who composed Phiton Phiton 
(Reaney I960b, 27; Wilkins I968, 55-56); see above on Machaut's Phyton (B38). 
Giinther (1964, 186) suggests Franciscus de Goano as the composer of Phiton (biblio­
graphy in Tomasello 1983, 226--27). 
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EDffiONS OF TEXT. P. Paris 1875, x-xi (0 fleur); Queux de Saint-Hilaire/Raynaud 1878-
1903, 1:243--46 nos. 123-24 (notes, 1:375-76 with list of other editions); Patterson 1935, 
2:66 (Armes); Wilkins !969a, 67-68 nos. S0-51 (notes p. 132); Wilkins 1987, 60; 
Miihlethaler 1989, 389-90. 

TRANSLATIONS. Cerquiglini/Benhelot 1987, 123-24 (Armes, Amours in modem French 
trans.); Wilkins 1987, 61 (complete); 1989, lOS (0 fleur, strophe I); L.W. Johnson 1990, 
59-60 (strophe I of each ballade); Wimsatt 199lb, 246--47 (excerpts from each ballade); 
Palmer 1992, xxv (0 fleur, strophe I); see also discography (chap. 8.3 and 8.8). 

TEXT STRUCTIJRE.2 x 3 strophes, double ballade: 1~. ~0 1~.~0 ~01~. 1~ 1 ~. a:-ie, b:-ois, c:-ique 

DISCUSSION (literary). Caylus 1753a, 404; Zumthor 1972, 277 (=Eng. ed., 223); Brownlee 
1978a, 219-20; Rubin 1978; G. Olson 1979; Kooijman 1982, 44; Brownlee 1984, 7-9; 
Cerquiglini 1985b, 88; Wilkins 1987, 61-62; Miihlethaler 1989; L.W. Johnson 1990, 59-
60; Wimsatt 199lb, 246--47, 251; Waiters 1992, 65; Cerquiglini-Toulet 1993b, 41, 42, 
146, !51 (with text emendation); 1993c, 39--40; Magnan 1993; Planche 1993, 1138. 

LITERARY ANTECEDENTS. Wilkins (1972, 176 n. 162; 1987, 62) and Wimsatt (1978, 74; 
1991 b, 246--47) note that Armes, Amours especially recalls Machaut's Plourez, dames 
(Lo229=B32=VDS); Wimsatt further notes (1984, 169-70; 199lb, 65, 82,253, esp. n. 36) 
that Deschamps's pair of ballades imitates the ballade exchange of Jean de le Mote and 
Philippe de Vitry (see also Miihlethaler 1989, 400-401). Cerquiglini/Berthelot (1987, 123) 
note an allusion recalling Machaut's Je preing congie (Lo223). 

TEXTUAL LEGACY (France). Jean Lebegue, letter of ea. 1395 (see chap. 2 n. 20). Martin Le 
Franc, Champion des Dames (see chap. 2.3.2d). For further on the theme "armes, amours," 
see, for instance, Wilkins 1969a, 129-30 (notes to nos. 38-39), 132 (notes to nos. 50-51); 
Giinther 1972, 58; Cerquiglini 1985b, 124. 

TEXTUAL LEGACY (England). John Gower, ballade D' en tier voloir sanz jammes departir, with 
the envoy, Auflour des flours, u toute ma creance (ed. Macaulay 1899, 340--41; cited in 
Wilkins 1984, 1~67, without insisting upon a direct link). For further works in this 
tradition (Froissart, Deschamps, Chaucer, Gower), see Lowes 1904, 614-15 n. 3, 629 n. 2. 

EDffiONS OF MUSIC. Droz{fhibault 1924, 13-20 (erroneously edited as two 2v works); 
Ludwig 1926--54, 1:49-51; Wooldridge 1932,310-11 (ed. byWeslnlp afterDroz{Thibault); 
Wilkins 1969a, 152-55 no. 6; Ape! 1970-72, 1:2-3 no. 2; Wilkins 1980, 19-21 (Chaucer, 
This wrecched worldes transmutacion and No man is wrecched underlaid); Wilkins 1987, 
57-62 no. I!; Greene 1981-89, 19:114-16 no. 84. 

DISCUSSION (musical). Giinther 1957, 167, 174-76 (analysis). 
MUSICAL ANTECEDENT. Machaut, Quant Theseiis I Ne quier (B34) (Giinther 1957, 176; 

Newes 199la, 70). 
MUSICAL LEGACY. Ciconia, virelai A/er m' en veus (cited in Giinther 1972, 62; ed. Ape! 

1970-72, 1:23-24 no. 13; Bent/Hallmark 1985, 167-69 no. 44). The line "Arrnez, Amors, 
Damez, Chevalerie" was borrowed by Trebor for the refrain of his ballade En seumeillant 
m'avint une vision (ed. Ape! I970-72, I:209-IO no. 108; Greene 1981-89, 18:53-55 no. 
20), composed in 1389 for King John I of Aragon (Giinther 1961-62, 45; 1972, 58). For a 
twentieth-century composition inspired by Armes, amours I 0 fleur, see chap. 2.5 (Thiele). 

L[i] enseignement de Chaton I De touz les biens I Ecce tu pulchra 
et [sic] arnica mea 

SOURCES FOR TEXT AND MUSIC. 
[57] I v fols. 26v-27r 
[58] Trem fol. xxviii 
[70] Frib fol. 86r Guillermus de Mascandio 

EDffiON OF TEXT. Zwick 1948,48--49. 

no.44 
no.63 

3v (tr, mot, ten) 
(index only) 
3v (tr, mot, ten) 

ASCRIPTION. Besseler, in Ludwig 1926--54, 4:[82] (argues against attribution to Machaut); 
SJ. Williams 1952,352-53 (against); Machabey 1955b, 2:111-12; Schrade 1956c, 44--46, 
91-92 (against); Giinther 1957, 143 n. 112 and 1958, 32 n. 23 (argues against attribution 
on the grounds that the regular cadences at the end of each talea are a very rare occurrence in 
authentic motets of Machaut). 
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TEXT STRUCI1JRE AND RELATIONSHIP TO ISORHYI1IM. 
. . aa bb ccaaddee ffgghh ii . . . . , , . Tnplum. 88 8,8, 7'8 88 88 88 88 88 88 88 a.-on, b.-1e, c.-ee, -te, d.-onne, -aye, 

e:-ose, f:-iee, -ie, g:-aine, h:-ine, i:-er (d- and f-rhymes are corrupt) 

.ababababba .. · 
Motetus. 1010' 1010' 1010' 1010' 10'10 a.-er, b.-le 

TENOR SOURCE. Ecce tu pulchra es arnica mea (Song of Songs, 1:14; see brief discussion in 
Burstyn 1976, 71) is a Matins antiphon for the Feast of the Annunciation (Zwick 1948, 50; 
Schrade 1956c, 91). 

EDIDONS OF MUSIC. Zwick 1948, 53-57; Schrade 1956b, 3:34-36 (critical notes 1956c, 91-
92); Burkhart 1972, 3-7. 

DISCUSSION (musical). Zwick 1948, 47-52. 
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Discography 

1. Introduction 
The discography is organized in two complementary parts. After an intro­
duction, the first part provides a listing of recordings of Machaut's music 
arranged alphabetically by title (chap. 8.3), with a separate section for the Mass 
(chap. 8.4). Chap. 8.5 comprises some medieval musical works related to 
Machaut, including the deploration of Eustache Deschamps, a recording of the 
anonymous ballade Phiton, Phiton, beste tres venimeuse, Anthonello da 
Caserta's musical setting ofMachaut's ballade Biaute parfaite (Lo140), and the 
motet Li enseignement de Chaton I De touz, ascribed to Machaut in one 
peripheral source. Finally I include two summaries, one for readers seeking 
recordings of Remede and Voir Dit lyrics set to music (chap. 8.6), and the other 
listing recommended recordings of works representative of each genre (chap. 
8.7). 

Unless specifically noted, I have heard and evaluated all performances. 
Recordings are listed for each individual work, by director or name of 
ensemble, record company, record number, and date of recording (if known or 
inferable). Following this is a list of performance forces, with names of singers 
when available, and the timing of the selection. For ballades, virelais, and lais, I 
indicate how many strophes of the poem are performed, or, if the performance 
is instrumental, repetition schemes. Finally, I have included some comments 
and recommendations on the recordings available for each work, based not on 
the entertainment or historical value of a given performance, but rather on recent 
notions of performance practice in Machaut's time, or on a performance's utility 
for instruction. 

The second large part of the discography (chap. 8.8) is an index arranged 
alphabetically by record label, providing a full bibliographical reference for each 
recording, and a list of the works of Machaut performed on each recording 
arranged alphabetically by title. This index also includes a few references to 
reviews of the individual recordings. Many recordings have been re-released, 
either by the original company under a new number or by another company; 
such re-issues are listed in parentheses after the main number, or in a footnote. I 
have avoided an elaborate cross-index of the re-issues, except in the case of re­
issues by the Musical Heritage Society. 

A number of recordings remain that I have been unable to examine; for these, 
printed discographies have provided the bibliographical citation (Jahiel 1960-
61; Coover/Colvig 1964; 1973; Croucher 1981; and most especially J.F. Weber 
1979, an indispensable and reliable source of information). I am indebted 
especially to Jerome F. Weber and John W. Barker for discographical 
information and for the opportunity to hear recordings from their personal 
collections. In addition, Weber has heard a number of the recordings that I have 
not examined and has kindly supplied me with information on timings and 
instrumentation. 

2. Performance practice 
Chansons. Recent research has greatly influenced our views of the performance 
of the polyphonic fixed forms. The works notated in parts in the manuscripts 
probably present versions to be sung, although skilled chamber instrumentalists 
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of the time would doubtless have been able to construct suitable instrumental 
arrangements. In any case, a typical manner of performance involved the 
participation of solo voices exclusively.! The recordings of Christopher Page's 
Gothic Voices on the Hyperion label provide us with beautiful realizations of 
this manner of performance, both in monophonic and polyphonic music. In 
earlier issues (Hyperion A66087, recorded in 1983), text was applied to parts 
that in the original sources remain textless (tenor, and, when present, triplum 
and contratenor), while the most recent releases (Hyperion CDA66463, 
CDA66588, CDA66619, and CDA66739) employ textless vocalization for 
these parts.2 This newer practice seems to be the correct one. Scribes in the 
manuscripts exercised great care in clearly indicating the relationship between 
words and music in texted voices, scrupulously correcting copying errors (Earp 
1983, chap. 3; 1991c ). That performers should then haphazardly apply the text 
to parts left textless in such sources-breaking ligatures and splitting up long 
values as needed-seems unreasonable to me. It gives a false impression of the 
texture of the songs that have only one texted voice and also dulls the effect of 
those songs that actually were conceived-and notated explicitly in the 
manuscripts-with more than one texted part. 

In the remarks below, I occasionally criticize all-instrumental performances of 
chansons. I certainly believe that the fixed forms were performed on 
instruments, but in such cases an arrangement was probably concocted, perhaps 
something similar to the arrangements seen in the Faenza codex [67]. The two 
Machaut arrangements in this manuscript, Hont paur (based on B25) and De 
tout flors (based on B31 ), have been recorded several times. 

Probably the best we can do to get some impression of Machaut's songs 
today is to have solo voices perform the manuscript version, with only one 
voice declaiming the text, unless the manuscript calls for more than one texted 
voice, as in Sans cuer m' en I Amis I Dame (B 17), De triste I QuantI Certes 
(B29), and Quant Theseus I Ne quier (B34). Otherwise, all untexted parts ought 
to be vocalized. 

Occasionally anonymous later composers supplied additional voices for some 
of Machaut's most widely-transmitted songs, and modern performers have 
tended to perform and record these unauthentic versions instead of the text 
Machaut left.3 This problem arises for On ne porroit (B3), Biaute qui (B4), De 
petit po (B 18), De Fortune (B23), and De routes flours (831 ).4 I do not object 

1 See Page 1977; C. Wright 1981; Page 1982. The practice of singing untexted accom­
panying voices in chansons was recognized as a possibility quite a while ago. For instance, 
Reaney (1954c, 245; 1956, 8, 95-96; 1977, 7-9) suggests that lower voices could either be 
vocalized, or sung with the text of the cantus voice adapted. He maintains nevertheless that 
instrumental performance was the norm. J .R. White (I 969) provides a brief conspectus of 
performance practices of the late 1960s. Another facet of this issue is text underlay (see 
Ludwig 1926-54, 3:1; Earp 1983, chap. 3; Bent 1984; Brown 1987; Earp 1991c; Welker 
1992, 184-89). Earp demonstrates that the text placement in the manuscripts of Machaut is 
quite exact, indeed more exact and trustworthy than for many genres of music written 
between 1440 and 1540. 

2 See especially Page 1992. 
3 To be fair, it is often difficult to determine from the presentation of such works in the 

modem editions what is authentic and what is not. 
4 Two further works have not yet been recorded, Une vipere (B27), and Se vous n' estes (R7). 

Rose, lis (R 10) has an unauthentic extra contra tenor maladroitly scratched into MS C, a 
manuscript that lacks the triplum. The vocal scoring of the chansons is discussed in Ludwig 
1902-3, 37-38; 1911, 409; Lowinsky 1954, 200; Reaney 1955, 48-49; Apfel 1960; 1961; 
Fischer 1961; Apfel 1964--{)5, 54-56; Reaney 1968, 65-66; S.J. Williams 1968; Domling 
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to the performance of these later versions, but since we know Machaut's 
intentions in this regard, it would be valuable to hear those versions as well. Of 
the works listed above, only two recent recordings of De routes flours give us 
the work as Machaut conceived it (see the recordings listed in chap. 8.3 by 
Vellard and Peres). 

Two other problems are peculiar to the virelais. First is the monophonic 
character of most of the works. Solo performers are tempted to present the 
works with rhythmic flexibility, especially employing rests of variable or 
indeterminate length at the ends of sections. I believe instead that the dance 
character of these works calls for an inflexible rhythm, not necessarily a fast 
tempo, but solid rhythm. Second, there is an unfortunate error in the printing of 
the text residua in the Schrade edition, implying that the refrain is to be repeated 
twice between strophes. This erroneous performance practice has spoiled many 
recordings that are otherwise competent (for examples, see Douce dame jolie 
[V4], Dou mal [V8], Dame, vostre [Vl7], Foy porter [V25/22], Dame, mon 
cuer emportez [V32/29], and Se je souspir [V36/30]). 

Finally, recent recordings show a concern for authentic pronunciation of the 
French texts. Alton/Jeffery (1976) provides some guidance, including a cassette 
recording of a reading of Machaut's virelai Plus dure (V31/28), followed by a 
musical performance of the same work. 
Motets. The considerations discussed above with regard to the performance of 
voices textless in the sources--tenor and contratenor-apply also to the motets. 
Most recordings use instruments on the untexted tenors and contratenors; 
fortunately, the formerly common practice of playing the tenor on a crumhorn 
seems largely to have gone out of fashion. Page's beautiful recording of Felix 
virgo I lnviolata (M23) uses voices only. In addition, the motet Lasse! comment 
I Se j' aim (M16) and Trop plus I Biaute (M20) have texted tenors, and thus the 
listener may sample several all-vocal performances. 
Mass. The requirements for an ideal recording of the Mass embodying the most 
recent research can be boiled down to a single factor: a scoring involving only 
one voice to a part, with no instruments.5 

Recordings vary greatly in the way the Kyrie is treated, from a single 
performance of each movement without any repetitions (Safford Cape), to 
repetitions of the polyphony in different scorings (Konrad Ruhland) to an 
alternatim treatment, the polyphony alternating either with plainchant (Alfred 
Deller and Andrew Parrott), or the polyphony alternating with an organ 
elaboration of the chant (Grayston Burgess). The manuscripts indicate a 
different solution. The repetition mark ".iii." is placed after the Kyrie I and 
Christe, and ".ii." is placed after the Kyrie Il. Surely this indicates a threefold 
repetition of the polyphony as written for Kyrie I and Christe, a twofold 
repetition of the Kyrie II, with the Kyrie III rounding out the full ninefold 
invocation. Of the recordings I have heard, only August Wenzinger, doubtless 

1969; 1970, 74-76; Hirshberg 1971, 76-90; Apfel 1974; Hoppin 1978b, 422-24; Reaney 
1980a, 430, 435; Harden 1983, 163-68, 169-209; Leech-Wilkinson 1984,21. 

5 Parrott (1977) provides an excellent overview of problems to be considered in a performance 
of the Mass. See also Fallows 1977a; for some views no longer current, see, for instance, 
Ficker 1929, 505; Cape 1959-60; Cramer 1975. The vast array of instrumental forces 
advocated by Ficker resulted in such recordings as that directed by Boepple in 1951 (see 
chap. 8.8, Concert Hall Society CHS 1107). Fallows (1977a, 290) notes that the researches 
of Roger Bowers and James McKinnon prove that the only instrument admissible in the 
Mass in the fourteenth century was the organ. See also Monnidendam 1953 (scoring); 
Reaney 1966,719-21 and 1977, 10 (example of heterophonic instrumental doubling in the 
Credo, mm. 82-89); Domling 1971, 26 n. 11 (tempo of Kyrie movements). 
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on the advice of Wolfgang Domling, chooses this solution.6 
The tenor-contratenor linking passages in the Gloria and Credo are clearly 

textless in the manuscripts and should be vocalized without carrying a syllable 
of text. All recordings give these passages to instruments except those by 
Burgess, Parrott, and Hillier. Parrott's version, employing textless vocali­
zation, seems to me to be the correct one. The evidence of the manuscripts does 
not support texting this linking passage with the first syllable of the upcoming 
phrase of text, as is done in Burgess's version, supervised by Frank Harrison, 
and in Hillier's recent performance. 

With regard to the fourteenth-century French pronunciation of Latin, Laurence 
Wright has supplied a transcription in the International Phonetic Alphabet of the 
text of the Mass Ordinary reflecting a medieval French pronunciation (Leech­
Wilkinson 1990c, 110-14). 

Some recordings have presented the Mass with Mass Propers, sometimes 
even including recitations and prayers. J.F. Weber (1991 ), and A. W. 
Robertson (1992, 110-11) discuss such liturgical reconstructions (items 11, 20 
and 23 in the Mass discography, chap. 8.4). 

3. The recordings in alphabetical series by title 
Amis, t'amour me contreint [Le Lay des Dames] (L10n) 

Not recorded. 

Amours doucement me tente (L 7 /6) 
Not recorded. 

Amours me fait desirer (B19) 
1. George Hunter, Westminster XWN 18166 (1956). Lute, two vielles 

(1 '35 "). 
2. Ancient Instrument Ensemble of Zurich, Odyssey 32 160178 (1966). Bill 

Austin Miskell, tenor; Baroque oboe, bass viol (5'00"). Strophes 1 and 3 
only. 

3. Pierre Pemoux, Guilde Intemationale du Disque SMS 2423 (1968?). Not 
heard. 

4. Grayston Burgess, L'Oiseau-Lyre SOL 310 (1969). John Buttrey, tenor; 
tenor recorder, harp (4'11 "). Strophes 1-3. 

5. Symposium "Pro Musica Antiqua" de Prague, Charlin CL 39 (1970). 
Two recorders, vielle (2'03"). 

6. Dietrich Knothe, Philips 6580 026 (1971). Wolf Reinhard, tenor; alto 
recorder, tenor fiddle (4'48"). Strophes 1-3. 

7. David Munrow, Seraphim SIC 6092 (1973). Martyn Hill, tenor; fiddle, 
bass rebec (2'36"). Strophes 1-2 only. 

8. Christopher Page, Hyperion A66087 (1983). Margaret Philpot, contralto; 
Rogers Covey-Crump, tenor; Peter McCrae, baritone (4'07"). Strophes 
1-3. 

9. Paul Hillier, Schirmer Books ISBN 0-02-872953-6 (1990). Rogers 
Covey-Crump, John Potter, and Mark Padmore, tenors (4'44"). 
Strophes 1-3. 

10. Alba Musica Kyo, Channel Classics CCS 7094 (1994). Chiyomi 
Yamanda, soprano; recorder, citole (4'43"). Strophes 1-3. 

The Zurich group gives the work at a very slow tempo. The triplum in the Burgess and 
Knothe recordings is an octave too high. Munrow's performance is lively and well done. 

6 ParroU (1977, 493) acknowledges the manuscript evidence for this interpretation but implies 
that it is less practical for a modern presentation of the work than the alternation of 
plainsong and polyphony. If one must alternate plainsong, one must at least adopt the 
melody of Machaut's tenor. See also Cape 1959-60, 49-50. 
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Except for the erroneous texting of triplum and tenor, the performance by Page would be 
hard to surpass. Hillier almost does so-triplum and tenor are vocalized-but his recording 
is rhythmical! y too reserved. 

Amours qui a I Faus Semblant I Vidi Dominum (MI5) 
1. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Anne-Marie 

Lablaude, Brigitte Lesne, and Emmanuel Bonnardot, voices (2'28"). 
A fine recording, the best recorded example of one of the unipartite isorhythmic motelS. 

Armes, Amours I 0 fleur des fleurs (ballade, Deschamps/ Andrieu) 
See chap. 8.5. 

Aucune gent I Qui plus aimme I Fiat voluntas tua (MS) 
1. Dietrich Knothe, Philips 6580 026 (1971). Roswitha Trexler, contralto; 

Wolf Reinhold, tenor; tenor fiddle, tenor crumhom (2'32"). 
One can gain at least something of an idea of the work from this recording. 

Aymi! dame de valour (V3) 
1. Thomas Binkley, EMI Reflexe lC 063-30 106 (1972). Richard Levitt, 

countertenor; lira, Jute, harp, bells (3'05"). Strophes 1-3. 
2. Ensemble Tre Fontane, Scalen disc TRFC 0389 (1989). Shawm, hurdy­

gurdy, percussion (2'50"). 
3. Christopher Page, Hyperion CDA66739 (1994). Andrew Tusa, tenor 

(2'49"). 
Binkley's performance is far too free, with an ornate prelude and postlude for lira, lute and 
bells. Drastic tempo variances at the piedi destroy the dance song character of the work. 
Tempo in Tusa's performance for Page is also too variable for the dance. The instrumental 
version of the Ensemble Tre Fontane includes newly-composed interludes. 

Biaute qui routes autres pere (B4) 
1. Dietrich Knothe, Philips 6580 026 (1971). Hans-Joachim Rotzsch, tenor; 

alto Jute, tenor fiddle (5'58"). Strophes 1-3. 
2. Music for a While, 1750 Arch S 1773 (1977). Sheila Schonbrun and 

Christopher Kenny, voices; vielle (2'32"). Strophe 1 only. 
3. Luk<i's Matousek, Panton 8111 0056 (1978). Zuzana Matouskova, mezzo­

soprano; alto fiddle, dulcimer, bass recorder (1'35"). Strophe 1 only. 
4. Helga Weber, I.H.W. 66.22371 (1980). Two recorders, transverse flute 

(1'40"). 
5. Christopher Page, Hyperion A66087 (1983). Margaret Philpot, contralto; 

Rogers Covey-Crump and Andrew King, tenors (4'46"). Strophes 1-3. 
6. Ensemble Tre Fontane, Alba musica MU 244882 (1993). Not examined. 
All five recordings examined utilize the unauthentic contratenor given only in MS E. In the 
rather slow recording by Music for a While, cantus and tenor are sung, with the text 
unfortunately applied to the tenor. In Page's recording, all voices are sung to beautiful 
effect, but text is applied to both tenor and contratenor, with long notes freely split in both 
lower voices to accommodate it. 

Bone pastor Guil/erme I Bone pastor qui I Bone pastor (M 18) 
1. Konrad Ruhland, Telefunken 6.41125 AS (1970). James Bowman, 

countertenor; Tom Sutcliffe, countertenor; organetto, recorder, two fiddles, 
crumhorn (2'25"). 

2. Guy Robert, Ades 7078-7080 (1977). Jean Belliard and Alain Zoepffel, 
countertenors; crumhom, vielle, organetto (2'05"). 

3. Helga Weber, I. H. W. CD3.108 (1993). Kai Wessel, countertenor; 
Wilfried Jochens, tenor; two alto bombards, trombone, drum, bells 
(2'33 "). 

The voices in Ruhland's recording are excellent, but the crumhorn on the tenor is 
regrettable. Robert's performance is well done but too fast for a clear articulation of the 
hockets in the diminution section. The tenor line in Weber's recording, already heavily 
scored, is unfortunately further emphasized by a drum and bell. 
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C' est force, faire le vueil (V 16) 
1. Ensemble Tre Fontane, Scalen disc TRFC 0187 (1987). Maurice 

Moncozet, voice; hurdy-gurdy (5'09"). Strophes 1-3 (lacks final refrain). 
2. Christopher Page, Hyperion CDA66463 (1990-91). Andrew Tusa, tenor 

solo (3'27"). Strophes 1-3. 
The performance by the Ensemble Tre Fontane is extroverted, with extensive interludes on 
the hurdy-gurdy. Page's performance is not rhythmically vital enough for dance. 

Ce qui soustient moy, m' onneur et ma vie (R12) 
1. Michel Sanvoisin, Arion ARN 38252 (1974). Soprano recorder, viol 

(1'18"). 
2. Ensemble Tre Fontane, Scalen disc TRFC 0187 (1987). Shawm, hurdy­

gurdy (4'39"). 
3. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Dominique 

Vellard and Emmanuel Bonnardot, voices (2'56"). 
4. Michel Sanvoisin, Edelweiss ED 1021 (1990). Soprano recorder, lute 

(1 '29"). 
Both of Sanvoisin's instrumental recordings are overly fast. Vellard's all-vocal version is 
excellent, although unfortunately the text has been applied to the tenor. The instrumental 
rendition of the Ensemble Tre Fontane includes a prelude and very developed interlude on the 
hurdy-gurdy. 

Certes mon oueil richement visa bel (R 15) 
Not recorded. 

Christe qui lux es I Veni creator spiritus I Tribulatio proxima est et (M21) 
1. Konrad Ruhland, Telefunken 6.41125 AS (1970). James Bowman, 

countertenor; Tom Sutcliffe, countertenor; recorders, crumhorn, fiddles, 
sackbut (3'44"). 

2. David Munrow, Archiv 2723 045 (1975). James Bowman and Charles 
Brett, countertenors; slide trumpet, tenor shawm (4'13"). 

3. Bernard Gagnepain, Erato EFM 18041 (1977). Recorder, vielle 
(introitus); two voices, vielle, lute, organ (6'04"). 

4. Les Menestrels, Mirror Music 00006-00009 (1979). Rene Jacobs, 
countertenor; Yoshiharu Matsuura, tenor; Herbert Vogel and Manfred 
Weidmann, voices; organetto (3'43"). 

5. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Anne-Marie 
Lablaude, Brigitte Lesne, Dominique Vellard, and Emmanuel Bonnardot, 
voices (4'28"). 

6. Helga Weber, I.H.W. CD3.108 (1993). Paul Gerhardt Adam and Kai 
Wessel, countertenors; two fiddles, two flutes, two tenor bombards, bass 
flute, drum (4'22"). 

For the textless Introitus, Ruhland uses viols, Les Menestrels use an organ, Gagnepain uses 
recorder and vielle, while Munrow, Vellard, and Weber have the singers vocalize, the 
preferred solution. The tenor and contratenor in Les Menestrels's recording are provided by a 
strangely distant doubling of voices and organ. Gagnepain is too slow. Munrow's recording 
is musically fine, but Vellard's unaccompanied performance is superb. The curious 
accentuation of the combined rhythms of the tenor and contratenor by a drum in Weber's 
performance renders it useless except as a curiosity to underline a single analytical point. 

Cinc, un, trese, wit, neuf d' amour fine (R6) 
1. Music for a While, 1750 Arch S 1773 (1977). Sheila Schonbrun, voice; 

recorder, vielle, finger cymbals (2'20"). 
2. Zoltan Maj6, Electrecord ST-ECE 01929 (1981). Two recorders; viol 

(1'25"). 
Music for a While gives this important work a sprightly performance, but the text is left 
incomplete. The italicized portions of the following scheme (i.e., the crucial initial and 
internal statements of the refrain) are performed by instruments alone: ABaAabAB. 
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Comment puet on miex ses maus dire (R 11) 
1. Dietrich Knothe, Philips 6580 026 (1971). Hans-Joachim Rotzsch, tenor; 

alto lute, tenor fiddle (3'41"). 
2. Thomas Binkley, EMI Reflexe lC 063-30 109 (1973). Andrea von 

Ramm, mezzo-soprano; lute, fiddle (3'51"). 
I prefer Binkley's very effective recording. 

Comment qu' a moy lonteinne (V5) 
1. Studio S.M. 45-71 (1961). Joseph Sage, countertenor solo (1'17"). Not 

heard. 
2. Alfred Dell er, Bach Guild 70656 (1961 ). Alfred Dell er, countertenor; 

fiddle, recorder, tambourine (1'45"). Strophe 1 only. 
3. Howard Brown, Pleiades P 250 (1968?). Judith Nelson, soprano solo 

(1'13"). Strophe 1 only. 
4. Denis Stevens, Musical Heritage Society MHS 830437 (1969). Edgar 

Fleet, tenor solo (0'36"). Strophe 1 only. 
5. Dietrich Knothe, Philips 6580 026 (1971). Hans-Joachim Rotzsch, tenor 

solo (3'28"). Strophes 1-3. 
6. Thomas Binkley, EMI Reflexe lC 063-30 106 (1972). Richard Levitt, 

countertenor; organetto, lute, harp (3'02"). Strophes 1-3. 
7. Michel Jaffee, Vanguard VSD 71179 (1973). Joan Summers, soprano; 

psaltery, harp, oud (2'52"). Strophes 1-3. 
8. David Munrow, Angel SBZ 3810 (1976). Bowed lyre solo (1'29"). 
9. Guy Robert, Ades 7078-7080 (1977). Jean Belliard, countertenor; 

recorder, Arabian lute, vielle, drums, tambourine (5'15"). Strophes 1-3. 
10. Electrecord ST-ECE 01601 (1977?). Martha Kessler, mezzo-soprano 

solo (1'04"). Strophe 1 only, lacking final refrain. 
11. Joel Cohen, Harmonia Mundi HMC 5122 (1985). Mark Kagan, tenor 

solo (3'50"). Strophes 1-3. 
12. Christopher Page, Hyperion CDA66463 (1990-91). Margaret Philpot, 

alto solo (2'53"). Strophes 1-3. 
13. Sonus, Dorian DIS 80109 (1993). Hazel Ketchum, soprano; saz, 

recorder, percussion (3'26"). Strophe 1, irregular repetitions. 
Another popular work. Binkley indicates rather cryptically that he is aware that the work is 
a contrafact (the situation is fully explained in Arlt 1982, 268-71). Robert includes an 
instrumental prelude, interludes, and a very extended postlude; Sonus has a similar plan, 
without the postlude. Of the unaccompanied performances-which I prefer to those that add 
instrumental accompaniment-Knothe 's recording is good, while Page's is ideal. 

Contre ce dous mois de may. Le Lay de Nostre Dame (Ll5/10) 
Not recorded. 

Dame, a qui (Vl2) 
1. Christopher Page, Hyperion A66087 (1983). Colin Scott Mason, baritone 

solo (5'38"). Strophes 1-3. 
Too slow and not danceable. 

Dame, a vous sans retollir (virelai RF6/V33) 
1. Studio S.M. 45-71 (1961). Joseph Sage, countertenor solo (1'26"). Not 

heard. 
2. Thomas Binkley, EMI Reflexe lC 063-30 106 (1972). Andrea von 

Ram m, mezzo-soprano; women's chorus, tarn bourine (2'51"). Strophes 
1-3. 

3. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor 
solo (2'52"). Strophes 1-2, lacking the final refrain. 

4. Guy Robert, Ades 7078-7080 (1975). Jean Belliard, countertenor; 
transverse flute, vielle, Moorish guitar, bells (3'13"). Strophes 1-2 only. 
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5. Odhecaton, Carus 63205 (1979). Instrumental. Not heard. 
6. Christopher Page, Hyperion A66087 (1983). Emma Kirkby, soprano solo 

(2'51"). Strophes 1-3. 
7. Joel Cohen, Harmonia Mundi HMC 5122 (1985). Vielle, tambourine, 

recorder (1 '43 "). 2 repetitions. 
8. Margaret Switten and Robert Eisenstein, The Medieval Lyric (1987). Peter 

Becker, baritone solo (2'18"). Strophes 1-3. 
9. Ensemble P.A.N., New Albion Records NA068 CD (1994). John 

Fleagle, tenor; Laurie Monahan, mezzo-soprano; Michael Collver, 
countertenor; lute, two vielles (3'16"). Strophes 1-3. 

The context of this work in the Remede makes the manner of performance clear. The 
narrator returns to his lady's chateau to find her and several courtiers outside, singing 
unaccompanied dance songs and doing a round dance. The only recording that allows such a 
scenario is Binkley's rhythmically vital rendition (although the verses from the Remede that 
immediately precede the virelai are recited in a badly garbled order [cf. Tels rit]). All three 
strophes are performed: first by the soloist, then subsequent refrains are sung by the 
ensemble, as if they had been taught the refrain by the soloist, a performance practice that is 
conceivable in such a dance. Sanvoisin's version is too mournfully slow and the rests too 
rhythmically free to be danceable (the musicaficta applied is also perverse). Robert's very 
slow rendition with drone is totally inappropriate to this genre. Emma Kirkby's 
performance for Page is not rhythmically insistent enough for dance music. Cohen's all­
instrumental performance includes a recorder in heterophony. The version sung by Peter 
Becker for Margaret Switten is nicely done (the context of the poem makes it clear that the 
singer is a male) but again is marred by a delivery that is rhythmically too free. An 
enormous "danse balladee" for two vielles provides a prelude to the version by the Ensemble 
P.A.N., sung by a tenor with (heterophonic) vielle for the strophes and tutti refrains. 
Machaut's carefully calculated rhythms are altered in many places. 

Dame, comment qu' amez de vous ne soie (B 16) 
1. August Wenzinger, Archiv 2533 054 (1969). Emst Haefliger, tenor; harp 

(1'52"). Strophe 1 only. 
2. Solveig Faringer, etc., BIS LP 2 (1974). Not heard (1'25"). 
3. Ensemble Tre Fontane, Scalen disc TRFC 0389 (1989). Hurdy-gurdy, 

recorder, percussion (4'44"). 
Wenzinger's presentation is rhythmically too free, and Haefliger's sliding attacks are 
irritating. Neither recording delivers the very lively performance suggested by this 
composition's notation in augmentation (see Giinther 1960b, 296; 1982, 112). 

Dame, de qui toute majoie vient (ballade RF5/B42) 
1. Michel Sanvoisin, Arion ARN 3 8252 (1974 ). Joseph Sage, 

countertenor, harp, two viols (3'27"). Strophes 1-2 only. 
2. Guy Roben, Ades 7078-7080 (1975). Jean Belliard, countertenor; 

soprano lute, crumhorn, recorder, lute, rebec (4'41"). Strophes 1-2 
only. 

3. Christopher Page, Hyperion A66087 (1983). Emily van Evera, soprano; 
Margaret Philpot, contralto; Rogers Covey-Crump and Andrew King, 
tenors (5'24"). Strophes 1-3. 

4a. Margaret Switten and Robert Eisenstein, The Medieval Lyric (1987). 
Mark Bleeke, tenor; William Sharp, baritone (4'16"). Strophes 1-3. 

4b. Margaret Switten and Robert Eisenstein, The Medieval Lyric (1987) Mark 
Bleeke, tenor; lute, two vielles (4'25"). Strophes 1-3. 

5. Ensemble P.A.N., New Albion Records NA068 CD (1994). Michael 
Collver, countertenor; two vielles (5'20"). Strophes 1-3. 

Sanvoisin's recording is useable, though his singer curiously swallows the -oie syllables. 
Instrumentation changes between sections in Robert's version. Christopher Page offers a 
stunningly beautiful performance marred by the texting of voices untexted in the sources. 
Particularly in a four-voice texture as here, the texted triplum unduly obscures the cantus 
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voice. The first version recorded for Margaret Switten is the two-voice version found in MS 
C, beautifully performed here by two soloists. Unfortunately, the tenor line has been texted. 
Since none of the longer note values are split up, the two voices are sometimes several 
measures apart in the text they are declaiming. The second version recorded for Margaret 
Switten is the four-voice version for voice and instruments, and this must be counted as the 
most successful recorded performance of the work to date. The Ensemble P.A.N. performs 
three lines, omitting the triplum. 

Dame, je sui cilz I Fins cuers doulz I Fins cuers doulz (M11) 
1. George Hunter, Westminster XWN 18166 (1956). Jantina Noorman, 

contralto; Richard Krause, tenor; vielle (3'13"). 
2. Dietrich Knothe, Philips 6580 026 (1971). Roswitha Trexler, contralto; 

Hans-Joachim Rotzsch, tenor; alto lute (1'35"). 
3. Thomas Binkley, EMI Reflexe 1C 063-30 109 (1973). Andrea von 

Ramm, mezzo-soprano; Richard Levitt, countertenor; lira (1'57"). 
4. Music for a While, 1750 Arch S 1773 (1977). Sheila Schonbrun and 

Christopher Kenny, voices; vielle (2'06"). 
5. Christopher Page, Hyperion A66087 (1983). Margaret Philpot, contralto; 

Rogers Covey-Crump, tenor; Peter McCrae, baritone (2'54"). 
6. Christopher Page, Hyperion CDA66619 (1992). Margaret Philpot, alto; 

Rogers Covey-Crump and Leigh Nixon, tenors (2'21 "). 
The notation in augmentation (see Giinther 1960b, 296) calls for a very lively performance. 
No recording is satisfactory in this regard, although Knothe comes closest. 

Dame,je vueil endurer (V9) 
1. Miroslav Klement, Supraphon 1112 2451-2 G (1977). Zdenek 

Jankovsky, tenor; fiddle (2'30"). Strophes 1-3, incomplete. 
2. Ensemble Tre Fontane, Scalen disc TRFC 0187 (1987). Maurice 

Moncozet, voice; hurdy-gurdy (3'20"). Strophes 1-3. 
3. Christopher Page, Hyperion CDA66619 (1992). Margaret Philpot, alto 

solo (2'28"). Strophes 1-3. 
In Klement's version, the fiddle plays the refrain as an introduction, then the tenor and fiddle 
perform in unison. The refrain is omitted between strophes and at the end. The performance 
by the Ensemble Tre Fontane includes a very developed accompaniment on the hurdy-gurdy. 
Page's performance is nearly ideal. 

Dame, mon cuer emportez (V32/29) 
1. Pierre Hudrisier, Ariane ARI 148 (1988). Jean-Yves Guerry, 

countertenor; lute, rebec (4'30"). Strophes 1-2 only. 
Instruments play through both sections before the voice enters. A superfluous repetition of 
the refrain follows the incorrect printing of the text residuum in Schrade's edition. 
Otherwise, the performance is quite useable. 

Dame, mon cuer en vous remaint (rondeau RF7/R22) 
1. Guy Robert, Ades 7078-7080 (1975). Jean Belliard, countertenor; vielle, 

recorder, lute, crumhom (3'51 "). 
2. Christopher Page, Hyperion A66087 (1983). Margaret Philpot, contralto; 

Rogers Covey-Crump and Andrew King, tenors (4'22"). 
3. Margaret Switten and Robert Eisenstein, The Medieval Lyric (1987). Peter 

Becker, countertenor; Mark Bleeke, tenor; William Sharp, baritone 
(3'55 "). 

4. Ensemble P.A.N., New Albion Records NA068 CD (1994). Laurie 
Monahan, mezzo-soprano; Michael Collver, countertenor; John Fleagle, 
tenor ( 4'30"). 

Instrumentation changes in the course of Robert's performance. The other two recordings 
employ voices with no instrumental doubling, but with text applied to the originally 
untexted triplum and tenor. This practice, while still unjustified, is not too objectionable for 
a highly melismatic rondeau such as this one, since it is usually possible for all three 
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voices to set a syllable in the same place, and thus to declaim at the same rate. Of the three 
choices, l prefer Page's recording. 

Dame, ne regardez pas (B9) 
1. Luklis Matousek, Panton 8111 0056 (1978). Vladimfr Dolezal, counter­

tenor; ala bohemica, alto fiddle, alto crumhom, alto recorder, lute, tenor 
comemuse, alto cornett, triangle (1'40"). Strophe 1 only. 

2. Early Music Consort, JRC 970 (1979). Two recorders, lute, viol, with 
guitar part newly composed (1 '56"). 

3. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Two vielles 
(3'30"). 

4. Ensemble Tre Fontane, Scalen disc TRFC 0389 (1989). Shawm, hurdy­
gurdy, percussion (3'52"). 

5. Michel Sanvoisin, Edelweiss ED 1021 (1990). Tenor recorder, vielle 
(1'51 "). 

6. Sonus, Dorian DIS 80109 (1993). Lute, chitarra (3'15"). 
7. Alba Musica Kyo, Channel Classics CCS 7094 (1994 ). Shawm, vielle 

(2'02 "). 
Matoukk 's performance is sung; he confines his imposing instrumentarium to the refrain. 
The instrumental version of the Ensemble Tre Fontane is quite unorthodox in its repetition 
scheme and use of prelude and interlude. 

Dame, se vous m' estes lointeinne (B37) 
1. David Munrow, Seraphim SIC 6092 (1973). Bagpipes solo (2'02"). 
2. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Recorder, 

harp, lute, two vielles (2'02"). Three repetitions. 
3. Michel Sanvoisin, Edelweiss ED 1021 (1990). Marc Guillard, baritone; 

organ, vielle, cornett (2'55"). 
Munrow treats the work as virtuoso bagpipes music. The refrain, which also serves as an 
introduction, is always repeated twice (three times at the very end). Two fiddles provide 
drones for Vellard's instrumental version. Sanvoisin's sung version, which is accompanied 
by a drone C in the organ throughout, is the simplest presentation yet. 

Dame, se vous n' avez aperceu (R 13) 
1. Les Menestrels, Mirror Music 00006-00009 (1979). Rene Jacobs, 

countertenor; douc;aine, cornett (3'22"). 
This recording is useable, despite Jacobs's unappealing vocal mannerisms. 

Dame, vostre dous viaire (V17) 
1. August Wenzinger, Archiv 2533 054 (1969). Ernst Haefliger, tenor; 

hurdy-gurdy (2'56"). Strophe 1 only. 
2. Alienor AL 1019 (1987). Esther Lamandier, soprano and organetto 

(5'20"). Strophes 1 and 3 only. 
3. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Dominique 

Vellard, voice; flute, vielle (6'02"). Strophes 1-3. 
4. Paul Hillier, Schirmer Books ISBN 0-02-872953-6 (1990). Rogers 

Covey-Crump, tenor solo (5'25"). Strophes 1-3. 
Wenzinger's lugubrious and rhythmically free approach obscures the dance-like quality of 
the work. Lamandier plays a prelude and interlude on the organetto and accompanies herself 
with drones and unison playing. A superfluous repetition of the refrain follows the incorrect 
printing of the text residuum in Schrade's edition. Vellard begins with an instrumental 
statement of the refrain on recorder with drones in the fiddle. The drones are retained 
throughout the vocal number, and the recorder returns for the refrains. Rogers Covey-Crump 
gives a nice solo performance for Hillier, but the interpretation is not rhythmically vital 
enough for dance. 
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David Hoquetus. See Hoquetus David. 
De Bon Espoir I Puis que la douce I Speravi (M4) 

1. David Munrow, Seraphim SIC 6092 (1973). James Bowman and Charles 
Brett, countertenors; alto cornemuse (2'58"). 

2. Zolt<in Maj6, Electrecord ST-ECE 01929 (1981). Three recorders; viol; 
drum (3'28"). 

3. Paul Hillier, Schirmer Books ISBN 0-02-872953-6 (1990). Rogers 
Covey-Crump and John Potter, tenors; organ (2'52"). 

4. Egbert Schimmelpfennig, Fono FCD 97736 (1990). Anita Weltzien, Lucia 
Laake, and Kai Roterberg, voices; organetto (2'34"). 

Musically Munrow's recording is superb, although the tenor, played on a comemuse, is too 
reedy for my taste. Hillier's reading is more reserved, although beautifully done. The voices 
in Schimmelpfennig's performance are badly overbalanced by the organetto. Maj6's 
instrumental version begins with the second talea of the diminution section, eventually 
running through the complete work. 

De bonte, de valour (V10) 
1. Sonus, Dorian DIS 80123 (1993). Hazel Ketchum, soprano; oud, saz, 

percussion (4'35"). Strophes 1-3. 
Includes instrumental prelude and interludes. As in other recordings of this singer, the 
French pronunciation is notably poor. 

De desconfort, de martyre amoureus (B8) 
Not recorded. 

De Fortune me doy pleindre et loer (B23) 
1. John White, Decca DL 79431 (1967). Earnest Murphy, countertenor; 

soprano recorder, bass viol, alto crumhorn, organetto (2'53"). Strophes 1-
2 only. 

B23 was almost as popular in the fourteenth century as De petit po (B 18), and again 
manuscripts of the late fourteenth century provide a contratenor (in this case there are three 
different versions) for a work that Machaut had left in a scoring for three voices (triplum, 
cantus, tenor). Both Ludwig and Schrade print two versions of the contratenor, and White 
gives us everything in the edition, an improbable five-voice version with adjustments for 
the many places when the contratenor(s) as written are incompatible with the triplum. 

De petit po, de niant volente (B 18) 
1. Ancient Instrument Ensemble of Zurich, Odyssey 32 160178 (1966). Bill 

Austin Miskell, tenor; fiddle, soprano recorder, crumhorn, viol (4'00"). 
Strophes 1-2 only. 

2. John White, Decca DL 79431 (1967). Flute, harpsichord, crumhorn, bass 
viol, organetto (1'28"). 

3. August Wenzinger, Archiv 2533 054 (1969). Ernst Haefliger, tenor; lute, 
positive organ (1'45"). Strophe 1 only. 

The first two recordings present the unauthentic four-voice version transmitted only in 
manuscripts of the late fourteenth century. The contratenor should be suppressed; Machaut 
left the work in three voices with triplum. The tempo is snappy and the performance 
attractive in White's instrumental recording. The instrumental accompaniment in the Zurich 
recording changes in the course of the piece, and the quality of this performance is not high. 
Wenzinger's recording omits the unauthentic contratenor and is useable but a bit slow. It is 
unfortunate that Machaut's most popular work has not yet received a recording worthy of it. 

De tout flors (intabulation in Fa [67]). See De toutesflours (B31 ). 

De tout sui si confortee (V38/32) 
1. Safford Cape, Anthologie Sonore AS 3 (1940). H.H. Guermant, soprano; 

medieval harp (1'46"). Strophe 1 only, incomplete. 
2. Safford Cape, Archive ARC 3032 (1956). Elisabeth Verlooy, soprano; 

recorder (1'40"). Strophe 1 only. 
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3. Studio fiir alte Musik, Da Camera SM 91702 (1969). Helge Eicke, 
soprano solo (2'16"). Not heard. 

4. Marin Constantin, Electrecord STM-ECE 0899 (1967?). Women's chorus 
(1'39"). Strophe 1 only, incomplete. 

5. Lukas Matousek, Panton 8111 0056 (1978). Zuzana Matouskova, mezzo­
soprano; Vladimfr Dole:Zal, countertenor; Josef Zivota, baritone; alto 
recorder, tenor crumhom, shawm, soprano cornett, two fiddles, lute, 
tambourine, triangle (1'38"). Strophe 1 only. 

No recording examined is useable. The recording with chorus by Constantin provides an 
early example of vocalization of the textless tenor line. 

De toutes flours n' avoit et de tous fruis (B31) 
1. George Hunter, Westminster XWN 18166 (1956). Jantina Noorman, 

contralto; recorder, lute, vielle (2'39"). Strophe 1 only. 
2. J.J. Lesnour, Ducretet Thompson 320 C 081 (1960?). Not heard. 
3. Lawrence Selman, Musical Heritage Society MHS 1141 (1969). Two 

bass recorders, lute, two bass viols (1'43"). 
4. Thomas Binkley, EMI Reflexe lC 063-30 109 (1973). Andrea von 

Ramm, harp; Richard Levitt, countertenor; lute, fiddle (6'16"). Strophes 
1-3. 

5. David Munrow, Seraphim SIC 6092 (1973). Martyn Hill, tenor; treble 
recorder, lute, fiddle, bass rebec (3'14"). Strophes 1-2 only. 

6. Kees Otten, Telefunken, 6.42357 A W (1979). Marius van Altena, tenor; 
bass recorder, lute, tenor fiddle, sackbut (8'03"). Strophes 1-3 

7. Ensemble Super Librum, Son clair Records CD JB 128836 (1988). 
Susanne Norin, mezzo-soprano; recorder, organetto (5'27"). Strophes 
1-2 only. 

8. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Dominique 
Vellard, tenor; harp, vielle (6'36"). Strophes 1-3. 

9. Paul Hillier, Schirmer Books ISBN 0-02-872953-6 (1990). David 
James, countertenor; John Potter and Rogers Covey-Crump, tenors; Paul 
Hillier, bass (5'56"). Strophes 1-3. 

10. Marcel Peres, Harmonia Mundi HMC 901354 (1990). Gerard Lesne, 
countertenor; Josep Benet, tenor; Josep Cabre, baritone (5'03"). 
Strophes 1 and 3 only. 

Recordings of the Faenza intabulation: 
1. Aimee Van de Wiele, Critere CRD 130 (1959). Harpsichord. Not heard. 
2. August Wenzinger, Archiv 2533 054 (1969). Positive organ solo 

(3'00"). 
3. Thomas Binkley, EMI Reflexe lC 063-30 109 (1973). Gittem, harp 

(2'18"). 
4. David Munrow, Seraphim SIC 6092 (1973). Organ solo (2'47"). 
5. Guy Robert, Ades 7078-7080 (1975). Soprano lute, rebec, tenor lute, 

crumhorn (2'05"). 
6. Ensemble Super Librum, Sonclair Records CD JB 128836 (1988). Re­

corder, organetto (2'52"). 
7. Michel Sanvoisin, Edelweiss ED 1021 (1990). Organ, vielle (3'31 "). 
8. Marcel Peres, Harmonia Mundi HMC 901354 (1990). Clavicytherium 

solo (5'55"). 
9. Ensemble Tre Fontane, Alba musica MU 244882 (1993). Not examined 

(5'53 "). 
10. Ensemble P.A.N., New Albion Records NA068 CD (1994). Vielle, lute 

(2'45"). 
All recordings of the chanson except Vellard's and Peres's include an unauthentic fourth 
part, not a contratenor, as in the earlier De petit po (B 18), but a triplum. Of these, I like 
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Munrow's bright tempo the best. Binkley's performance is very tasteful, and in some ways 
preferable to Munrow, who seems to force things along a bit too squarely. The 
instrumentation of Otten' s recording provides for a very strong cantusltenor projection. 
There are three strong choices of recordings, the authentic three-voice version of Vellard, the 
all-vocal three-voice performance of Peres, and the four-voice performance of Hillier, in 
which untexted voices vocalize. The recording by the Ensemble Super Librum stands apart; 
after an improvisatory prelude on the organetto, it too omits the triplum but has a very 
curious scoring, placing the vocalist on the tenor, to which text is applied. 

The Binkley, Munrow, Sanvoisin, Peres and Ensemble P.A.N. recordings of the Faenza 
instrumental arrangement are well done. Robert's recording is too heavily scored, and he 
composes an additional part. Again, the performance by the Ensemble Super Librum is 
unusual; after an improvisatdry introduction on the recorder, it proceeds in a highly 
embellished version of the already florid Faenza music. 

De triste cuer faire joyeusement I Quant vrais amans aimme amoureusement I 
Certes,je diets' en quier jugement (B29) 
1. Safford Cape, Archive ARC 3032 (1956). Rene Letroye and Franz 

Mertens, tenors; Willy Pourtois, bass (2'24"). Strophe 1 only. 
2. John White, Decca DL 79431 (1967). Sheila Schonbrun, soprano; Ray De 

Voll, tenor; Anthony Tamburello, bass; flute, bass flute, bass viol, psaltery 
(3'47"). Strophe 1 only. 

Both recordings are too ponderously slow to be useful. 

Diex, Biaute, Douceur, Nature (Vl9) 
Not recorded. 

Dix et sept, .v., .xiii., .xiiii. et quinse (Rl7) 
1. Guy Robert, Ades 7078-7080 (1977). Jean Belliard, countertenor; 

crumhom, transverse flute, rebec, organetto, lute (3'41"). 
2. Les Menestrels, Mirror Music 00006-00009 (1979). Rene Jacobs, 

countertenor; lute, fiddle (3'54"). 
Instrumentation changes in Robert's performance, which is introduced and followed by 
spoken text from the Voir Dit. Jacobs's recording for Les Menestrels, also framed by Voir 
Dit readings, is useable, with fewer vocal mannerisms than in his recording of Dame, se 
vous n' avez (Rl3). 

Donnez, signeurs, donnez a toutes mains (B26) 
1. August Wenzinger, Archiv 2533 054 (1969). Emst Haefliger, tenor; alto 

fiddle, tenor fiddle, dulcian (3'15"). Strophes 1 and 3 only. 
2. Christopher Page, Hyperion CDA66588 (1991 ). Margaret Philpot, alto; 

Charles Daniels and Leigh Nixon, tenors (4'21"). Strophes 1-3. 
Page's all-vocal version now supersedes Wenzinger's recording. 

Dou mal qui m' a longuement (V8) 
1. Joel Cohen, Harmonia Mundi HMC 5122 (1985). Nancy Armstrong, 

soprano solo (2'50"). Strophes 1-2 only. 
2. Alienor AL 1019 (1987). Esther Lamandier, soprano and organetto 

(1'45"). Strophes 1-3 
Cohen's performance is far too slow. Larnandier's performance is nice, though marred by 
the double repeat between strophes of the refrain, one of which is always played on the 
organetto alone. 

Douce damejolie (V4) 
1. Victor 45083 (1915). Lambert Murphy, tenor; harp, lute (1'12"). Not 

heard. 
2. Lumen 33405 (1947). Pierre Deniau, tenor; ensemble. Not heard. 
3. Boite a Musique LD 306 (1954). Jacques Douai, tenor; guitar (1'26"). 

Not heard. 
4. Vanguard VRS 448 (1954). Roland Hayes, tenor; piano (1'30"). Strophe 

1 only, arr. Weckerlin. 
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5. George Hunter, Westminster XWN 18166 (1956). Richard Krause, 
tenor solo (2'25"). Strophes 1-3. 

6. Club Fran~ais du Disque CFD set 230 (1960?). Yves Tessier, tenor; lute. 
Not heard. 

7. Studio S.M. 45-71 (1961). Joseph Sage, countertenor (1'38"). Not 
heard. 

8. John White, Decca DL 79431 (1967). Sheila Schonbrun and Elizabeth 
Humes, sopranos; Anthony Tamburello, bass; soprano recorder, viols, 
rauschpfeife, finger cymbals, tambourine, drum (2'02"). Strophes 1-3. 

9. Grayston Burgess, L'Oiseau-Lyre SOL 310 (1969). Geoffrey Shaw, 
baritone solo (1'24"). Part of strophe 1, then strophe 3. 

10. David Munrow, Seraphim SIC 6092 (1973). Martyn Hill, tenor; James 
Bowman, Charles Brett, Martyn Hill, and Geoffrey Shaw, chorus; 
sopranino recorder, two cornetts, two rebecs, citole, tabor (2'13"). 
Strophes 1-3. 

11. Les Musiciens de Provence, Arion ARN 34217 (1973). Maurice Guis, 
psaltery; harp (1'48"). 

12. Michel Jaffee, Vanguard VSD 71179 (1973). Joan Summers, soprano; 
Jan DeGaetani, mezzo-soprano; Constantine Cassolas, tenor; Alan 
Baker, baritone; recorder, lute, fiddle (4'19"). Strophes 1-3, then 
strophe 1 repeated. 

13. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor 
solo (1'54"). Strophes 1-2 only, lacking the final refrain. 

14. Guy Robert, Ades 7078-7080 (1977). Lute solo (0'52"). 
15. John Sothcott, Enigma VAR 1046 (1977). Soprano, recorder, hurdy­

gurdy, dulcimer, drum (2'35"). Strophes 1-3, incomplete. 
16. John Renbourn, Kicking Mule Records KM312 (1980). John Molineux, 

tenor; dulcimer, guitar, soprano and tenor recorders, glockenspiel, tab la, 
spoons, finger cymbals (3'10"). Strophes 1-3 in English translation, 
lacking final refrain. 

17. Guy Robert, Arion 36554 (1981). Arabian lute, recorder, fiddle, chalu­
meau, jew's harp, soprano and bass tamburas (3'55"). 

18. Sphemusations IMI 1002 (1982?). Andree Back, soprano; harp. Not 
heard. 

19. Christopher Page, Hyperion A66087 (1983). Margaret Philpot, contralto 
solo (2'45"). Strophes 1-3. 

20. Joel Cohen, Harmonia Mundi HMC 5122 (1985). Lute; Mark Kagan, 
tenor; Nancy Armstrong, soprano; vielle, transverse flute (5'26"). 
Strophes 1-3. 

21. Michel Sankoisin, Edelweiss ED 1021 (1990). Joseph Sage, 
countertenor solo (3'54"). Strophes 1-3. 

22. Alba Musica Kyo, Channel Classics CCS 7094 (1994). Citole, lute, 
transverse flute, shawm, vielle (4'35"). 

Perhaps it is the folk-like simplicity of this song that has contributed to its popularity. It is 
the most recorded chanson of Machaut. The work is best presented as a simple 
unaccompanied dance song. White, Munrow, Jaffee, and Sothcott all employ whole 
orchestras full of special instruments, and often free heterophonic lines are mixed in. 
Cohen's recording, which begins with a fanciful lute solo, is only slightly more modest. 
Munrow observes Schrade's incorrect indication of the internal refrains in the virelai form, 
repeating the refrain twice between each strophe. Robert's lute solo is short (Abb), and near 
the end provides background music to a recited text from the Voir Dit as an introduction to 
the recording of P/ourez, dames (B32) that follows. The same director's 1980 instrumental 
rendition is a wild fantasia. Hunter, Burgess, Sanvoisin (two recordings), and Page adopt the 
prudent monophonic route. But Burgess is not useable because the cauda of the first strophe 
is omitted. Sanvoisin and Page are too free with the length of rests. This leaves Hunter's 



8.3. Recordings by title 403 

early recording, still the best in all respects. Two of the recordings are quite unusual. The 
folksong-like arrangement by the John Renboum Group is quite attractive, giving the work 
in free translation by Ann Lister (refrain: "My sweet and fair lady, never believe of me that I 
have bent my knee to anyone but you"). Finally, Roland Ha yes sings the nineteenth-century 
arrangement for voice and piano by Jean-Baptiste Theodore Weckerlin (see chap. 2.5). 

Douce dame, tant corn vivray (R20) 
1. George Hunter, Westminster XWN 18166 (1956). Recorder, lute (1'23"). 
2. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor; 

recorder (2'48"). 
Sanvoisin's recording is useable, though the text underlay has been altered for some reason. 

Dous amis, oy mon complaint (B6) 
1. Joel Cohen, Harmonia Mundi HMC 5122 (1985). Nancy Armstrong, 

soprano; vielle (3'42"). Strophes 1-2 only. 
2. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Dominique 

Vellard and Emmanuel Bonnardot, voices (6'28"). Strophes 1-3. 
3. Ensemble Tre Fontane, Alba musica MU 244882 (1993). Not examined 

(5'46"). 
Cohen provides a fluid delivery, but uses the erroneous Schrade transcription.? The solo 
voices in the Vellard performance provide an excellent impression of this early work, 
although the tenor has been texted. 

Dous viaire gracieus (R1) 
1. August Wenzinger, Archiv 2533 054 (1969). Ernst Haefliger, tenor; alto 

recorder, tenor fiddle ( 1'31"). 
2. Thomas Binkley, EMI Reflexe 1C 063-30 109 (1973). Richard Levitt, 

countertenor; lute, harp (1'37"). 
3. Lukas Matousek, Panton 8111 0056 (1978). Vladimfr Doldal, counter­

tenor; alto fiddle, alto crumhorn (1'10"). 
4. Les Menestrels, Mirror Music 00006-00009 (1979). Rene Jacobs, 

countertenor; fiddle, cornett (1'55"). 
5. Alba Musica Kyo, Hungaroton SLPD 12589 (1986). Not heard. 
6. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Anne-Marie 

Lablaude and Brigitte Lesne, voices; recorder (1'45"). 
7. Alba Musica Kyo, Channel Classics CCS 7094 (1994). Chiyomi 

Yamanda, soprano; citole, recorder (2'00"). 
All recordings I have heard are useable. In Wenzinger's recording, the triplum is played an 
octave too high. It would be interesting to hear this short but highly dissonant work with 
voices on all three parts. The version of Vellard is closest to the ideal, with two parts sung 
(the text has been applied to the tenor, however). 

En amer a douce vie (ballade RF4/B41) 
1. Lawrence Selman, Musical Heritage Society MHS 1141 (1969). Alto 

recorder, two tenor recorders, bass recorder (1'29"). 
2. Guy Robert, Ades 7078-7080 (1975). Jean Belliard, countertenor; rebec, 

Moorish guitar, lute, transverse flute (3'15"). Strophes 1-2 only. 
3. Margaret Switten and Robert Eisenstein, The Medieval Lyric (1987). 

Laurie Monahan, mezzo-soprano; rebec, lute, fiddle (3'52"). Strophes 1-
3. 

4. Ensemble P.A.N., New Albion Records NA068 CD (1994). Laurie 
Monahan, mezzo-soprano; two vielles, lute (4'00"). StrOphes 1-3. 

The instrumentation employed in Robert's and in Switten's performance is less than ideal; 
Switten's version is quite fast, with the instruments lightly played. The version by the 
Ensemble P.A.N. is currently the best available. 

7 See Hoppin !960, 24 and the corrected transcription in Hoppin !978a, no. 62 (Ludwig's 
correct underlay should be adapted to this edition). 
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En demantant (L24/18) 
Not recorded. 

En mon cuer ha un descort (V27 /24) 
Not recorded. 

Esperance qui m' asseure (B 13) 

DISCOGRAPHY 

1. Sequentia, University of Texas Press ISBN 0-292-78520-8 (1988). 
Barbara Thomton, soprano; fiddle (3'46"). Strophes 1-3. 

This performance is rhythmically too free for my taste. 

Felix virgo mater I Jnviolata genitrix I Ad te suspiramus gementes (M23) 
1. Jeanne Rambert, Lumen 3.22.015 (1949?). Jeanne Rambert, alto; M. 

Husson, tenor; two trombones (3'21 "). Not heard. 
2. Jacques Chailley, Erato LDE 3377 (1968). Remy Corazza, tenor; Jose van 

Dam, bass; viol, trombone (5'19"). 
3. Bemard Gagnepain, Erato EFM 18041 (1977). Recorder, three viols, lute 

(2'18"). Introitus and one talea only. 
4. Guy Robert, Ades 7078-7080 (1977). Jean Belliard and Alain Zoepffe1, 

countertenors; crumhom, bombard, organetto, lute, rebec (3'00"). 
5. Christopher Page, Hyperion A66087 (1983). Margaret Philpot, contralto; 

Rogers Covey-Crump, tenor; Colin Scott Mason and Peter McCrae, 
baritones (3'41 "). 

6. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Anne-Marie 
Lablaude, Brigitte Lesne, Dominique Vellard, and Emmanuel Bonnardot, 
voices (4'35"). 

7. Helga Weber, I.H.W. CD3.108 (1993). David Cordier, countertenor; 
Wilfried Jochens, tenor; fiddle, flute, tenor bombard, drum (4'16"). 

Chailley's performance is very slow and dated. Robert's recording is very fast, but well 
done, although the lower voices have an overly full instrumentation. The drum tapping out 
combined rhythms of tenor and contratenor, apparently to serve an analytical point, spoils 
Weber's recording. Two excellent performances with solo voices are available, by Page and 
Vellard. Page has underlaid the chant text to both tenor and contratenor, surely an 
unsupportable performance practice, nevertheless his is perhaps the best available recording 
of any Machaut motel. 

F ons tocius superbie I 0 livoris feritas IF era pessima (M9) 
1. Konrad Ruhland, Telefunken 6.41125 AS (1970). James Bowman and 

Tom Sutcliffe, countertenors; recorder, cornett, crumhom, fiddle (2'30"). 
2. Thomas Binkley, EMI Reflexe 1C 063-30 109 (1973). Andrea von 

Ramm, mezzo-soprano; Richard Levitt, countertenor; dou~aine (1'52"). 
3. Bemard Gagnepain, Erato EFM 18041 (1977). Male chorus, sackbut 

(3'45"). 
4. Luka'§ Matou'Sch Panton 8111 0056 (1978). Zuzana Matouskova, mezzo­

soprano; Vladimir Daldal, countertenor; alto fiddle, tenor fiddle, bass 
recorder, lute, chime bell b. dulcimer (2'20"). 

5. Helga Weber, I.H.W. CD3.108 (1993). Paul Gerhardt Adam, counter-
tenor; Gerd Tiirk, tenor; crumhorn, woodblock (2'06"). 

The rhythmic freedom so exciting in Binkley's recording of Quant en moy I Amour (Ml) is 
rather irritating here; the tempo is far too fast for comfortable declamation of the text. 
Ruhland's recording is preferable, even with its heavily scored tenor line. Matou!ek tries a 
varied scoring of the motetus, partially sung with text, and partially performed on 
instruments. The result is unsatisfactory. Gagnepain's version is very slow, and the vocal 
lines are an octave too low in relation to the tenor. In Weber's recording, a woodblock 
perversely taps out combined rhythms of triplum and motetus. 

F oy porter (V25/22) 
1. Grayston Burgess, L'Oiseau-Lyre SOL 310 (1969). Ian Partridge, tenor; 

sopranino recorder, tabor (2'46"). Strophes 1 and 3 only. 
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2. Michel Jaffee, Vanguard VSD 71179 (1973). Alan Baker, baritone; lute, 
oud, kemen~e (2'38"). Strophes 1-2 only. 

3. Music for a While, 1750 Arch S 1773 (1977). Sheila Schonbrun and 
Christopher Kenny, voices; kemen~e, vielle, percussion (3'42"). Strophes 
1-3. 

4. Christopher Page, Hyperion A66087 (1983). Emma Kirkby, soprano solo 
(3'13"). Strophes 1-3. 

5. Alienor AL 1019 (1987). Esther Lamandier, soprano and organetto 
(3'52"). Strophes 1-3. 

Burgess begins with a highly decorated recorder solo, which continues to accompany the 
voice heterophonically. Lamandier's version is again spoiled by observing Schrade's double 
repetition of the refrain between strophes. The version sung by Emma Kirkby for Page 
ought to be definitive, but small unmeasured pauses between sections mar the rhythmic 
vitality. 

Gais et jo/is, lies, chantans et joieus (B35) 
1. Robert Eisenstein, Delos D/CD 1003 (1979). Peter Becker, countertenor; 

psaltery, lute, harp (3'47"). StrOphes 1 and 3 only. 
2. Kees Otten, Telefunken 6.42357 A W (1979). Rita Dams, mezzo-soprano; 

two bass recorders (4'38"). StrOphes 1-3. 
3. Joe1 Cohen, Harmonia Mundi HMC 5122 (1985). Transverse flute, lute, 

vielle (3'00"). Two repetitions. 
4. Alba Musica Kyo, Hungaroton SLPD 12589 (1986). Not heard. 
5. Alba Musica Kyo, Channel Classics CCS 7094 (1994). Chiyomi Yaman-

da, soprano; citole, recorder (4'56"). Strophes 1-3. 
The choice of instruments for the lower voices is unfortunate in Otten and Alba Musica 
Kyo, but both recordings are nicely sung, and complete. Eisenstein's recording includes an 
instrumental introduction. The flute in Cohen's recording heavily embellishes the repeats, 
in a style completely unattested for the fourteenth century. 

Hareu! hareu! le feu I He/as! ou sera I Obediens usque ad rrwrtem (MlO) 
1. David Munrow, Seraphim SIC 6092 (1973). James Bowman and Charles 

Brett, countertenors; slide trumpet (1'58"). 
A lively recording, beautifully done. 

He! dame de vaillance (V1) 
1. Lumen 33405 (1947). Pierre Deniau, tenor; ensemble. Not heard. 

He! dame de valour (V11) 
Not recorded. 

He! Mors corn tu I Fine Amour I Quare non sum mortuus (M3) 
1. Dietrich Knothe, Philips 6580 026 (1971). Roswitha Trexler, contralto; 

Wolf Rein hold, tenor; tenor crumhorn (2'07"). 
One can gain at least something of an idea of the work from this recording. 

He/as! et comment aroie (V18) 
Not recorded. 

He/as! pour quoy se demente et complaint (R2) 
1. Monique Rollin, London International W91116 (1955). Mathilde Siderer, 

soprano; flute, vielle, lute (1'11 "). Not heard. 
2. Ensemble Guillaume de Machaut, Ades 14040 (1983). Jean Belliard, 

countertenor; oud (2'40"). 
The Ensemble Guillaume de Machaut provides an excellent recording of this early song. 

He/as! pour quoy virent I Corde mesto cantando I Libera me (M12) 
Not recorded. 

He/as! tant ay doleur et peinne (B2) 
Not recorded. 
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Hont paur (intabulation in Fa [67]). See Honte, paour (B25). 
Honte, paour, doubtance de meffaire (B25) 

DISCOGRAPHY 

1. Thomas Binkley, EMI Reflexe 1C 063-30 109 (1973). Andrea von 
Rarnm, mezzo-soprano; lute, fiddle (5'47"). Strophes 1-3. 

2. Marcel Peres, Harmonia Mundi HMC 901354 (1990). Josep Benet, tenor; 
Josep Cabre, baritone; and Malcolm Bothwell, bass (2'59"). Strophe 1 
only. 

Recordings of the Faenza in tabulation: 
1. Thomas Binkley, EMI Reflexe 1C 063-30 109 (1973). Lute, gamba 

(2'52"). 
2. Guy Robert, Ades 7078-7080 (1977). Arabic lute, lute, rubebe, 

transverse flute (3'35"). 
3. Marcel Peres, Harmonia Mundi HMC 901354 (1990). Clavicytherium 

solo (3'18"). 
4. Ensemble Tre Fontane, Alba musica MU 244882 (1993). Not examined 

(5'33"). 
Binkley provides an excellent performance of Machaut's ballade, although the effect of the 
highly dissonant contratenor is attenuated by its realization on the lute. Peres's all-vocal 
performance is a disappointment-too slow. All versions of the Faenza instrumental 
arrangement are well done, though Robert's performance is surely too heavily scored. 

Hoquetus David 
1. Guillaume de Van, L'Oiseau-Lyre OL 3 (1939). Trumpet, bass trumpet, 

trombone (3'30"). Not heard. 
2. Rene Clemencic, Supraphon GSST 50598 (1964). Comet, recorder, 

shawm, drum (3'08"). 
3. Roger Cotte, Arion 30 A 070 (1969). Three recorders. Incomplete 

(0'51 "). Not heard. 
4. Richard Taruskin, Collegium Stereo JE 104 (1970). Not heard. 
5. Konrad Ruhland, Telefunken 6.41125 AS (1970). Three fiddles, organ 

(2'38"). 
6. Thomas Binkley, EMI Reflexe 1C 063-30 109 (1973). Rebec, organetto, 

recorder (1 '59"). 
7. Michel Sanvoisin, Arion ARN 38252 (1974). Recorder, harp, fiddle 

(2' 13"). 
8. David Munrow, Archiv 2723 045 (1975). Two cornetts, alto shawm, 

bells (3' 17"). 
9. Music for a While, 1750 Arch S 1773 (1977). Recorder, organ, vielle, 

bells (2'48"). 
10. Guy Robert, Ades 7078-7080 (1977). Crumhom, vielle, bombard, lute, 

organetto (2'33"). 
11. Miroslav Klement, Supraphon 1112 2451-2 G (1977). Two fiddles, 

organetto, triangle (2'20"). 
12. Michel Sanvoisin, Edelweiss ED 1021 (1990). Vielle, lute, organ 

(2'16"). 
13. Helga Weber, I.H.W. CD3.108 (1993). Two alto bombards, tenor 

trombone, drum (2'57"). 
14. Alba Musica Kyo, Channel Classics CCS 7094 (1994). Two lutes, citole 

(3'55 "). 
15. Consort Fontegara, Bongiovanni GB 5532 2 (1994). Not heard. 
The performances by Ruhland, Binkley, Sanvoisin, and Music for a While are overly fast. 
Munrow takes a slow enough tempo (although it could stand to be slower) that the archaic 
Franconian triple rhythms at the prolation level are audible. So does Clemen~ic, but 
unfortunately a drum accompanies throughout; the drum in Weber's recording taps out 
combined rhythms of triplum and hoquetus voices. Robert transforms the Franconian short-
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long rhythm into long-short. Chiyomi Yamanda (soprano) sings "alleluia" to the David 
melisma to introduce the performance by Alba Musica Kyo. The Hoquetus David seems to 
be Machaut's most popular work for arrangement and recomposition by twentieth-century 
composers; see chap. 2.5 (compositions by Bedford, Birtwistle, A. Gilbert, Holt, 
Matou~k. and Muldowney) 

Il m' est avis qu'il n' est dons de Nature (B22) 
Not recorded. 

J' ai tant mon I Lasse! je sui I Ego moriar pro te (M7) 
1. Dietrich Knothe, Philips 6580 026 (1971). Roswitha Trexler, contralto; 

Hans-Joachim Rotzsch, tenor; tenor crumhom (3'46"). 
Not recommended. 

J' aim la flour (L2) 
1. St. George's Canzona, Enigma K53571 (1978). Not heard. 
2. Alienor AL 1019 (1987). Esther Lamandier, soprano and harp (6'50"). 
Lamandier' s quick tempo makes the play of rhymes especially palpable, and the simple 
accompaniment is not too obtrusive. This lai has but seven strophes and is well-suited as an 
example for teaching purposes. 

J' aim miex languir en ma dure dolour (B7) 
Not recorded. 

J' aim sans pens er laidure (V14) 
Not recorded. 

Je ne cesse de prier. Le Lay de la Fonteinne (L16/11) 
1. Thomas Binkley, EMI Reflexe 1C 063-30 106 (1972). Andrea von 

Ramm, mezzo-soprano; Jute; women's chorus (24'09"). 
2. Music for a While, 1750 Arch S 1773 (1977). Sheila Schonbrun, voice; 

fiddle, bell, recorder, rebec, organetto, psaltery, saz, and harp, variously 
used in different strophes (22'17"). 

3. Peter and Timothy Davies, L'Oiseau-Lyre DSDL 705 (1983). Rogers 
Covey-Crump, Paul Elliott, Andrew King, tenors (27'25"). 

4. Paul Hillier, Hyperion CDA66358 (1989). Mark Padmore, Rogers 
Covey-Crump, and John Potter, tenors (23'20"). 

L16 alternates monophonic strophes with three-voice chaces. Based on the number 
symbolism in the text, Giinther (1983, 264; 1984a, 263--64) suggests that three soloists 
singing the chaces without instruments should sing the monophonic strophes in unison. 
This interesting performance suggestion has yet to be tried. Binkley invents a lute 
accompaniment for the monophonic strophes-beautifully sung by Andrea von Ramm­
while the chaces are sung by an unaccompanied women's chorus. Both the Binkley and 
Davies recordings are good up to the very last strophe (a restatement of the first strophe a 
fifth higher, this time as a chace), which is given an octave too low, an error traceable to 
the Schrade edition. The recording by Davies is otherwise excellent. The singer of the 
monophonic strophes, presumably Rogers Covey-Crump, is the lead singer of the chaces, a 
logical performance practice. He is the only singer in the chaces to declaim the text (the 
others vocalize). The tempo between strophes is kept constant, a conservative practice not 
heard in other recordings, and one that deserves consideration. The performance by Music for 
a While has the pitch of the final strophe correct, but it hardly matters, since so many other 
unfortunate things have happened before this point. Strophes 1 and 3 are presented an octave 
too high, and strophe 4 up a fourth. Strophes 7, 8, and 10 are instrumental; most of the 
chaces are presented with two instruments and one vocalist. Almost every strophe is 
introduced by a spoken recitation that freely evokes the text of the strophe to come, 
destroying the forward direction of the music. 

The several recordings give us two different manners of ending the chaces, neither of 
which can be proven as the correct treatment. The Ludwig edition (edited by Besseler) would 
have them end as they began, in staggered fashion, with one voice at a time finishing its 
complete text. This treatment is heard in the Music for a While recording, as well as in the 
performance directed by Hillier. Both Binkley and Davies end each chace with all three 
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voices together, at the point when the leading voice finishes its text (this makes sense 
especially in the Davies' recording, since the other two voices are not declaiming text). 
Although it would seem desirable for all voices to finish their text, it is true that the final 
phrases of music are much less melodic than the initial phrases, and sometimes rather 
strange rests and incomplete hocket effects are heard at the end of the chaces in the version 
of Music for a While and Hillier. Overall, the most satisfying recording is that of Hillier. 
Incidentally, the compact disc is marked with a new track for each strophe, which makes 
access very convenient. 

le ne cuit pas qu' onques a creature (Bl4) 
1. Guy Robert, Ades 7078-7080 (1977). Annie Bartelloni, contralto; organ­

etto, lute; recorder for interlude and postlude (4'10"). Strophes 1 and 3 
only. 

2. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Anne-Marie 
Lablaude, voice; lute (5'59"). Strophes 1-3. 

3. Ensemble Tre Fontane, Scalen disc TRFC 0389 (1989). Recorder, hurdy­
gurdy (2'05"). 

4. Alba Musica Kyo, Channel Classics CCS 7094 (1994). Shawm, vielle, 
lute (3'05"). 

Robert's recording includes an instrumental interlude and postlude. In Vellard's recording, 
after a lute introduction, a free lute paraphrase of the tenor line accompanies the soprano. 

le puis trop bien madame comparer (B28) 
1. Safford Cape, Anthologie Sonore AS 3 (1940). Franz Mertens, tenor; 

soprano recorder, lute, tenor viol (1'27"). Strophe 1 only. 
2. Safford Cape, Archive ARC 3032 (1956). Jeanne Deroubaix, alto; alto 

recorder, lute, tenor fiddle (1'34"). Strophe 1 only. 
3. Wesley K. Morgan, Pleiades P 250 (1968?). Kathryn Grimmer, alto; 

viola, cello (1'27"). Strophe 1 only. 
4. Denis Stevens, Musical Heritage Society MHS 830437 (1969). Mark 

Deller, countertenor; bassoon, cello (1'09"). Strophe 1 only. 
5. Electrecord ST-ECE 01601 (1977?). Martha Kessler, mezzo-soprano; 

harmonium, alto and tenor gambas, recorder (1'50"). Strophe 1 only. 
6. Sonus, Dorian DIS 80123 (1993). Chitarra, vihuela (2'20"). 
All of these recordings utilize the old transcriptions; Hoppin's corrections (1960, 16-17 n. 
16) have yet to make their effect.S Cape's two recordings provide us with the only example 
I have found among Machaut recordings of the performance of vocal melismas on instru­
ments, a performance practice that dates back to Hugo Riemann and Arnold Schering, and 
still heard in some recent recordings of fifteenth-century music. Here, a recorder plays the 
nine-note melisma near the end of the A-section. Kessler's performance includes harmonium 
doubling the tenor an octave below at times. None of the recordings can be recommended. 

le suis aussi corn cils qui est ravis (B20) 
1. Monique Rollin, Club National du Disque CND 9 (1955). Flute, lute 

(2'08 "). 
2. Ancient Instrument Ensemble of Zurich, Odyssey 32 160178 (1966). 

Baroque oboe, harp, fiddle (2'30"). 
3. John White, Decca DL 79431 (1967). Sheila Schonbrun, soprano; bass 

recorder, bass flute, bass viol (2'49"). Strophe 1 only. 
4. Michael Jaffee, Vanguard VSD 71179 (1973). Joan Summers, soprano; 

vielle, organetto (3'04"). Strophe 1 only. 
5. Sequentia, University of Texas Press ISBN 0-292-78520-8 (1988). 

Barbara Thornton, soprano; fiddle, lute (5'30"). Strophes 1-3. 
6. Ensemble Tre Fontane, Alba musica MU 244882 (1993). Not examined 

(3' 15"). 

8 T. Campbell (1989-90, 280--81) prints a practical edition by Earp. 
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Except for the effective recording by Sequentia, these performances are mournfully slow. As 
was the case with Biaute qui (B4), all recordings--except Monique Rollin 's instrumental 
version-present the unauthentic contratenor given only in MS E. In addition, White's 
version has some ill-conceived and inconsistent octave displacements. 

le vivroie liement (V23/21) 
1. Music for a While, 1750 Arch S 1773 (1977). Recorder, saz, vielle, 

percussion ( 1'17''). 
2. Christopher Page, Hyperion A66087 (1983). Emily van Evera, soprano 

solo (2'17"). Strophes 1-2 only. 
3. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Bagpipes, rek 

(3'05"). Two repetitions: bagpipes; bagpipes plus rek. 
Page's recording is well done. 

foie, plaisance, et douce nourriture (chant royal RF3) 
1. Thomas Binkley, EMI Reflexe 1C 063-30 106 (1972). Richard Levitt, 

countertenor; fiddle (6'04"). Strophes 1-5 and envoy. 
2a. Michel Sanvoisin, Arion ARN 38252 (1974 ). Soprano recorder solo 

(0'43 "). 
2b. Michel Sanvoisin, Arion ARN 38252 (1974). Musette solo (0'43"). 
3. Guy Robert, Ades 7078-7080 (1975). Jean Belliard, countertenor; 

vielle, recorder, Arabian lute, Moorish guitar, percussion (3'45"). 
Strophes 1, 5, and envoy. 

4. Music for a While, 1750 Arch S 1773 (1977). Sheila Schonbrun and 
Christopher Kenny, voices; vielle, kemen~e, percussion (2'25"). 
Strophes 1, 2, 4, and envoy. 

5. Toronto Consort, Collegium COL 83-03 (1983). Garry Crighton, 
countertenor; vielle (7'12"). Strophes 1-5 and envoy. 

6. Margaret Switten and Robert Eisenstein, The Medieval Lyric (1987). 
Laurie Monahan, mezzo-soprano solo (4'33"). Strophes 1-5 and envoy. 

7. Ensemble P.A.N., New Albion Records NA068 CD (1994). Laurie 
Monahan, mezzo-soprano; vielle (4'45"). Strophes 1-5 and envoy. 

Binkley's recording begins with a recitation of/' amant's speech introducing the chant royal, 
but the order of verses is garbled, apparently due to a misunderstanding of the layout of 
these lines in the Ludwig edition. The introductory fiddle fantasy is far too ornate, as is the 
accompaniment throughout. Each succeeding strophe is embellished to an extent that the 
performance becomes hair-raising by strophe 5. L' amant surely could not have dozed 
through such an onslaught. The version by Music for a While was made for stage presen­
tation: Sheila Schonbrun sings strophe I and Christopher Kenny strophe 2; strophe 3 is 
played on a vielle; the voices sing together in the course of strophe 4 and for the envoy, 
omitting strophe 5. The performances of Robert and the Toronto Consort include 
instrumental prelude, interludes, and postlude. Although the versions of the Toronto 
Consort and the Ensemble P.A.N. are nicely sung, in each case the vielle accompaniment is 
more developed than most recordings of Machaut's monophony. Switten 's is the only 
version that can be recommended without qualification. 

Lasse! comment oublieray I Se j' aim I Pour quoy me bat mes maris? (M16) 
1. Vielle Trio, Allegro AL 14 (1949). Du Bose Robertson, tenor; three 

fiddles (3 '28 "). 
2. George Hunter, Westminster XWN 18166 (1956). Jantina Noorman, 

contralto; Richard Krause, tenor; tenor (1'36"). 
3. David Munrow, Archiv 2723 045 (1975). Paul Elliott and Martyn Hill, 

tenors; Geoffrey Shaw, bass (4'06"). 
4. Guy Robert, Ades 7078-7080 (1977). Annie Bartelloni, contralto; Jean 

Belliard, countertenor; Bernard Huneau, baritone; rebec (3'42"). 
5. Estampie, Christophorus CD 74583 (1989). Sigrid Hausen, soprano, 

recorder, organ (1'52"). 
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The recording by the Vielle Trio ranks among the worst recordings of early music ever 
made. Hunter's recording is excellent-even though the sound engineering is not good­
since his lively tempo makes better sense than Munrow's very slow performance. Roben's 
recording includes a performance of the monophonic dance song tenor (contralto, rebec, 
Moorish guitar), followed by a lively rendition of the motel The Estampie recording also 
includes a lusty performance of the motel tenor (soprano, hurdy-gurdy, tar, tambourine), 
which then becomes the only sung voice in the motel, not a possible scoring for a motel, 
one would think.9 

Lay de Nostre Dame, Le. See Contre ce dous mois de may (L15/10) 
Lay de Bonne Esperance, Le. See Longuement me sui tenus (Ll8/13) 
Lay de Confort, Le. SeeS' onques dolereusement (L17/12) 
Lay de Consolation, Un. See Pour ce que plus proprement (L23/17) 
Lay de l'Ymage, Le. See Ne say comment commencier (L14/9) 
Lay de la Fonteinne, Le. See le ne cesse de prier (L16/11) 
Lay de la Rose, Le. See Pour vivre joliement (L21/15) 
Lay de Plour, Le. See Malgre Fortune et son tour (Ll9/14); Qui bien aimme a 

tart oublie (L22/16) 
Lay des Dames, Le. See Amis, t' amour me contreint (Ll On) 
Lay Mortel, Le. See Un mortellay vueil commencier (L12/8) 
Liement me deport (V30/27) 

1. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Anne-Marie 
Lablaude and Brigitte Lesne, sopranos; rek (5'29"). 

2. Ensemble P.A.N., New Albion Records NA068 CD (1994). Vielle, lute 
(2'10"). 

Would that there were a way to filter out the percussion in Vellard's recording; at least it 
forces strict adherence to the pulse. Ensemble P.A.N. performs a fantasy on the virelai. 

Longuement me sui tenus. Le Lay de Bonne Esperance (L18/13=VD47) 
1. Guy Robert, Ades 7078-7080 (1977). Jean Belliard, countertenor; vielle, 

transverse flute, recorder, lute, Moorish guitar, drum, tambourine 
(16'36"). 

2. Les Menestrels, Mirror Music 00006-00009 (1979). Rene Jacobs, 
countertenor; harp (20'39"). 

One can get only an incomplete idea of the work from Roben's recording. After a heavily 
scored instrumental prelude, only strophes I, 10, and 12 are given with their full text; the 
others are cut in half. Many instrumental interludes disrupt the work, often repeating 
material either from strophe I or from part of strophe 7 combined with part of strophe I, so 
that Machaut's carefully calculated rise in tessitura is obscured. The performance ends with a 
long instrumental postlude. Jacob's performance for Les Menestrels is complete, although a 
rather too fancy harp accompaniment is supplied throughout, and the tempo between 
strophes varies widely. 

Loyaute, que point ne delay (Ll) 
1. George Hunter, Westminster XWN 18166 (1956). Jantina Noorman, 

contralto; lute (2'35"). StrOphe 1 only. 
2. Thomas Binkley, EMI Reflexe 1C 063-30 106 (1972). Andrea von 

Ramm, mezzo-soprano; lute (6'39"). Strophes 1, 9, 12, and 24 only. 
3. Gregorio Paniagua, Hispavox HHS 10-459 (1976). Instrumental, with 

percussion (0'56"). 

9 For another recording of the dance song (although with obtrusive percussion) see Hyperion 
CDA 66625 (CD), Lo douz esgart e /' amoros semblan; "The sweet look and the loving 
manner"; Trobairitz Love Lyrics and Chansons de femme from Medieval France; Sinfonye, 
directed by Stevie Wishart, recorded 7-9 July 1992 (I '34 "); includes texts and translations. 
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4. Isaak-Ensemble-Heidelberg, Bayer 100 164 (1992). Not heard. 
Ll is exceptional in that it uses the same music for all twelve strophes. However, the 
pattern of phrase-endings, whether masculine or feminine, changes freely throughout the 
work. The manuscripts copied during Machaut's lifetime do not supply a solution to the 
problems encountered in adapting the masculine and feminine end rhymes even for the first 
strophe. A complete setting of strophe I is provided only in the late MS E. This then 
should serve as the key for the changing patterns in the remaining strophes. Hunter's 
recording is useable for the one strophe sung. Binkley's recording gives four of the twelve 
strophes. Here strophe 9 employs only the high-range phrase of music (mm. 14-26), while 
the treatment of strophe 24 employs only the low-range phrase (mm. 1-14), suggesting that 
the singer is free to choose from the phrases given for strophe I to fashion succeeding 
strophes, an interesting but speculative solution. The performance difficulties of 
accommodating the constantly changing patterns of masculine and feminine rhymes are 
brought out when von Ram m treats -ine as a masculine rhyme in strophe 12. In my view, 
the lute accompaniment throughout is too highly developect.IO 

Loyaute vueil tous jours maintenir (V2) 
Not recorded. 

M a chiere dame, a vous mon cuer envoy (B40) 
1. Robert Haas, Anthologie Sonore LD 3012 (1956). Erika Metzer-Ulrich, 

soprano; instrumental ensemble. Not heard. 
2. George Hunter, Westminster XWN 18166 (1956). Recorder, lute, vielle 

(1'57"). 
3. Westminster XWN 18683 (1958). Hugues Cuenod, tenor; lute (2'56"). 

Not heard. 
4. Studio fiir alte Musik, Da Camera SM 91702 (1969). Instrumental 

(2'00"). Not heard. 
5. Rene Clemencic, Harmonia Mundi France HMU 939 (1973). Zeger Van­

dersteene, countertenor; rebec, medieval harp (2'31 "). Not heard. 
6. Les Menestrels, Mirror Music 00005 (1977). Marie-There se Escribano, 

soprano; lute, discant fiddle (3'04"). Strophes 1-2. 
7. Luk:fs Matousek, Panton 8111 0056 (1978). Zuzana Matouskova, mezzo­

soprano; bass recorder, alto fiddle (1'48"). Strophe 1 only. 
8. Michel Sanvoisin, Edelweiss ED 1021 (1990). Jose ph Sage, countertenor; 

tenor recorder, vielle, lute (1'48"). Strophe 1 only. 
The sung performance of Matou'§ek is useable, but Sanvoisin's now supplants it. The 
version of Les Menestrels presents the work very facilely, with a rhythmic flexibility rarely 
heard in this music, and it has the advantage of presenting two strophes. 

M a fin est mon commencement (R14) 
1. Bernard Rose, RCA Victor LM 6016 (1951?). Lernuel Hughes and 

Clarence Roberts, tenors; oboes, low strings (2'36"). Refrain only. 
2. Dietrich Knothe, Philips 6580 026 (1971). Hans-Joachim Rotzsch, 

tenor; alto recorder, alto lute (4'59"). 
3. David Munrow, Seraphim SIC 6092 (1973). Two cornetts, soprano 

cornemuse (1 '38"). 
4. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor; 

two viols; then varied instrumentation, with recorder, harp (5'29"). 
5. Guy Robert, Ades 7078-7080 (1977). Jean Belliard, countertenor; 

rebec, transverse flute, lute, organetto (6'00"). 
6. Lukas Matousek, Panton 8111 0056 (1978). Vladimfr Dolezal, counter­

tenor; bass recorder, alto crumhorn, alto fiddle (1'25"). Refrain only. 
7. Paul Hillier, Hyperion CDA66358 (1989). Rogers Covey-Crump and 

John Potter, tenors; Paul Hillier, bass (5'38"). 

10 Binkley (1977, 27) gives the arrangement for lute used in strophe 1 of this recording. 
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8. Michel Sanvoisin, Edelweiss ED 1021 (1990). Joseph Sage, counter-
tenor; recorder, lute (6'14"). 

9. Sonus, Dorian DIS 80123 (1993). Chitarra, oud, vihuela (2'49"). 
10. Consort Fontegara, Bongiovanni GB 5532 2 (1994). Not heard. 
Rose's old recording is too slow. Sanvoisin's two recordings are useable, as is Knothe's. 
Munrow's instrumental rendition is beautifully articulated and well illustrates the compo­
sitional structure of the work. Robert's performance, formerly the best recording of the full 
rondeau (although the instrumentation changes frequently), is now superseded by Hillier's 
all-vocal version. 

Malgre Fortune et son tour. Le Lay de Plour (L19/14) 
Not recorded. 

Martyrwn gemma !atria I Diligenter inquiramus I A Christo lwnoratus (M19) 
1. Olaf Raitzig, VEB Deutsche Schallplatten 8 27 956 (1984 ). Ute Schimmel­

pfennig, soprano; Werner Marschall, countertenor; recorder, discant 
gamba, dulcian (3'08"). 

2. Helga Weber, I.H.W. CD3.108 (1993). Paul Gerhardt Adam and Kai 
Wessel, countertenors; fiddle, flute, tenor bombard, drum (2'59"). 

I prefer Raitzig's recording, despite the instrumental doublings. 

Maugre mon cuer I De ma dolour I Quia amore langueo (M14) 
1. Johannes Rahe, Carus 83.123 (1991). Mixed chorus (2'05"). 
The Cathedral at Osnabrtick is too resonant a venue for a satisfactory performance. 

Merci vous pri, ma douce dame chiere (R3) 
Not recorded. 

Mes esperis se combat a Nature (B39) 
1. Recorder Consort of the Musician's Workshop, Classic Editions CE 1018 

(1953). Three alto recorders (2'11"). 
2. George Hunter, Westminster XWN 18166 (1956). Richard Krause, tenor; 

two vielles (2'22"). Strophe 1 only. 
3. August Wenzinger, Archiv 2533 054 (1969). Ernst Haefliger, tenor; tenor 

fiddle, positive organ (2'07"). StrOphe 1 only. 
4. David Munrow, Seraphim SIC 6092 (1973). James Bowman, 

countertenor; alto shawm, tenor cornett (3'51 ").Strophes 1-2 only. 
5. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor, 

lute, viol, bass recorder (2'08"). Strophe 1 only. 
6. Zolt<in Maj6, Electrecord ST-ECE 01929 (1981). Barbara R6nai, soprano; 

recorder; viol (2'45"). Strophe 1 only. 
7. Ensemble Tre Fontane, Alba musica MU 244882 (1993). Not examined 

(3' 14 "). 
There are two versions, that of MS G, printed by Ludwig and performed by Hunter, 
Wenzinger, Sanvoisin, Maj6, and instrumentally by the Recorder Consort, and the corrupt 
version of MS E, printed by Schrade and performed by Munrow.11 Munrow's forceful 
approach-inspired by the military imagery of the poem-is the most musical presentation. 
Wenzinger's reading is useable but not as exciting. 

M esse de Nostre Dame. See chap. 8.4. 
Mors sui, se je ne vous voy (V29/26) 

Not recorded. 

Moult sui de bonne heure nee (V37/31) 
1. Thomas Binkley, EMI Reflexe lC 063-30 109 (1973). Andrea von 

Ramm, mezzo-soprano; lute (3'47"). Strophes 1-3. 
2. Jean-Claude Malgoire, CBS Masterworks 76534 (1976). Two vielles 

(2'45"). Strophe 1 only. 

11 Hirshberg (1971, 143--47) shows that the version of MS G is superior. 
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3. Guy Robert, Ades 7078-7080 (1977). Annie Bartelloni, contralto; vielle, 
two lutes, flute (3'10"). Refrain and strophe 2 only. 

4. Estampie, Christophorus CD 74583 (1989). Sigrid Hausen, soprano; 
organetto, lute (5'27"). Strophes 1-3. 

Binkley treats the tenor rather too freely as the work unfolds, but I find his an exciting and 
danceable performance. Estampie provides a nice performance of the first strophe, similar in 
style to Binkley's but rhythmically more strict; unfortunately, improvised interludes come 
between superfluous extra statements of the refrain. 

N' en fait n' en dit n' en pensee (B 11) 
Not recorded. 

Nepensezpas, dame, queje recroie (B10) 
Not recorded. 

Ne say comment commencier. Le Lay de I' Ymage (L 14/9) 
Not recorded. 

Nes qu' on porroit les estoilles nombrer (B33) 
1. Safford Cape, Archive ARC 3032 (1956). Recorder, lute, treble fiddle 

(2'06"). 
2. Ancient Instrument Ensemble of Zurich, Odyssey 32 160178 (1966). 

Baroque oboe, fiddle, viol (1'46"). 
3. John White, Decca DL 79431 (1967). Ray DeVoll, tenor; organetto, bass 

viol (3'00"). Strophe 1 only. 
4a. Guy Robert, Ades 7078-7080 (1977). Jean Belliard, countertenor; 

Poitouvian oboe, lute, crumhom, rebec, organetto (3'33"). Strophes 1-2 
only. 

4b. Guy Robert, Ades 7078-7080 (1977). Poitouvian oboe, lute, crumhorn, 
rebec, organetto, drum (1'38"). 

5. Les Menestrels, Mirror Music 00006--00009 (1979). Two fiddles, bass 
recorder (2'12"). 

White's recording is slow and uses Schrade's faulty text underlay, as does Robert. Robert's 
sung version is very lively, but the instrumentation is full and changes between strophes. 
The four instrumental renditions are all fairly well done, especially that by Les Menestrels. 

Nuls ne doit avoir merveil/e (L5/4) 
1. Grayston Burgess, L 'Oiseau-Lyre SOL 310 (1969). Nigel Rogers, tenor; 

harp (3'35 "). 
Burgess was the first to attempt to market a recording of a larger portion of one of the Iais, 
but his recording of LS gives a very misleading representation of the work. Nigel Rogers's 
performance is beautifully done, but only the first half of each strophe is sung, and strophes 
8 and 9 are skipped entirely (the music of strophe 10 is heard twice, both times to the first 
text). The harp accompaniment devised by Frank Harrison seems too elaborate, and long 
harp solos have been inserted between strophes 3 and 4 and between strophes I I and 12. 

On ne porroit penser ne souhaidier (B3) 
1. Ensemble Guillaume de Machaut, Ades 14040 (1983). Jean Belliard, 

countertenor, lute, vielle, recorder, sackbut, with positive organ in 
interludes (3'20"). Strophes 1-2 only. 

The editions are followed literally in this performance: 8 measures for two voices, after 
which the spurious and corrupt contratenor found only in MS E is added. After the refrain, 
the B-section is repeated instrumentally. This performance at least gives one an impression 
of this early ballade. 

Par trois raisons me vueil deffendre (L6/5) 
Not recorded. 

Pas de tor en thies pais (B30) 
1. John White, Decca DL 79431 (1967). Bass and tenor viols, organetto, 

bass recorder (3'34"). 
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2. Christopher Page, Hyperion CDA66588 (1991). Rogers Covey-Crump, 
Charles Daniels, and Leigh Nixon, tenors (4'22"). Strophes 1-2 only. 

White's all-instrumental recording is unusably slow, and now completely superseded by 
Page's all-vocal performance, which employs the edition of Keitel (1977b). 

Phyton, le mervilleus serpent (B38) 
1. David Munrow, Seraphim SIC 6092 (1973). Martyn Hill, tenor; two tenor 

crumhoms (4'46"). Strophes 1-2 only. 
The performance is well done, despite the buzz of the reeds on the lower voices. 

Plourez, dames, plourez vostre servant (B32) 
1. Columbia 70701D (1940). Yves Tinayre, baritone; strings (3'51"). 

Strophe 1 only. 
2. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor; 

viol, lute (3'16"). Strophe 1 only. 
3a. Guy Robert, Ades 7078-7080 (1977). Rebecs, transverse flute, 

organetto (1'54"). 
3 b. Guy Robert, A des 7078-7080 (1977). Jean Belliard, countertenor; 

rebec, bass recorder, organetto (5'31 ").Strophes 1-2 only. 
4. Lukas Matousek, Panton 8111 0056 (1978). Zuzana Matouskova, 

mezzo-soprano, occasionally with gemshom, alto fiddle, tenor fiddle 
(2'10"). Strophe 1 only. 

5. Les Menestrels, Mirror Music 00006-00009 (1979). Taina Kataja, 
soprano; bass recorder, fiddle (7'49"). Strophes 1-3. 

Tinayre's and Sanvoisin's recordings are painfully slow, while both Robert (sung version) 
and Matoukk change the instrumentation in the course of the piece. Les Menestrels's 
recording is useable, valuable for its presentation of the complete ballade. 

Plus dure qu'un dyamant (V31/28) 
1. Roger Blanchard, Philips N 00993 R (1955?). Jean Archimbaud, 

countertenor; instrumental ensemble. Not heard. 
2. George Hunter, Westminster XWN 18166 (1956). Jantina Noorman, 

contralto; lute, vielle (2'28"). Strophe 1 only. 
3. Wesley K. Morgan, Pleiades P 250 (1968?). Barbara Boedges, alto; 

viola (2'52"). Strophe 1 only. 
4. Denis Stevens, Musical Heritage Society MHS 830437 (1969). Mark 

Deller, countertenor; fiddle (4'03"). Strophe 1 only. 
5. Studio fiir alte Musik, Da Camera SM 91702 (1969). Instrumental 

(3'02"). Not heard. 
6a. Michel Sanvoisin, Arion ARN 38252 (1974). Harp solo (2'01 "). 
6b. Michel Sanvoisin, Arion ARN 38252 (1974). Lute solo (1'55"). 
7. Solveig Faringer, BIS LP 2 (1974). Not heard (1'43"). 
8. Alton/Jeffery 1976. Countertenor, fiddle (2'33"). Strophe 1 only. 
9. Electrecord ST-ECE 01601 (1977?). Martha Kessler, mezzo-soprano; 

harmonium, tenor gamba, lute (1'40"). Incomplete strophe. 
10. Jean-Patrice Brosse, Arion ARN 38771 (1983). Organ solo. Not heard. 
11. Michel Sanvoisin, Edelweiss ED 1021 (1990). Lute solo (1'59"). 
Of the recordings I have heard, I recommend both Hunter and AltonjJeffery, which includes 
recitation of all three strophes in medieval French pronunciation; Stevens's version remains 
useable. Kessler occasionally doubles the tenor an octave below with harmonium. 

Pour ce qu' on puist miex retraire (L3) 
Not recorded. 

Pour ce que plus proprement. U n Lay de Consolation (L23!17) 
1. Peter and Timothy Davies, L'Oiseau-Lyre DSDL 705 (1983). Rogers 

Covey-Crump, tenor; fiddle, rebec, psaltery, harp, gittern, and lute used 
variously (21 '18"). 
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This lai was first edited as a polyphonic work in Hoppin 1958. The directors of this 
recording have apparently taken a cue from Fallows (1980, 371) and have a solo voice 
projecting the text while a plucked or bowed string instrument plays the contrapuntal voice. 

Pour ce que tous mes chansfais (B 12) 
Not recorded. 

Pour vivrejoliement. Le Lay de la Rose (L21/15) 
1. Jecklin-Disco JD 622-2 (1988). Conrad Steinmann, recorder solo 

(13'45"). 
Toneless breathing into the recorder, whistling, humming, multiphonics and other weird 
effects render this version useless except as a curiosity. Steinmann does perform the work 
from beginning to end, though usually without the repeats that would be required in a texted 
performance. 

Puis qu' en oubli sui de vous, dous amis (R 18) 
1. Safford Cape, Archive ARC 3032 (1956). Willy Pourtois, bass; lute, 

treble and tenor fiddles, recorder (2'12"). 
2. Roger Cotte, Arion 30 A 096 (1970). Ana Maria Miranda, soprano; 

instrumental ensemble (1'30"). Not heard. 
3. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Brigitte 

Lesne, voice; two vielles (1 '31"). 
4. Paul Hillier, Schirmer Books ISBN 0-02-872953-6 (1990). Rogers 

Covey-Crump and Mark Padmore, tenors; Paul Hillier, bass (4'11"). 
Cape performs the version in MS E at an excruciatingly slow tempo, with occasional 
doublings of the tenor at the octave by a recorder. Vellard's performance, giving the version 
of MSS A and G transposed up a major seventh, is very satisfying. Hillier's recording of 
the A and G version, transposed up a major third, is also excellent, using a lower range to 
good effect (unfortunately, tenor and contratenor have been texted). 

Puis que ma dolour agree (V7) 
1. Ensemble Tre Fontane, Scalen disc TRFC 0389 (1989). Shawm, saz 

(2'37"). 
The shawm is quite crudely played here. 

Quant en moy I Amour et biaute I Amara valde (Ml) 
1. Dietrich Knothe, Philips 6580 026 (1971). Roswitha Trexler, contralto; 

Hans-Joachim Rotzsch, tenor; tenor fiddle (3'29"). 
2. Thomas Binkley, EMI Reflexe 1 C 063-30 109 (1973). Andrea von 

Ramm, mezzo-soprano; Richard Levitt, countertenor; lira (2'16"). 
3. Guy Robert, Ades 7078-7080 (1977). Annie Bartelloni, contralto; Jean 

Belliard, countertenor; rebec, crumhom, organetto (2'20"). 
4. Paul Hillier, Schirmer Books ISBN 0-02-872953-6 (1990). David James, 

countertenor; John Potter, tenor; organ (3'34"). 
Knothe 's performance is tame and square beside Binkley's very exciting recording, which is 
unfortunately too free rhythmically and overly fast for clear text declamation. The work 
becomes an engaging love song, attractive, but one wonders, should not an isorhythmic 
motet be very strict rhythmically? Robert's recording is rhythmically tighter, although very 
fast; it seems influenced by Binkley in the rushed hocket sections. Hillier's performance is 
superb, although musically a bit reserved. 

Quant j' ay /' espart (R5) 
1. David Munrow, Seraphim SIC 6092 (1973). James Bowman, 

countertenor; tenor cornett (3'16"). 
Useable. 

Quant je ne voy ma dame n' oy (R21) 
1. August Wenzinger, Archiv 2533 054 (1969). Emst Haefliger, tenor; harp, 

tenor fiddle (5' 14 "). 
2. Pierre Hudrisier, Ariane ARI 148 (1988). Jean-Yves Guerry, 

countertenor; lute, rebec (4'51"). 
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3. Paul Hillier, Schirmer Books ISBN 0-02-872953-6 (1990). Rogers 
Covey-Crump, John Potter, and Mark Padmore, tenors (5'44"). 

4. Christopher Page, Hyperion CDA66588 (1991). Rogers Covey-Crump, 
tenor; medieval harp, medieval lute (5'20"). 

Wenzinger's recording is still useable. Hillier employs the ideal combination, with the 
lower voices vocalizing. Hudrisier's delightful recording is rhythmically more lively than 
Hillier. I find the modest ornaments introduced in Page's recording annoying on repeated 
listening. 

Quantje sui mis au retour (V13) 
1. John White, Decca DL 79431 (1967). Anthony Tamburello, bass; male 

vocal ensemble; rauschpfeife, drum (1'38"). Strophes 1-3. 
2. Dietrich Knothe, Philips 6580 026 (1971). Hans-Joachim Rotzsch, tenor 

solo (1 '20"). Strophes 1-3. 
3. Thomas Binkley, EMI Reflexe lC 063-30 106 (1972). Three solo 

voices, choir (1 '34"). Strophes 1-3. 
4. David Munrow, Seraphim SIC 6092 (1973). Martyn Hill, tenor; James 

Bowman, Charles Brett, Martyn Hill, and Geoffrey Shaw, chorus; bass 
re bee, lute (2'41 "). Strophes 1-3. 

5. David Munrow, Angel SBZ 3810 (1976). Gittem solo (0'56"). 
6. Guy Robert, Ades 7078-7080 (1977). Jean Belliard, countertenor; 

Arabian lute (2'40"). Strophes 1-3. 
7. Miroslav Klement, Supraphon 1112 2451-2 G (1977). Zdenek 

Jankovsky, tenor; fiddle (1'45"). Strophes 1-3. 
8. Frantisek Pok, Supraphon 1119 3419 G (1982). Hurdy-gurdy, 

dulcimer, bombard, fiddle, drum (1'27"). 
9. Joel Cohen, Harmonia Mundi HMC 5122 (1985). Nancy Armstrong, 

soprano; Mark Kagan, tenor; vielle, recorder, lute (2'48"). Strophes 1-3. 
10. Billiard Ensemble, Hyperion CDA66370 (1987). Rogers Covey-Crump, 

tenor solo (1 '36"). Strophes 1-3. 
11. Sonus, Dorian DIS 80123 (1993). Hazel Ketchum, soprano; chitarra, 

psaltery (3'52"). Strophes 1-3. 
Although formally not a virelai, Machaut ranges this and the following work in the 
manuscripts, J' aim sans (Vl4), among his dance songs. The text-the lover returning 
perhaps from the crusades to his lady-has elicited different scenarios among the recorded 
performances. White puts us among the returning pilgrims, with bagpipes chanter, drum 
and bass voice. The full chorus enters on each repetition of the refrain. Munrow's 1973 
recording adopts a melancholy tempo, with two levels of drones; a fanciful viol solo 
introduces the work. Binkley's version is effective, with a monophonic presentation of the 
strophe (perhaps nonsensically, a woman sings), followed by a unison women's chorus on 
the refrain. Robert includes an instrumental introduction and interludes, as does Sonus. 
Cohen introduces the work with a fanciful solo on the fiddle; a tenor sings the strophes with 
instrumental doubling, and a soprano joins in for the refrain and a final repetition of the first 
strophe with refrain. The best performances are those of Knothe and the Hilliard Ensemble. 

Quant madame les maus d' amer m' aprent (Rl9) 
1. Grayston Burgess, L'Oiseau-Lyre SOL 310 (1969). John Buttrey, tenor; 

viola, alto clarinet (5'54"). 
With nice tempo and articulation, this recording sounds well despite the unusual 
instrumentation. 

Quant Theseiis, Hercu/es et Jason I Ne quier veoir la biaute d' Absalon (B34) 
1. Safford Cape, Anthologie Sonore AS 3 (1940). E. Jacquier and Franz 

Mertens, tenors; tenor rebec, lute, tenor viol (3'32"). Strophe 1 only. 
2. Safford Cape, Archive ARC 3032 (1956). Rene Letroye and Franz 

Mertens, tenors; lute, treble and tenor fiddle, recorder (3'28"). Strophe 1 
only. 



8.3. Recordings by title 417 

3. Dietrich Knothe, Philips 6580 026 (1971). Roswitha Trexler, contralto; 
Hans-Joachim Rotzsch, tenor; tenor fiddle, tenor crumhom (8'26"). 
Strophes 1-3. 

4. Thomas Binkley, EMI Reflexe lC 063-30 109 (1973). Andrea von 
Ramm, mezzo-soprano; Richard Levitt, countertenor; dou~aine, fiddle, 
lute (7'05"). Strophes 1-3 

5. David Munrow, Seraphim SIC 6092 (1973). James Bowman and 
Charles Brett, countertenors; fiddle, tenor kortholt (2' 17"). Strophe 1 
only. 

6. Guy Robert, Ades 7078-7080 (1977). Annie Bartelloni, contralto; Jean 
Belliard, countertenor; rebec, soprano crumhom, crumhom, organetto, 
bombard, lute (4'14"). Strophes 1-2 only. 

7. Les Menestrels, Mirror Music 00006-00009 (1979). Taina Kataja, 
soprano; Rene Jacobs, countertenor; lute, fiddle (6'31 "). Strophes 1-3. 

8. Kees Otten, Telefunken 6.42357 A W (1979). Rita Dams, mezzo­
soprano; Marius van Altena, tenor; lute, tenor fiddle (6'29"). Strophes 1-
3. 

9. Helga Weber, I.H.W. 66.22371 (1980). Wilfried Jochens and Martin 
Nitz, tenors; two recorders, two gambas (3'35"). Strophe 1 only. 

10. Ensemble P.A.N., New Albion Records NA021 CD (1987). Laurie 
Monahan, mezzo-soprano; Michael Collver, countertenor; two fiddles 
(6'06"). Strophes 1-3. 

11. Michel Sanvoisin, Edelweiss ED 1021 (1990). Hugues Primard and 
Pierre Eyssartier, tenors; vielle, organ, lute (4'44"). Strophes 1-2 only. 

Cape's mournful performances make for painful listening today. A crumhorn on the tenor 
spoils Knothe's performance. Binkley adopts a nice tempo, although the cantus II, struc­
turally the principal text-bearing voice, is overpowered by the cantus I; accompanying 
instruments change for strophe 2 and then return to the initial instrumentation for strophe 3. 
The balance between the voices is perfect in the Munrow recording, though unfortunately he 
presents only one strophe. Octave doublings make for a bad effect in Robert's recording, 
which changes instrumentation for strophe 2. Les Menestrels's recording is complete and 
well done. Weber's performance is slow but nicely sung. The Ensemble P.A.N. adopts a 
fast tempo and is also well done. The new recording of Sanvoisin uses two perfectly 
matched voices, but now an organ on the tenor overbalances the contratenor. Otten's version 
is quick, nicely balanced, and complete, though a little forceful in approach: it may 
nevertheless be regarded as the best recording available of the complete ballade. 

Quant vraie amour I 0 series summe I Super omnes speciosa (M17) 
Not recorded. 

Qui bien aimme a tart oublie. Le Lay de Plour (L22/16) 
Not recorded. 

Qui es promesses I Ha! Fortune I Et non est qui adjuvet (M8) 
1. Safford Cape, Archive ARC 3032 (1956). Elisabeth Verlooy, soprano; 

Jeanne Deroubaix, alto; tenor fiddle (2'00"). 
2. David Munrow, Archiv 2723 045 (1975). James Bowman and Charles 

Brett, countertenors; tenor shawm (1'54"). 
Munrow's recording is musically very effective. 

Qui n' aroit autre deport (lai RF1/L19) 
1. Guy Robert, Ades 7078-7080 (1975). Jean Belliard, countertenor; 

Arabian lute, Moorish guitar, vielle, transverse flute, recorder, percussion 
(14'15"). 

2. Margaret Switten and Robert Eisenstein, The Medieval Lyric ( 1987). Mark 
Bleeke, tenor solo (19'36"). Strophes 1-12. 

3. Ensemble P.A.N., New Albion Records NA068 CD (1994). John 
Fleagle, tenor; harp (11 '20"). 
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The use of instruments is too fanciful in Robert's performance. Ensemble P.A.N. avoids 
the rise tessitura by performing the last five strophes a fifth lower than notated; in addition, 
only strophes I, 8, and 12 are given complete. Switten's is the only recording of any of the 
monophonic lais that can be recommended virtually without qualification. One small 
quibble: instead of following Schrade's editorial accidentals in the final strophe, one should 
perform it as an exact transposition up a fifth of the frrst strophe.l2 

Riches d' amour et mendians d' amie (B5) 
1. Christopher Page, Hyperion CDA66588 (1991). Rogers Covey-Crump, 

tenor; medieval harp (5'00"). Strophes 1-3. 
Beautifully done. 

Rose, lis,printemps, verdure (RlO) 
1. Boite a Musique 44 (1947). Simone Gebelin, soprano; flute, clarinet 

(2'35"). Not heard. 
2. George Hunter, Westminster XWN 18166 (1956). Jantina Noorman, 

contralto; iecorder, two vielles (4'47"). 
3. August Wenzinger, Archiv 2533 054 (1969). Ernst Haefliger, tenor; lute, 

alto recorder, tenor fiddle, positive organ (4'40"). 
4. Michael Jaffee, Vanguard VSD 71179 (1973). Constantine Cassolas, 

tenor; psaltery, two lutes, vielle (4'36"). 
5. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor; 

lute, recorder, two viols (4'22"). 
6. Robert Eisenstein, Delos D/CD 1003 (1979). David Gordon, tenor; 

recorder, three vielles (3'29"). 
7. Christopher Page, Hyperion A66087 (1983). Emily van Evera, soprano; 

Margaret Philpot, contralto; Rogers Covey-Crump and Andrew King, 
tenors ( 4'31 "). 

8. Michel Sanvoisin, Edelweiss ED 1021 (1990). Hugues Primard, tenor; 
Marc Guillard, baritone; vielle, organ, cornett ( 4'16"). 

9. Ensemble P.A.N., New Albion Records NA068 CD (1994). Laurie 
Monahan, mezzo-soprano; Michael Collver, countertenor; John Fleagle, 
tenor; lute, vielle (5'00"). 

10. Alba Musica Kyo, Channel Classics CCS 7094 (1994). Chiyomi 
Yamanda, soprano; two recorders, lute, vielle (4'23"). 

The instrumentation changes in the course of Jaffee's recording, as it does in Eisenstein's 
overly fast reading. Sanvoisin's 1975 performance embarrassingly combines all five voices 
given in the editions, even including the faulty and corrupt contratenor added to MS C (cf. 
J .R. White 1969, 89). His 1990 recording returns to the authentic four-part version, but the 
very weak triplum and very powerfully reinforced contratenor (the sung tenor line has been 
texted) makes for a strange sound. Wenzinger's recording is rather slow but useable. This 
leaves us with the nice recording of Hunter with Jantina Noorman, and the newer recordings 
by Page and the Ensemble P.A.N. Page's strikingly beautiful performance is the only one 
besides Wenzinger's that takes into account the corrections to the editions discussed by 
Hoppin (1960, 20-23). Unfortunately, Page's performance is marred by the application of 
text to all four voices, especially destructive in works with tripla, as here. Machaut's 
carefully fashioned cantus voice is buried by the text syllables of the other voices. See also 
chap. 2.5 for a jazz arrangement of R 10 by Frederic Hand. 

S' Amours ne fait par sa grace adoucir (B 1) 
1. Luk<i's Matousek, Panton 8111 0056 (1978). Zuzana Matouskova, mezzo­

soprano; alto crumhom (1'50"). Strophe 1 only. 
2. Joel Cohen, Harmonia Mundi HMC 5122 (1985). Nancy Armstrong, 

soprano; Mark Kagan, tenor (3'39"). Strophes 1-2 only. 

12 See the commentary in chap. 7.3 to Qui bien aimme (L22/16), which suggests that the 
written-out transposition of the final strophe may normally have been left to the scribe in 
the earliest stages of transmission. 
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Matourek's performance is useable, but the all-vocal performance by Cohen gives a much 
better representation of this curious work. Unfortunately, Cohen has adapted the text to the 
tenor line. 

S' il estoit nulz I S' Amours I Et gaudebit cor vestrum (M6) 
1. Alfred Deller, Bach Guild BGS 70656 (1961). Alfred Deller, 

countertenor; Robert Tear, tenor; treble viol, tenor viol, recorder, organ, 
trombone, tambourine (1'51 "). 

2. Miroslav Klement, Supraphon GSST 50598 (1964). Milada Boublfkova, 
soprano; Franz Lukasovsky, countertenor; recorder, viol, organ (1'35"). 

3. Alejandro Planchart, Experiences Anonymes EAS 83 (1966). Janet Steele, 
soprano; Lorraine Gorrell, alto; recorder, lute, viol, bassoon (1'44"). 

4. Howard Brown, Pleiades P 250 (1968?). Judith Nelson, soprano; Steven 
Crockett, countertenor; bass viol (1'39"). 

5. Denis Stevens, Musical Heritage Society MHS 830437 (1969). Ursula 
Connors, soprano; Shirley Minty, mezzo-soprano; Peter Vel, countertenor; 
fiddle (1'57"). 

No recordings can be recommended; any is adequate to gain an impression of the work. 

S' onques dolereusement. Le Lay de Confort (L 17 /12) 
1. Kees Boeke, Channel Classics CCS 0390 (1988). Lucia Meeuwsen, 

soprano; three tenor recorders with occasional vielle, psaltery, zither, lute 
(39'04"). 

All twelve strophes of this lay are three-voice chaces, with texts in two segments. Boeke, 
however, presents each strophe in four segments, effectively doubling the length of the 
work (unfortunately, it occupies but a single track on the compact disc). Most strophes 
begin instrumentally, with a full statement by the recorders, followed by a statement of the 
first half-strophe by the soprano; this pattern then repeats for the second half-strophe. 
Schrade's transcription is used, an unfortunate choice because of the syncopation errors in 
strophes 10 and 11 (see Hoppin 1960, 17).13 Even with these problems, one does at least 
gain some impression of this vast work, Machaut's "Art of the Chace." 

Sans cuer, dolens, de vous departirai (R4) 
1. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor; 

lute, viol (5'00"). 
2. Lukas Matousek, Panton 8111 0056 (1978). Zuzana Matouskova, mezzo­

soprano; alto fiddle, bass recorder (2'40"). 
3. Les Menestrels, Mirror Music 00006-00009 (1979). Rene Jacobs, 

countertenor; fiddle (5'21"). 
Sanvoisin and Les Menestrels respond to the text by giving overly slow, mournful readings. 
Matourek provides a bright tempo but is equally unstylish. 

Sans cuer m' en vois, dolens et esplourez I Amis, dolens, maz et desconfortez I 
Dame, par vous me sens reconfortez (B 17) 
1. Safford Cape, Archive ARC 3032 (1956). Tenor fiddle, lute, recorder 

(2'08"). 
2. Sandy Bull, V an guard VSD 79191 (1965). Guitar, oud, banjo (3'11"). 
3. John White, Decca DL 79431 (1967). Earnest Murphy, countertenor; 

Elizabeth Humes and Sheila Schonbrun, sopranos; bells (3'01"). Strophe 1 
only. 

4. John Renbourn, Transatlantic ORL 8654 (1970). Guitar, violin, flute 
(2'00"). 

5. Guy Robert, Ades 7078-7080 (1977). Annie Bartelloni, contralto; Jean 
Belliard and Alain Zoepffel, countertenors; recorder, fiddle, organetto, lute 
(4'40"). Strophes 1-3. 

13 Giinther (1962-63, 21-22) discusses further syncopation errors-ignored in both edi­
tions-in strophes 3, 4, and 9. 
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6. Luka's Matousek, Panton 8111 0056 (1978). Zuzana Matouskova, mezzo­
soprano; Vladimfr Doldal and Josef Zivota, countertenors (I '55"). 
Strophe 1 (incomplete) only. 

Cape, Bull, and Renboum use the erroneous transcription found in both the Ludwig and 
Schrade editions (see chap. 7.3). White uses the corrected transcription (ed. Reaney 1955, 
57-58) in an all-vocal performance, but at such a slow tempo and with such vibrato 
(further, there is an unwritten octave displacement between voices) as to render the recording 
useless. Robert's recording is nicely sung but also unfortunately utilizes the erroneous 
transcription. Matou'!.:ek's performance is a curious amalgam, going once through in the 
correct transcription but taking the c/os ending, and once through again, this time singing 
the incorrect transcription, again taking the clos ending, and repeating the words of the first 
strophe. 

Se d'amer me repentoie (V20) 
Not recorded. 

Se je me pleing, je n' en puis mais (B 15) 
Not recorded. 

Se je souspir parjondement (V36/30) 
1. Lumen 33405 (1947). Pierre Deniau, tenor; instrumental ensemble. Not 

heard. 
2. Safford Cape, Archive ARC 3032 (1956). Rene Letroye, tenor; tenor 

fiddle, recorder, lute (1'30"). Strophe 1 only. 
3. George Hunter, Westminster XWN 18166 (1956). Richard Krause, 

tenor; lute (2'46"). Strophes 1-2 only. 
4. Westminster XWN 18683 (1958). Hugues Cuenod, tenor; lute (2'31"). 

Not heard. 
5. Rene Clemencic, Supraphon GSST 50598 (1964). Franz Lukasovsky, 

tenor; recorder, viol (1'27"). Strophe 1 only. 
6. Electrecord EXE 0234 (1965?). Valentin Teodorian, tenor; viol (2'21 "). 

Not heard. 
7. John White, Decca DL 79431 (1967). Arthur Burrows, baritone; bass 

viol (2'46"). Strophes 1-2 only. 
8. David Munrow, Seraphim SIC 6092 (1973). Martyn Hill, tenor; descant 

recorder, citole, bass rebec, harp (2'22"). Strophes 1-2 only. 
9. St. George's Canzona, Enigma K53571 (1978). Not heard. 
10. Opus Musicum OM 122-124 (1979). Karl Markus, tenor; cello (1'50"). 

Strophe 1 only. 
11. Paul Hillier, Schirmer Books ISBN 0-02-872953-6 (1990). John Potter:, 

tenor; organ (4'11 ").Strophes 1-3. 
The doublings in Cape's performance are annoying, the tempo much too slow. Both 
Hunter, who employs a simple and effective scoring, and White, are also a bit too slow to 
be useful. ClemenCic's tempo is better, but the recording itself is very distant and 
reverberant. It is too bad that Munrow, doubtless working from Schrade's edition, repeats 
the refrain twice in the middle; his forceful rhythmic approach is excellent. In contrast, I 
find Hillier's performance rhythmically too reserved. 

Se madame m' a guerpi (V6) 
Not recorded. 

Se mesdisans en acort (V15) 
1. Guy Robert, Ades 7078-7080 (1977). Sopranino recorder, transverse 

flute, lute, vielle, drums, tambourine (1'52"). 
2. Christopher Page, Hyperion CDA66619 (1992). Rogers Covey-Crump, 

tenor solo (4'37"). Strophes 1-3. 
In Robert 's instrumental rendition, the refrain is repeated twice at the beginning and twice at 
the end; the recorder supplies heterophony. Page's performance is nearly ideal, although the 
text underlay has been oddly readjusted. 
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Se pour ce muir qu' Amours ai bien servi (B36) 
1. Les Menestrels, Mirror Music 00006-00009 (1979). Taina Kataja, 

soprano; fiddle, bass recorder (7'21 "). Strophes 1-3. 
This recording is useable. 

Se quanque amours puet donner a ami (B21) 
1. Alejandro Planchart, Experiences Anonymes EAS 83 (1966). Janet Steele, 

soprano; lute, two recorders, viol, viola (2'14"). 
This recording, slow and dull, is not recommended. 

Se vous n' estes pour mon guerredon nee (R7) 
Not recorded. 

Tant doucement m' ont I Eins que madame I Ruina (Ml3) 
Not recorded. 

Tant doucement me sens emprisonnes (R9) 
1. Grayston Burgess, L'Oiseau-Lyre SOL 310 (1969). Ian Partridge, tenor; 

tenor recorder, harp, viola (4'09"). 
2. Christopher Page, Hyperion CDA66463 (1990-91). Rogers Covey­

Crump and Leigh Nixon, tenors (4'22"). 
The Burgess recording is well done. Page employs textless vocalization of the tenor, but 
unfortunately the four-voice work is presented here with only two voices. 

Tels rit au main qui au soir pleure (complainte RF2) 
1. Safford Cape, Archive ARC 3032 (1956). Jeanne Deroubaix, alto solo 

(2'08"). Strophe 1 only. 
2. Thomas Binkley, EMI Reflexe lC 063-30 106 (1972). Andrea von 

Ramm, mezzo-soprano; fiddle, lute (8'36"). Strophes 1, 2, 9, 15, and 30 
only. 

3. Guy Robert, Ades 7078-7080 (1975). Jean Belliard, countertenor; 
Moorish guitar, lute, vielle, recorder (6'30"). Strophes 1, 15, and 36 only. 

4. Michel Sanvoisin, Arion ARN 90814 (1975). Joseph Sage, countertenor, 
bass viol (2'42"). StrOphe 1 only. 

5. Music for a While, 1750 Arch S 1773 (1977). Voice, psaltery, saz; later: 
voice, fiddle (3'24"). Strophes 1 and 36 only. 

6. Les Menestrels, Mirror Music 00006-00009 (1979). Rene Jacobs, 
countertenor; vielle, psaltery (4'05"). Strophes 1-2 only. 

7. Margaret Switten and Robert Eisenstein, The Medieval Lyric (1987). Peter 
Becker, baritone; hurdy-gurdy (14'33"). Strophes 1, 2, 15, 18, 19, 20, 
21, 29, 30, and 36 only. 

8. Dominique Vellard, Harmonic Records H/CD 8825 (1988). Recorder solo 
(2'15"). 

9. Ensemble P.A.N., New Albion Records NA068 CD (1994). Michael 
Collver, countertenor; vielle, sinfonia (1 0'30"). Strophes 1, 2, 18, and 19 
only. 

Cape's presentation is still useable. Binkley makes a large production of the complainte: the 
work begins with a recitation of the verses in the Remede that introduce the complainte, 
followed by a fanciful and extended fiddle and lute prelude (and later interlude).l4 Strophes 2 
and 15 are recited over lute and fiddle. Robert also begins with recitation of the verses that 
introduce the complainte, followed by strophe 1 with accompaniment, an interlude, 
recitation of strophe 15, and strophe 36 sung. Sanvoisin's performer is doubled an octave 
below by a bass viol. The first strophe in the Music for a While recording is accompanied at 
pitch by a psaltery, then after a recited paraphrase of strophe 20, an incomplete performance 
of the last strophe is given with drone and psaltery. Jacobs's recording for Les Menestrels is 
useable. The performance by Ensemble P.A.N. is notable for the very free but slow tempo, 

14 Binkley (1977, 28-29) prints the arrangement for lute and fiddle used in strophe 1 of this 
recording. 
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requiring nearly three minutes for the first strophe; a complete performance at that tempo 
would last more than one hour and forty-five minutes. Again, Switten 's project has supplied 
the best performance available, presenting ten of the thirty-six strophes accompanied only 
by a discreet drone on a hurdy-gurdy. 

Tous corps I De souspirant cuer I Suspiro (M2) 
Not recorded. 

Tres bonne et belle, mi oueil (V26/23) 
1. George Hunter, Westminster XWN 18166 (1956). Richard Krause, tenor; 

lute, vielle (2'24"). Strophe 1 only. 
2. Ancient Instrument Ensemble of Zurich, Odyssey 32 160178 (1966). 

Baroque oboe, fiddle, viol (2'31 "). 
3. Les Menestrels, Mirror Music 00006-00009 (1979). Rene Jacobs, 

countertenor; lute, fiddle (6'21 ").Strophes 1-3. 
4. Ensemble Guillaume de Machaut, Ades 14040 (1983). Jean Belliard, 

countertenor; sackbut, flute, lute (3'50"). Strophe 1 only. 
5. Christopher Page, Hyperion CDA66619 (1992). Rogers Covey-Crump, 

Julian Podger, and Leigh Nixon, tenors (2'22"). Strophe 1 only. 
The Ensemble Guillaume de Machaut begins with a solo lute. On the repeat of the refrain, 
the singer tries some embellishments, perhaps inspired by the Baroque oboe's 
embellishments in the old recording by the Zurich group. Hunter's performance is useable, 
as is that of Les Mcnestrels, which moreover has the advantage of giving the complete text. 
Page's is the ideal performance; unfortunately, he presents only one strophe. 

Tres douce dame que j' aour (B24) 
1. George Hunter, Westminster XWN 18166 (1956). Jantina Noorrnan, 

contralto; vielle (1'34"). Strophe 1 only. 
2. Grayston Burgess, L'Oiseau-Lyre SOL 310 (1969). Grayston Burgess, 

countertenor; psaltery (2'27"). Strophes 1 and 3 only. 
3. Luk:fS Matousek, Panton 8111 0056 (1978). Alto recorder, alto crumhorn, 

tenor crumhorn, soprano shawm, alto fiddle, tenor fiddle, lute, tabor 
(0'50"). 

4. Zoltan Maj6, Electrecord ST-ECE 01929 (1981). Alexandru Nagy, 
countertenor; viol (1' 17 "). Strophe 1 only. 

Hunter's recording is still satisfying. I find the sympathetic vibrations of the psaltery used 
in Burgess's recording annoying. Maj6's more recent recording is unremarkable. 

Trop plus est be le I Biaute paree I Je ne sui mie certains d' avoir amie (M20) 
1. Kees Otten, Seraphim SIC 6052 (1969). Will Kippersluys, contralto; 

Marius van Altena, tenor with recorder; cornett, portative organ, fiddle 
pizzicato. (1 '40"). 

2. David Munrow, Seraphim SIC 6092 (1973). James Bowman and 
Charles Brett, countertenors; Martyn Hill, tenor (2'28"). 

3. Ensemble Guillaume de Machaut, Ades 14040 (1983). Jean Belliard, 
countertenor; Jean-Fran'<ois Barres, tenor; lute, recorder, positive organ, 
two vie lies (2'45 "). 

4a. Michel Sanvoisin, Edelweiss ED 1021 (1990). Fiddle, organ (1'26"). 
4b. Michel Sanvoisin, Edelweiss ED 1021 (1990). Joseph Sage, counter­

tenor; Hugues Primard, tenor; Pierre Eyssartier, tenor; Marc Guillard, 
baritone; organ, cornett (1 '32"). 

5. Christopher Page, Hyperion CDA66619 (1992). Margaret Philpot, alto; 
Rogers Covey-Crump and Leigh Nixon, tenors (1 '25"). 

6. Ensemble P.A.N., New Albion Records NA068 CD (1994). Two 
vielles, harp, lute (2'00"). 

Only Page's fast recording incorporates the important corrections to the transcription given 
by Hoppin (1960, 15-16). Otten begins with a tenor solo performance of the rondeau refrain 
tenor alone, followed by an overly fast rendition of the motet. The Ensemble Guillaume de 
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Machaut builds the piece up gradually, beginning with an instrumental presentation of the 
tenor's rondeau refrain (mm. I-ll), then repeating this segment, adding motetus (organ) and 
finally triplum (recorder). We then begin again, adding the voices for a performance of the 
complete motel. Sanvoisin provides an all-instrumental performance followed by an overly 
full ensemble performance. Ensemble P.A.N.'s instrumental rendition opens with a fantasy 
on the tenor rondeau theme. Munrow' s unaccompanied performance is superb, but for the 
errors in the transcription. 

Tu qui gregem I Plange regni I Apprehende arma et scutum et exurge (M22) 
1. John Beckett, Philips SAL 3722 (1969). Jantina Noorman, mezzo­

soprano; Nigel Rogers, tenor; tenor shawm, sackbut (2'28"). 
2. Konrad Ruhland, Telefunken 6.41125 AS (1970). James Bowman and 

Tom Sutcliffe, countertenors; fiddle, organ, crumhom (2'33"). 
3. Helga Weber, I.H.W. CD3.108 (1993). David Cordier, countertenor; 

Wilfried Jochens, tenor; flute, alto bombard, tenor bombard, trombone, 
drum (3'0 1 "). 

I prefer by a hair Ruhland's straight-laced and dependable recording (despite the crumhoms) 
to the rhythmically less clear recording by Beckett (with Jantina Noorman employing one of 
the more barbaric of her many voices). The drum tapping out the combined rhythms of 
tenor and contratenor in Weber's version supports an analytical point but otherwise renders 
it unusable. 

Tuit mi pens er (V28/25) 
1. Michel Sanvoisin, Arion ARN 38252 (1974). Joseph Sage, countertenor 

solo (2' 13"). Strophes 1-2 only, lacking final refrain. 
2. Christopher Page, Hyperion A66087 (1983). Rogers Covey-Crump, tenor 

solo (3'01 "). Strophes 1-3. 
Sanvoisin's recording is far too slow, while Page's is not rhythmically vital enough for 
dance. 

Un mortellay vueil commencier. Le Lay Mortel (Ll2/8) 
Not recorded. 

Une vipere en cuer madame maint (B27) 
Not recorded. 

Vo dous regars, douce dame, m' a mort (R8) 
Not recorded. 

4. Recordings of the Messe de Nostre Dame 
For the discussion below, the many recordings of the Mass are separated by 

decade.l5 Of the twenty-nine recordings listed, nine include only excerpts. No. 
16 may never have been released; thus, nineteen recordings of the complete 
Mass are known to me. 

1950s and earlier: 
1. Guillaume de Van, Anthologie Sonore AS 3 (1936). Chorus; two 

trombones sometimes added (15'30"). Credo, Sanctus, Agnus I-II, Ite 
only. 

2. Jacques Chailley, Voix de son Maltre DB 5118 (1939). Kyrie I, 
incomplete Credo only. Not heard. 

3. Paul Boepple, Concert Hall Society CHS 1107 (1951). Large chorus, 
instrumental ensemble (35'15"). 

15 Apparently the first modem performance of the Mass (Kyrie, fragments of Credo, Agnus 
Dei) took place in Paris, 26 March 1918 (Gastoue 1922, 67 n. I; see the critical comments 
in Ludwig 1922-23, 436, 441 n. I). The Paraphonistes de Saint-Jean-des-Matines, directed 
by Guillaume de Van, performed the Mass complete on 2 Feb. 1936, 18 March 1936, and 
I June 1942 (de Van 1949, iii). Levarie (1954, 106-7) and Chailley (1982, 304) mention 
some later performances. 
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4. Henry Washington, RCA Victor LM 6016 (1951 ?). Chorus, instrumental 
ensemble (1 '38"). Benedictus and Osanna II only. 

5. Niels M~ller, Haydn Society HSL 2071 (1953). Chorus, positive organ 
(1'09"). Agnus I only. 

6. Roger Blanchard, Ducretet Thompson 270 C 085 (1955). Jean 
Archimbaud, countertenor; Pierre Deniau, countertenor; Georges Cathelat, 
tenor; Eugene Bousquet, baritone; Marcel Vigneron, bass; vocal and 
instrumental ensemble (33'53"). Not heard. 

7. Safford Cape, Archive ARC 3032 (1956). Elisabeth Verlooy, soprano; 
Jeanne Deroubaix, alto; Rem~ Letroye, tenor; Franz Mertens, tenor; Willy 
Pourtois, bass; recorders, three fiddles, lute (28'44"). 

8. Alexander Peloquin, Gregorian Institute EL 17 (1959). Vocal ensemble, 
organ (1'16"). Et incarnatus only. Not heard. 

The recording for the Anthologie Sonore is interesting today only as an historical curiosity, 
yet it is far superior to the ugly performance directed by Boepple, aptly dubbed a "masto­
donic misadventure" by Barker (1988, 128 n. 53). The recording of the Benedictus and 
Osanna 11, made for the History of Music in Sound, is not useable, nor is M!<lller's 
recording of the Agnus I, made for the records to accompany Parrish/Ohl 1951. Although 
the performance is slow for today's listeners, Safford Cape's 1956 recording must have been 
a revelation in its day. Solo voices are used throughout, with discreet instrumental 
accompaniment added in a few sections (only the Sanctus is marred by constant changes of 
scoring). The textless passages in the tenor and contratenor of the Gloria and Credo are 
played on fiddles, which seem always to enter a measure before the passage and play the 
measure after the voices re-enter. The sudden tempo changes in the Amen of the Gloria and 
Credo are explained rather elliptically in the "Musicological Note" found on the sleeve notes 
(see also Cape 1959---{i(), 46, 56-57). 

1960s: 
9. Alfred Deller, Bach Guild BGS 5045 (1961). Alfred Deller, 

countertenor; Wilfried Brown, tenor; Maurice Bevan baritone; Gerald 
English, tenor; fiddle, cornett, recorder, regal, tenor bombard, trombone 
(25'30"). 

10. Ensti Pohjola, Ylioppilaskunnan Laulajat YLLP 1 and 2 (1965?). Risto 
Juvonen, Pertti Saurola, Markku Johansson, Antti Makela, voices; 
strings (25 '20"). 

11. John McCarthy, Nonesuch H 71184 (1966). Chorus with large 
instrumental ensemble (24'22"). 

12. Grayston Burgess, L'Oiseau-Lyre SOL 310 (1969). Small choir; organ 
in Kyrie only (24'14"). 

13. August Wenzinger, Archiv 2533 054 (1969). Friedrich Melzer and Emst 
Haefliger, tenors; Jakob Stampfli and Kurt Widmer, basses; with a 
variety of instrumental doublings: alto fiddle with alto recorder, harp with 
regal, lute with dulcian, organ with tenor fiddle (28'13"). 

14. Richard Taruskin, Collegium Stereo JE 101 (1969-70). Ite, missa est 
only. Not heard. 

1970s: 
15. Konrad Ruhland, Telefunken 6.41125 AS (1970). James Bowman and 

Tom Sutcliffe, countertenors; Leopold Fendt, Konrad Ruhland, Norbert 
Regul, Hans Bichler, and Frieder Neunhoeffer, tenors; with two 
recorders, three fiddles, organ, sackbut, in a variety of instrumental 
doublings (25'27"). 

16. Martin Behrmann, Da Camera SM 94033 (1971). Not heard; apparently 
not released. 

17. Charles Ravier, Inedits ORTF 995 010 (1971). Jocelyne Chamonin, 
soprano; Amelia Salvetti, mezzo-soprano; Joseph Sage, countertenor; 
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Pierre-Michel Pegaud, tenor; Andre Meurant, tenor; Jean Boulay, 
baritone; Georges Abdoun, bass; instrumental ensemble (29'44"). 

18. Bernard Gagnepain, Erato EFM 18041 (1977). Mixed chorus, 
instrumental ensemble (27'30"). 

19. Kurt Weinhoppel, Calig CAL 30451 (1977). Erika Riiggeberg, soprano; 
Renate Freyer, alto; Anton Rosner, tenor; Erwin Buchbauer, bass; 
instrumental ensemble (2'35"). Sanctus, Pleni, Osanna I only. 

20. Les Menestrels, Mirror Music 00006-00009 (1978). John Patrick 
Thomas, countertenor; Meiczyslav Antoniak, tenor; Yoshiharu Matsuura, 
tenor; Laszlo Kunz, bass; chorus, instrumental ensemble (25'05"). 

21. Arsene Bedois, Erato STU 71303 (1979). Esther Lamandier, 
Christopher Wells, Jean-Louis Bouillat, Mario Hacquard, and Jacques 
Bona, voices; two cornetts, two sackbuts, organ (23'21 "). 

Several recordings of the 1960s and 1970s present constant changes of scoring and instru­
mentation in various movements, perhaps in an effort to highlight the supposed "corona­
tion" function of the Mass.16 All of these sound very unsatisfactory today, including the 
1966 recording by McCarthy, the 1970 recording by Ruhland, the 1971 recording by Ravier 
made by the Office de Radiodiffusion-Television Fran<;aise (in a number of movements, the 
tenor and bass are doubled at the octave below),17 the 1977 Gagnepain recording, and the 
1978 recording by Les Menestrels, the Mozartsangerknaben-Wien, "und viele andere." Of 
these, Ruhland employs excellent singers and effective tempos and is still quite a satisfying 
experience for the Gloria and Credo. McCarthy's performance, recorded in the Cathedral of 
Reims, may have some use for its inclusion of the Proper chants for the Assumption of the 
Blessed Virgin Mary; for Machaut's Mass it is useless. Les Menestrels include Propers for 
the Common of Apostles in Paschal Time, a Mass cycle that was first collected in the 1974 
Graduale Romanum. 18 The 1961 recording by the Deller Consort has been reissued in com­
pact disc format, and at the time of this writing it remains available for purchase. In spirit 
and tempo it compares with Ruhland's recording, scored throughout for full voices with 
instruments, for the most part without the annoying changes of scoring that mar Ruhland's 
version. Curiously, Deller himself sings a kind of "so/us trip/urn" in the Credo, put to­
gether from whichever voice--triplum or motetus-is sounding higher at a given moment. 
For the Kyrie movement alone, a bell ringer has absurdly marked the beginning of (almost) 
all of the isorhythmic periods. Wenzinger's performance is fairly discreet in its use of 
instruments, but the vibrato of the chorus is unpleasant today. The 1965 Finnish recording, 
pitched a tritone low, alternates a solo quartet with chorus and strings; parts of this 
recording-notably the Amen of the Gloria and Credo-are fine. Bedois's 1979 recording 
has some changes in instrumentation but is usually full. The voices in this version are 
excellent; the instrumentation is unfortunate. In 1969, Grayston Burgess, under the 
supervision of Frank Harrison, supplied one of the best recordings of the Mass yet made, 
employing a small chorus of excellent singers without accompanying instruments. Tempos 
are fast and virtuosic, and the authentic medieval French pronunciation of the Latin is 
delightful. I have only two quibbles. First, a/ternatim practice is adopted for the Kyrie, but 
instead of alternating phrases of plainchant, organ elaborations of the Kyrie Cunctipotens 
from the Faenza codex are inserted. It is of course useful to have recordings of these, but 
they are out of place in a performance of Machaut's Mass. Second, the linking passages in 
tenor and contratenor in the Gloria and Credo, now for the first time performed by voices, 
arc unfortunately and I believe wrongly supplied each time with a syllable of text. 

1980s-1990: 
22. Giinther Andergassen, Koch H 320 901 (I 983). Mixed chorus (I '54"). 

Benedictus only. 

16 Reaney (1966, 719-21; 1977, 10) describes a 1958 performance score he prepared with 
instrumental doubling and simplification of the vocal parts, resulting in heterophony. 

17 Some comments on the nonsensical instrumentation employed in Ravicr's recording are 
given in Parrott 1977, 493. 

18 I thank J.F. Weber for this information. 
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23. Andrew Parrott, Angel/EMI S 38044 (1983). Rogers Covey-Crump and 
Andrew Parrott, tenors; Paul Hillier and Simon Grant, basses (23'33"). 

24. Joel Cohen, Harmonia Mundi HMC 5122 (1985). Kenneth Fitch, Jeffrey 
Gall, Fred Raffensberger, Larry Zukof, countertenors; Mark Kagan, 
Reed Boland, John Clarke, tenors; David Ripley, Gilbert High, basses; 
two vielles, rebec, sackbut, dou~aine (21'15"). 

25. Paul Hillier, Hyperion CDA66358 (1987). David James and Ashley 
Stafford, countertenors; Rogers Covey-Crump, John Potter, Mark 
Padmore, and Leigh Nixon, tenors; Paul Hillier and Michael George, 
basses (24'06"). 

26. Svatopluk Jany'§, Panton 81 0771 (1988). Two countertenors, five 
tenors, four basses, boys' choir, instrumental ensemble (22'24"). 

27. Michel Sanvoisin, Edelweiss ED 1021 (1990). Joseph Sage, 
countertenor; Hugues Primard, tenor; Pierre Eyssartier, tenor; Marc 
Guillard, baritone; guitar, cornett, organ (28'36"). 

28. Egbert Schimmelpfennig, Fono FCD 97736 (1990). Anita Weltzien, 
voice; Lucia Laake, voice; Kai Roterberg, voice; fiddle, hurdy-gurdy, 
flute [Agnus III only] (3'31"). Agnus Dei only. 

29. Dominique Vellard, Harmonic Records H/CD 8931 (1990). Andreas 
School, Gerd Tiirk, Emmanuel Bonnardot, and Jacques Bona, voices 
(29'04"). 

Cohen 's recording has effective bright tempos but reverts to the practice of a constantly 
changing vocal and instrumental scoring, as does the poor performance of JanyS. The 
timing of Janys's recording is short because it eschews any bow to liturgical propriety: the 
four segments of the Kyrie are simply presented in a series, and the intonations of the 
Gioria and Credo are omitted. At least Cohen' s vocal renditions of the repeat of the Kyrie I, 
the Amen of the Gioria, and the Agnus 2, are superb. In certain teaching contexts, this 
might be the best version of the Mass to present. The recent recording of the Mass by 
Sanvoisin also employs some instrumental doublings, but again it is the occasional 
unaccompanied passages in the Gioria and Credo that are most beautiful. Andergassen 
presents the Benedictus in reverberant surroundings at a slow tempo with large chorus. We 
can only be grateful that Schimmelpfennig recorded only a single movement in the 
instrumentation he employs. Three excellent recent recordings are those directed by Parrott, 
Hillier, and Vellard. Of these, Vellard is markedly slow, and lacks the authentically French­
influenced pronunciation of the Latin heard in Parrott and Hillier. Parrott's is the most 
exciting performance of the three, although his transposition by a perfect fourth downwards 
seems too extreme; I would prefer a brighter sound. The overly pretty sound of the Hilliard 
Ensemble is also not apt for Machaut's style, for it leaves the hockets too muddy. We are 
getting closer, but there is still room for the ideal recording of Mac haul's Mass. 

5. Recordings of some related fourteenth-century musical works 
Armes, Amours, Dames, Chevalerie I 0 fleur des fleurs de toute melodie 

(double ballade deploration on the death of Machaut, music by F. Andrieu, 
text by Eustache Deschamps).l9 
1. David Munrow, Seraphim SIC 6092 (1973). James Bowman and Charles 

Brett, countertenors; fiddle, bass rebec, organ (2'47"). Strophe 1 only. 
2. Kees Otten, Telefunken 6.35257 ER (1974). Rem: Jacobs, countertenor; 

Marius van Altena, tenor; two gambas, two bass recorders (6'30"). 
Strophe 1; strophes 2 and 3 of 0 fleur des fleurs are performed 
simultaneously in the second repetition, an error. 

3. Jean-Claude Malgoire, CBS Masterworks 76534 (1976). Mary Criswick, 
mezzo-soprano; Charles Brett, countertenor; two vielles, lute, bass flute 
(8'27"). Strophes 1-3. 

19 For editions, see chap. 7.4. 
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4. Guy Robert, Ades 7078-7080 (1977). Jean Belliard and Alain Zoepffel, 
countertenors; vielle, organetto, crumhom, tenor lute, bass flute (6'25"). 
Strophes 1-3. 

5. Bernard Gagnepain, Erato EFM 18041 (1977). Mixed chorus, 
instrumental ensemble (5'55"). Strophes 1 and 3 only. 

6. Lukiis Matousek, Panton 8111 0056 (1978). Zuzana Matouskova, mezzo­
soprano; Vladimfr Dolezal, countertenor; alto fiddle, ala bohemica, tenor 
fiddle pizzicato (2'30"). Strophe 1 only. 

7. Robert Eisenstein, Delos D/CD 1003 (1979). Peter Becker, countertenor; 
David Gordon, tenor; lute, fiddle (2'37"). Strophe 1 only. 

8. Marcel Peres, Harmonia Mundi France HMC 901252 (1986). 
Instrumental introduction on vielle and clavicytherium; Gerard Lesne, 
countertenor; Josep Benet, tenor; Franr;ois Fauche, bass; vielle, 
clavicytherium (5'59"). Strophes 1 and 3 only. 

9. Ensemble P.A.N., New Albion Records NA021 CD (1987). Laurie 
Monahan, mezzo-soprano; Michael Collver, countertenor; Peter Becker, 
tenor; vielle, lute (6'29"). Strophes 1-3. 

Gagnepain' s recording is poor, alternating men, women, and then all together; most of the 
other performances are useable, though Robert and Matou9;:k are less good. Both Peres and 
the Ensemble P.A.N. effectively employ vocalized tenor parts. I prefer the Ensemble 
P.A.N.'s performance of the complete text. 

Biaute parfaite et bonte souvereinne (Lo140). Set to music by Anthonello da 
Caserta (fl. late fourteenth-early fifteenth century).20 
1. Kees Otten, Telefunken 6.42357 A W (1979). Rita Daws, mezzo-soprano; 

bass recorder, tenor fiddle (6'02"). Strophes 1-2 only. 
2. Thomas Binkley, Focus 883-4S, cassette 2 (1988). Wendy Gillespie, 

soprano; lute, fiddle (5'36"). Strophes 1 and 3 only. 
3. Alba Musica Kyo, Channel Classics CCS 7094 (1994). Chiyomi 

Yamanda, soprano; recorder, vielle, citole (8'54"). Strophes 1-3. 
Anthonello's musical style, so unlike Machaut's, provides interesting material for 
comparison. This is the only known example of one of Machaut's texts set to music by 
another composer. All three performances are sensitively done. 

Li enseignement de Chaton I De touz les biens I Ecce 
1. Ensemble Guillaume de Machaut, Ades 14040 (1983). Jean Belliard, 

countertenor; Jean-Franr;ois Barres, tenor; two vielles, sackbut (3'20"). 
This motel counts as an opus dubium, ascribed to Machaut in a single peripheral 
manuscript, but lacking in the central Machaut manuscripts (see chap. 7.4). The recording is 
valuable for presenting an example of a rare mensuration for the fourteenth-century 
isorhythmic motet, tempus perfectum minor. Hocket sections in the upper voices are 
performed by the vielles alone. 

Phi ton, Phiton, beste tres venimeuse (Refrain: Tu qui contes gaster la flour du 
monde), by Magister Franciscus.21 Ballade related to Phyton, le mervil/eus 
serpent (B38). 
1. David Munrow, Seraphim SIC 6092 (1973). Martyn Hill, tenor; two tenor 

crumhorns (2'13"). Strophe 1 only. 
Of the fourteenth-century chansons imitating Machaut chansons (see chap. 7.3, 
commentaries to De Fortune [B23], Phyton [B38], Se je me pleing [Bl5). and Se vous 
n' estes [R7]), this is the only one recorded. 

20 Ed. Ape! 1950, No. 23; 1970--72, 1:5-1 no. 4; Greene 198!-89, 20:7-10 no. 3. 
21 For editions, see chap. 7.3, commentary to Phyton (B38). 
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6. Musical insertions in the Remede and Voir Dit 
Each of the inserted lyrics set to music in the Remede has been recorded at least 
three times. They are listed here in the order of their appearance in the Remede. 
For recordings, find the title in the above alphabetical list, chap. 8.3. In 
addition, the famous passage (ll. 3957--4006/3959--4008) naming several kinds 
of instruments is recited on the LPs A des 7078-7080 and Mirror Music 00006-
00009, followed by a performance of one or more estampies. The same passage 
is recited on the compact disc Harmonic Records H/CD 8825. 

RF 1 Qui n' aroit autre depon (lay) 
RF2 Tels rit au main qui au soir p/eure (complainte) 
RF3 foie, p/aisance, et douce Murriture (chant royal) 
RF4 En amer a douce vie (duplex ballade) 
RF5 Dame, de qui route majoie vient (ballade) 
RF6 Dame, a vous sans retollir (virelai) 
RF7 Dame, mon cuer en vous remaint (rondeau) 

Each of the inserted lyrics set to music in the Voir Dit has been recorded at 
least once. They are listed here in the order of their appearance in the Voir Dit 
(see chap. 5.13 table 5.3). For recordings, find the title in the above 
alphabetical list, chap. 8.3. In addition, several passages from the Voir Dit are 
read on the LPs Ades 7078-7080, Mirror Music 00006-00009, and the 
compact disc Harmonic Records H/CD 8825. 

VD5 Plourez, dames, p/ourez vostre servant (B32) 
VD14 Dame, se vous n' avez aperceu (R13) 
VD16 Nes qu' on porroit /es estoilles nombrer (B33) 
VD31 Sans cuer, dolens, de vous departirai (R4) 
VD47 Longuement me sui tenus (Ll8/13) 
VD56 Dix et sept, .v., .xiii., .xiiii. et quinse (Rl7) 
VD57-58 Quant Theseus, Hercules et Jason I Ne quier veoir la biaute 

d' Absalon (B34) 
VD61 Se pour ce muir qu' Amours ai bien servi (B36) 

7. Recommended recordings 
For those interested specifically in examples of Machaut's music that are 
superior for musical or musicological reasons-at least by current standards­
the following suggestions are offered. All may be located in the above 
alphabetical series of recordings, chap. 8.3. 
For a lai: 1' aim la flour (L2; Lamandier); Lay de la Fonteinne, le ne cesse 

(Ll6/ll; Hillier); Qui n'aroit (RFl; Switten). 
For a motet: Amours qui a I Faus Semblant (M15; Vellard); Christe I Veni 

(M21; Munrow or Vellard); De Bon Espoir I Puis que (M4; Hillier); Felix 
virgo I lnviolata (M23; Page or Vellard); Hareu! I He/as! (MlO; Munrow); 
Lasse! comment I Se j'aim (MI6; Robert); Quant en moy I Amour (Ml; 
Hillier); Qui es I Ha! Fortune (M8; Munrow); Trop plus I Biaute (M20; 
Munrow or Page). 

For the Mass (chap. 8.4): Burgess; Parrott; Hillier; Vellard. 
For the Hoquetus David: Munrow. 
For a ballade: Amours me fait (B 19; Munrow, Page, or Hillier); Dame, de qui 

(RF5; Page or Switten [four-voice version]); De routes flours (B31; Vellard, 
Hillier, or Peres); Honte, paour (B25; Binkley); M a chiere (B40; Sanvoisin); 
Mes esperis (B39; Munrow); Phyton (B38; Munrow); Quant Theseas I Ne 
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quier (B34; Binkley, Munrow, Robert, or Otten); Riches d' amour (BS; Page); 
S' Amours ne fait (Bl; Cohen); Se pour ce muir (B36; Les Menestrels). 

For a rondeau: Ce qui soustient (Rl2; Vellard); Dame, mon cuer en vous (RF7; 
Page or Ensemble P.A.N.); Dous viaire (Rl; Vellard); He/as! pour quoy se 
demente (R2; Ensemble Guillaume de Machaut); Mafin (Rl4; Hillier); Puis 
qu'en oub/i (Rl8; Vellard or Hillier); Quant je ne voy (R21; Hudrisier or 
Hillier); Rose, lis (RlO; Page). 

For a virelai: Comment qu' a moy (VS; Page); Dame, a vous (RF6; Binkley); 
Dame,je vueil (V9; Page); Dame, vostre (Vl7; Hillier); Douce dame jo/ie (V4; 
Hunter); Foy porter (V2S/22; Page); Moult sui (V37/31; Binkley); Tres bonne 
(V26/23; Page). 

8. Index of recordings by record label 
17SO Arch Records. 

S 1773 (LP). La Fontaine Amoureuse. Music for a While. Recorded Aug. 
1977. Texts; English translations by Meg Bogin. 
Biaute qui (B4), Cinc, un (R6), Dame, je sui I Fins (Mll), Foy porter (V25/22), 
Hoquetus David, le ne cesse (Ll6/ll), le vivroie (V23/21), loie, plaisance (RF3), Tels rit 
(RF2). Review: J.F. Weber 1979. 

A des. 
7078-7080 (3 LPs; 2 CDs as 13294-2 [no texts]; selections on ACD 14077-2 

with Ml8, M23, VS and all Remede selections; Remede selections first 
released on a single LP, Alvares C 499, recorded 197S). L' art musical et 
poerique de Guil/aume de Machaut. Motets, ballades, virelays. Le Remede 
de Fortune. Le Veoir Dit. Ensemble Guillaume de Machaut de Paris. Guy 
Robert, director. 1977. French texts only. 
F. Andrieu, Armes, Amours I 0 fleur (Deschamps's deploration), Bone paster I Bone 
pastor (Ml8), Comment qu' a moy (VS), Dame, a vous (RF6), Dame, de qui (RFS), 
Dame, mon cuer en vous (RF7), De toutesflours (B31 [Faenza in tabulation]), Dix et sept 
(R 17), Douce dame jolie (V4), En amer (RF4), Felix vir go llnviolata (M23), Hoquetus 
David, Honte, paour (B25 [Faenza intabulation]), le ne cuit (B 14), loie, plaisance (RF3), 
Lasse! comment I Se j' aim (Ml6), Longuement (Ll8/13), M a fin (R14), Moult sui 
(V37/31), Nes qu' on (B33), Plourez, dames (B32), Quant en moy I Amour (Ml), Quant 
je sui (Vl3), Quant Theseiis I Ne quier (B34), Qui n' aroit (RFl), Sans cuer m'en I Amis I 
Dame (B17), Se mesdisans (VlS), Tels rit (RF2). Also includes some spoken texts from 
theRemede and Voir Dit. Review: J.F. Weber 1979. 

14040 (LP). L' Ars novafranr;aise: Guil/aume de Machaut (1300-1377) et son 
temps. Ensemble Guillaume de Machaut de Paris. 1983. French texts only. 
Helas! pour quoy se demente (R2), Li enseignement I De touz (opus dubium, see chap. 
7.4), On ne porroit (B3), Tres bonne (V26/23), Trop plus I Biaute (M20). 

Alba musica. 
MU 244882 (CD). Guil/aume de Machaut & Le Codex Faenza. Ensemble Tre 

Fontane. Recorded Sept. 1993. Not heard. 
Biaute qui (B4), Dous amis (B6), Honte, paour (B25 [Faenza intabulation]), De toutes 
flours (B31 [Faenza intabulation]), le suis aussi (B20), Mes esperis (B39). 

Alienor. 
AL 1019 (CD; LP as AL 19, with L2 and V17 only). Damna. Esther 

Lamandier, voice and instruments (harp, organetto). Recorded 1987. 
Released 1987. Texts; modem French translations by Gaston Zinc. 
Dame, vostre (Vl7), Dou mal (V8), Foy porter (V25/22), 1' aim la flour (L2). Reviews: 
David Fallows, Gramophone 65 (1987-88): 1232, 1235; P. Miller, American Record 
Guide 51/5 (Sept.-Oct. 1988): 105. 
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Allegro. 
Al 14 (2 LPs; reissued as Concord CRD 4006). Music of the Gothic Period 

and the Early Renaissance. Vielle Trio with Du Bose Robertson, tenor. 
1949. 
Lasse! comment I Se j' aim (M 16). 

Alton/Jeffery 1976. 
Plus dure (V31/28). See main bibliography. 

Angel. 
SBZ 3810 (2 LPs; also EMI SLS 988). Instruments of the Middle Ages and 

Renaissance. Early Music Consort of London. David Munrow, director. 
1976. 
Comment qu' a moy (VS), Dame, se vous m' estes (B37),22 Quantje sui (Vl3). 

S 38044 (LP; CD as CDC 7479492 [released 1989]; LP released in England 
as HMV Reflexe ASD 143576 l, in Germany as EMI Reflexe lC 067-
1435761). Guillaume de Machaut. Messe de Nostre Dame. Taverner 
Consort and Taverner Choir. Andrew Parrott, director. Recorded Jan.-Feb. 
1983. Released 1984. Texts; English translations by Father David Evans. 
Mass (liturgical reconstruction of the Mass for the Nativity of Our Lady with chant from 
a Reims manuscript). Reviews: Mary Berry, Gramophone 66 (1988-89): 325; J. Blezzard, 
Musical Times 125 (1984): 601; J. Blume, Neue Zeitschrift fiir Musik 146/2 (Feb. 
1985): 39; D. Fallows, Gramophone 61 (1983-84): 1094; J.F. Weber 1990, 1:303 and 
1991, 31-32 (on the liturgical reconstruction). Parrott 1977 provides introductory 
remarks. 

Anthologie Son ore (France). 
LD 3012 (LP; reissued as Ades ADE 13 003). Musique du Moyen Age et 

debut Renaissance. Collegium Musicum Krefeld. Robert Haas, director. 
1956. Not heard. 
M a chiere (B40). 

Anthologie Sonore (Haydn Society). 
AS 3 (LP; Mass movements originally on two 78 rpm discs, Anthologie 

Sonore 31 and 32, Album 4, matrix: AS 74, 75, 77, 76; reissued as 7" LP 
1803 LD; 45 rpm as Ades 532; secular songs originally on one 78 rpm disc, 
Anthologie Sonore 67, Album 7, matrix: 135-l, 140-l). The 14th and 15th 
Centuries (Machault and Dufay ). Vol. 1, record 3. Les Paraphonistes de St­
Jean des Marines; Brass Ensemble. Guillaume de Van, director. Curt Sachs, 
musicological director (Mass). La Societe Pro Musica Antiqua, Brussels. 
Safford Cape, director. Curt Sachs, musicological director (chansons). 
Recorded 1936 (Mass)23; 1940 (chansons). LP released May 1954. 
De tout sui (V38/32), Je puis trop (B28), Mass (Credo, Sanctus, Agnus I-II, Ite only), 
Quant Theseiis I Ne quier (B34). 

Archiv (Deutsche Grammophon Gesellschaft); Archive (American Decca). 
ARC 3032 (LP; also APM 14063; Sanctus only in 136 306 IMS). The Central 

Middle Ages (I /00-1350). Series D, The Ars Nova in France. Guillaume 
de Machaut: La Messe de Nostre Dame. Ten Secular Works. Pro Musica 
Antiqua, Brussels. Safford Cape, director. Recorded 31 Jan. and 2-3 Feb. 
1956. Texts, no translations. 
De tout sui (V38/32), De triste I Quanti Certes (B29), Je puis trop (B28),24 Mass,25 Nes 

22 The recording of B37 also appears on Seraphim SIC 6092. 
23 The performance was based in part on photographs of Ludwig's transcription, sent to de 

Van by Besseler (de Van 1949, iii). 
24 B28 was reissued in Eterna 820 34 7 (LP), 1000 Jahre Musikgeschichte in klingenden 

Beispielen, Vol. 1,/000-/580 (1967). 
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qu'on (B33), Puis qu'en oubli (RI8), Quant Theseiis I Ne quier (B34), Qui es I Ha! 
Fortune (M8), Sans cuer m'en I Amis I Dame (BI7), Se je souspir (V36/30), Tels rit 
(RF2). Reviews: Gunden I974-75; Reaney I957, I82, I84-85. 

2533 054 (LP). Guil/aume de Machaut. La Messe de Nostre Dame. Nine 
Secular Works. Schola Cantorum Basiliensis. August Wenzinger, director. 
Editions revised by Wolfgang Domling. Recorded 5-7 and 17-20 Oct. 
1969. Texts; English and German translations. 
Dame, comment qu' amez (B I6), Dame, vostre (VI7), De petit po (B I8), De toutes flours 
(B3I [Faenza intabulation]), Donnez, signeurs (B26), Dous viaire (RI), Mass, Mes 
esperis (B39), Quant je ne voy (R21), Rose, lis (RIO). Reviews: Denis Arnold, 
Gramophone 49 (I97I-72): 876; Margaret Bent, Musical Times I13 (1972): I63. 

2723 045 (3 LPs; also 2710 019; CD reissue of Hoquetus David, M8 and 
Ml6 as 415 292-2). Music of the Gothic Era. Early Music Consort of 
London, David Munrow, director. Recorded April and Oct. 1975. Released 
1976. Texts; English translations by Hans Heimler and Michael Freeman. 
Christe I Veni (M21), Hoquetus David, Lasse! comment I Se j' aim (MI6), Qui es I Ha! 
Fortune (M8). Reviews: Hugh Keyte, Gramophone 54 (1976-77): 862; J. Miisom, 
Gramophone 63 (I 985-86): 266. 

Arian e. 
ARI 148 (CD; SCA 500). Musique liturgique et profane du X!Ve siecle: La 

Messe de Barcelone; La Messe de Toulouse; chansons-motets-danses. 
Ensemble Medieval de Toulouse. Pierre Hudrisier, director. Recorded June 
1988. No texts. 
Dame mon cuer emportez (V32/29), Quantje ne voy (R21). 

Arion (Peters International). 
30 A 070 (LP; reissued as Musical Heritage Society MHS 3071). L'art de la 

flute, Vol. 1. Groupe des Instruments Anciens de Paris. Roger Cotte, 
director. 1969. Not heard. 
Hoquetus David. 

30 A 096 (LP; also ARN 90808). Chants a la cour de France. Groupe des 
Instruments Anciens de Paris. Roger Cotte, director. 1970. Not heard. 
Puis qu'en oubli (RI8). 

ARN 34217 (LP; also ARN 413; ARN 90413; ARN 36613; record 1 of three­
record set as ARN 334 022; reissued as Musical Heritage Society MHS 
3987; CD reissue as Arion ARN 68064). Musique des trouveres et 
troubadours. Les Musiciens de Provence. Released 1973. 
Douce damejolie (V4). 

ARN 36554 (LP; reissued as Musical Heritage Society MHS 4391). L' art du 
luth au Moyen-Age. L'Ensemble Perceval. Guy Robert, director. 1981. 
Douce damejolie (V4). 

ARN 38252 (LP; also ARN 90814; reissued as Musical Heritage Society 
MHS 3198). The ArtofGuillaume de Machaut. The Ars Antiqua Group of 
Paris. Michel Sanvoisin, director. 1974. No texts. 
Ce qui soustient (RI2), Dame, a vous (RF6), Dame, de qui (RF5), Douce dame jolie 
(V4), Douce dame, tan/ (R20), Hoquetus David,Joie, plaisance (RF3, 2 versions),26 M a 
fin (RI4), Mes esperis (B39), Plourez, dames (B32), Plus dure (V3 1/28, 2 versions), 
Rose, lis (RIO), Sans cuer, dolens (R4), Tels rit (RF2), Tuit mi penser (V28/25). 

25 The Agnus of the Mass was reissued in Deutsche Grammophon Gesellschaft I36306 (LP), 
Musik des Mittelalters und der Renaissance. 

26 One version of RF3 was reissued in Arion ARN 36337. 
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ARN 38771 (LP). Les premiers chefs-d' (£UVre de /' orgue franr;ais. Jean­
Patrice Brosse, organ. Recorded March 1983. Not heard. 
Plus dure (V31/28). Review: Michel Roubinet, Diapason no. 306 (June 1985): 80-81. 

Bach Guild (Vanguard Records). 
BGS 5045 (LP; also BG 622; HM 1SD; HM 3 SD; issued variously as 

Angelicum 5951; BASF 25 29377 7; BASF 68 20323 9; EA 293777; 
Deutsche Harmonia Mundi 1 C 065 99718; Harmonia Mundi HM 450; HM 
29377; 30898; 34917 and HMO 30917 with the Ancient Instrument 
Ensemble of Zurich recording of chansons, see Odyssey 32 160178; Sine 
Qua Non MS 5001; Lumen AMS 5005 [10" LP]; OPUS 6 [10" LP]; 
Harmonia Mundi HM 25148; Kyrie only in Opus Musicum OM 101-103 
and 201-203; CD reissue as EMI CDM 7 69479 2 [released 1988]; later CD 
reissue as Deutsche Harmonia Mundi 77064-2-RG). Music at Notre Dame, 
1200-1375. Guil/aume de Machaut. Notre Dame Mass and Works of 
Perotin. Deller Consort, with members of the Collegium Aureum. Alfred 
Deller, director. Recorded Jan. 1961. 
Mass. Reviews: Denis Amold, Gramophone 51 (1973-74): 85-86; Gunden 1974-75; 
Janet Knapp, Musical Quarterly 48 (1962): 543-46. 

BGS 70656 (LP; also BG 656). Music of Medieval France, 1200-1400: 
Sacred and Secular. Deller Consort and Concentus Musicus Wien. Alfred 
Deller, director. 1961. Tex:ts; English translations by Charles Harmon. 
Comment qu' a moy (VS), S' il estoit I S' Amours (M6).27 

Bayer. 
100 164 (CD). Isaak-Ensemble-Heidelberg. Lebherz-Valentin. Issued 1992. 

Not heard. 
Loyaute, que (L 1). 

BIS. 
LP 2 (LP). Musica Intima. Solveig Faringer, soprano; Clas Pehrsson, 

recorder; Jiirgen Rorby, guitar. Recorded 1974. Not heard. 
Dame, comment qu'amez (Bl6), Plus dure (V31/28). 

Boite a Musique. 
44 (78 rpm, matrix:: PARTX 4519-1). Simone Gebelin, soprano; H. Akoka, 

clarinet; Georges Boo, flute. 1947. Not heard. 
Rose, lis (RIO). 

LD 306 (10" LP). Chansons poitiques anciennes et modernes. Jacques 
Douai, tenor; J. Liebrard, guitar. 1954. Not heard. 
Douce damejolie (V4). 

Bongiovanni. 
GB 5532 2 (CD).l/ giardino dell' amore. Musiche strumentale ne//' Europafra 

Medioevo e Rinascimento. Consort Fontegara. 1994. Not heard. 
Hoquetus David, M a fin (Rl4). 

CBS Masterworks (France). 
76534 (LP). Music from the Time of the Popes at Avignon. Florilegium 

Musicum de Paris. Jean-Claude Malgoire, director. 1976. 
F. Andrieu, Armes, Amours I 0 fleur (Deschamps's dip/oration), Moult sui (V37/31). 
Review: J.F. Weber 1982. 

27 VS was reissued in Vanguard SRV 298-SD (LP), Songs of Birds, Battles, and Love, and 
the Flowering of the French Chanson, Deller Consort, Alfred Deller, director (1968). 
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Calig. 
CAL 30451 (LP). Musik der Gotik und der Renaissance. Capella 

Monacensis. Kurt Weinhoppel, director. 1977. Texts; German translations. 
Mass (Sanclus, Pleni, Osanna I only). Review: J.F. Weber 1982. 

Carus. 
FSM 63205 EB (LP). La danza: Tanzmusik aus vier Jahrhunderten. 

Odhecaton: Ensemble ftir alte Musik Koln. Recorded 1979. Not heard. 
Dame, a vous (RF6). 

83.123 (CD). Canticum Canticorum. Das Hohelied der Liebe in Motetten alter 
Meister. Vokalensemble Cantos, Osnabriick. Johannes Rahe, director. 
Recorded April 1991. Texts; German translations. 
Maugre mon cuer I De ma dolour (Ml4). Review: J.F. Weber, Fanfare 15:6 (Jul.-Aug. 
1992): 336. 

Channel Classics. 
CCS 0390 (CD). Guillaume de Machault. Le Lay de Confort. Little Consort 

& Frans Briiggen. Kees Boeke, director. Recorded June 1988. Released 
1990. French text; summary in English. 
Le Lay de Confort, S'onques (Ll7/12). 

CCS 7094 (CD). Machaut and His Time. 14th Century French Ars Nova. 
Ensemble Alba Musica Kyo. Toyohiko Satoh, director. Recorded 21-23 
June 1994. Released 1994. Texts; English translations. 
Amours me fait (BI9), Biaute parfaite (Lol40; music by Anthonello da Caserta), Dame, 
ne regardez (B9), Douce dame jolie (V4), Dous viaire (R 1), Gais et jolis (B35), Hoquetus 
David,Je ne cuit (BI4),Rose, lis (RIO). 

Char !in. 
CL 39 (LP; also Schwann Musica Mundi VMS 1011). Musique a la cour de 

Prague. Symposium "Pro Musica Antiqua" de Prague. Recorded April 
1970. 
Amours me fait (B 19). 

Christophorus. 
CD 74583 (CD). "A chantar:" Lieder der Frauen-Minne. Estarnpie: Miinchner 

Ensemble fiir friihe Musik. Recorded 24-26 May 1989. Released 1990. 
Texts; German and English summaries. 
Lasse! comment/ Se j'aim (MI6), Moult sui (V37/31). 

Classic Editions. 
CE 1018 (LP). Recorder Music of Six Centuries. The Recorder Consort of 

the Musician's Workshop. 1953. 
Mes esperis (B39). 

Club Fran~ais du Disque. 
CFD set 230 (45 rpm). 1960? Not heard. 

Douce damejolie (V4). 

Club National du Disque. 
CND 9 (LP). La musique et la poesie au Moyen-Age et a /'epoque de la 

Renaissance. Le Trio Monique Rollin and La Chorale Sine Nomine. 
Monique Rollin, director. 1955. French texts only. 
le suis aussi (B20). Includes also a reading of Ne cuidiez pas (Lo 176). 

Collegium Records. 
COL 83-03 (LP). La chansonfranr;aise. Songs of Medieval and Renaissance 

France. The Toronto Consort. Recorded May 1983. Released 1985. Texts; 
English translations by Guy Sauve. 
Joie, plaisance (RF3). 
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Collegium Stereo. 
JE 101 (LP). Music of the Ars Nova. A Composite Fourteenth-Century 

Mass. The Columbia University Collegium Musicum. Richard Taruskin, 
director. Recorded 1969--70. Not heard. 
Mass (Ite only). 

JE 104 (LP). The French Ars Antiqua. The Columbia University Collegium 
Musicum. Richard Taruskin, director. Recorded Dec. 1970. Not heard. 
Hoquetus David. 

Columbia. 
70701D in set M 431 (78 rpm, matrix: XCO 27379; LP: The Record Hunter 

TRH-2). An Yves Tinayre Recital: Sacred and Secular Music from the XII 
thru the XVII Centuries. Yves Tinayre, baritone; Dvonch Ensemble. 
Recorded 1940. 
Plourez, dames (B32). 

Concert Hall Society. 
CHS 1107 (LP; also Classic 6193). Guillaume de Machaut: Notre Dame 

Mass. Dessoff Choirs, New York Brass Ensemble. Paul Boepple, director. 
1951.28 
Mass. Review: Kerr 1951. 

Critere. 
CRD 130 (LP). La ligne d'or du clavecinfranf:ais. Aimee Van de Wiele, 

harpsichord. 1959. Not heard. 
De toutes flours (B31 [Faenza intabu1ation]). Review: H. Halbreich, Disques no. 113 
(Nov. 1959): 666. 

DaCamera. 
SM 91702 (LP; reissued as Musical Heritage Society MHS 1442). 

Franzosische Musik aus Mittelalter und Renaissance. Studio fUr alte Musik, 
Dlisseldorf. 1969. Not heard. 
De tout sui (V38/32), M a chiere (B40), Plus dure (V31/28). 

SM 94033 (LP). Capella Vocale and Instrumentale. Martin Behrmann, 
director. 1971. Not heard (see J.F. Weber 1979, 14: "apparently not 
released"). 
Mass. 

Decca. 
DL 79431 (LP; also 9431; reissued by MCA Records as MCA 2516). Ah 

Sweet Lady: The Romance of Medieval France. New York Pro Musica. 
John White, director. 1967. Texts; English translations by Wm. Earle 
Nettles. 
De Fortune (B23), De,_ •it po (B 18), De triste I Quanti Certes (B29), Douce dame jolie 
(V4), le sui aussi (B20), IV<" au'on (B33), Pas de tor (B30), Quant je sui (Vl3), Sans 
cuer m'en I Amis I Dame (B 17), Se je souspir (V36/30).29 Review: J.R. White (1969, 
88-89) provides commentary on performance practices adopted for B 17 and B29. 

Del os. 
D/CD 1003 (CD). A Distant Mirror. Music from the Fourteenth Century. 

Shakespeare's Music. Folger Consort. Robert Eisenstein, director. 

28 The booklet accompanying the recording, commemorating the performance of the Mass and 
the companion recording of Perotin 's Viderunt (CHS-1122), was written by Gustave 
Reese. 

29 B 18 and V4 were reissued in DL 79438 and MCA 2519; B29 and V4 were reissued in 
Horizon DL 34541 (LP), Music for a Medieval Day, New York Pro Musica, Noah 
Greenberg and John Reeves White, directors (1968). 
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Recorded Sept.-Oct. 1979. Released 1986. Texts; English translations. 
F. Andrieu, Armes, Amours I 0 fleur (Deschamps's deploration), Gais et jolis (B3S), 
Rose, lis (RlO). 

Dorian. 
DIS 80109 (CD). Songs and Dances of the Middle Ages. Son us. 1993. 

Texts; English translations. 
Comment qu' a moy (VS), Dame, ne regardez (B9). 

DIS 80123 (CD). Chanterai: Music of Medieval France. Sonus. Recorded 
Sept. 1993. Released 1994. Texts; English translations. 
De bonte (VlO), le puis trop (B28), M a fin (Rl4), Quantje sui (Vl3). 

Ducretet Thompson. 
270 C 085 ( 10" LP). Ensemble Vocal Blanchard. Roger Blanc hard, director. 

Recorded 28-29 March 1955. Not heard. 
Mass. 

320 C 081 (5 LPs). L'encyclopedie sonore. Record 1. Tresor de la poesie 
lyrique franraise, I. Moyen Age. J.J. Lesnour, French Vocal Trio. 1960? 
Not heard. 
De toutes flours (B31). 

EMI Reflexe (Electrola). 
lC 063-30 106 (LP; also lC 063-30 101/6; CD as EMI CDM 7631422). 

Guillaume de Machaut. Chansons 1. Studio der friihen Musik. Thomas 
Binkley, director. 1972. Texts; German translations. 
Aymi! (V3), Comment qu' a moy (VS), Dame, a vous (RF6), le ne cesse (Ll6/ll),Joie, 
plaisance (RF3), Loyaute, que (Ll), Quant je sui (Vl3), Tels rit (RF2). Review: see the 
following entry. 

lC 063-30 109 (LP; also lC 063-30 107/12; CD as EMI CDM 7634242 
[released 1990]). Guillaume de Machaut. Chansons 2. Studio der frtihen 
Musik. Thomas Binkley, director. Released 1973. Texts; German 
translations. 
Comment puet (R 11), Dame, je sui I Fins (Mll), De toutes flours (B31, 2 versions, 
including Faenza intabulation), Do us via ire (R 1), F ons tocius I 0 livoris (M9), Hoquetus 
David, Honte, paour (B2S, 2 versions, including Faenza intabulation), Moult sui 
(V37/31), Quant en moy I Amour (Ml), Quant Theseiis I Ne quier (B34). Review: Robert 
Craft, "Guillaume de Machaut Chansons 1 and Chansons 2," New York Review of Books 
23 (10) (12 July 1976): 39-41. 

The Early Music Consort. 
JRC 970 (LP). The Age of Chivalry: Court Music of the Middle Ages and 

Renaissance. Released 1979. 
Dame, ne regardez (B9). 

Edelweiss. 
ED 1021 (CD). Guillaume de Machaut: La M esse Nostre-Dame; L' Amour 

courtois. Ars Antiqua de Paris. Michel Sanvoisin, director. Recorded 1990. 
Released 1990. French texts only. 
Ce qui soustient (R 12), Dame, ne regardez (B9), Dame, se vous m' estes (B37), De toutes 
flours (B31), Douce dame jolie (V4), Hoquetus David, M a chiere (B40), M a fin (R 14), 
Mass, Plus dure (V31/28), Quant Theseiis I Ne quier (B34), Rose, lis (RlO), Trop plus I 
Biaute (M20). 

Electrecord (Romania). 
EXE 0234 (LP). 1965? Not heard. 

Se je souspir (V36/30). 
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STM-ECE 0899 (LP; also ECE 0611 and ST-ECE 0625). Corul de camera 
"Madrigal" al Conservatorului diu Bucuresti. Marin Constantin, director. 
1967? 
De tout sui (V38/32). 

ST-ECE 01601 (LP). De la trubaduri la "Ars Nova." Pagini vocale din Evul 
Mediu $i Rena$tere. Martha Kessler, mezzo-soprano; instrumental 
ensemble. 1977? 
Comment qu'a moy (V5),Je puis trop (B28), Plus dure (V31/28) 

ST-ECE 01929 (LP). Musica antiqua. Musica Antiqua Cluj-Napoca. Zoltan 
Maj6. director. Recorded April 1981. 
Cinc, un (R6), De Bon Espoir I Puis que (M4), Mes esperis (B39), Tres douce dame que 
(B24). 

Enigma. 
VAR 1046 (LP; also K53552; Hispavox S90 241 in Spain; reissued as 

Musical Heritage Society MHS 4440). A Tapestry of Music for King 
Wences/as and His Page. St. .George's Canzona. John Sothcott, director. 
1977. 
Douce dame jolie (V4). 

K53571 (LP; reissued as Musical Heritage Society MHS 4485). A Tapestry 
of Music for the Black Prince and his Knights. St. George's Canzona. John 
Sothcott, director. Released 1978. Not heard. 
J'aim la flour (L2), Se je souspir (V36/30). 

Era to. 
LDE 3377 (LP; also STE 50277, STU 70277; reissued as Musical Heritage 

Society MHS 894). Cinq siecles de musique dans la Cathedrale de Reims. 
Maltrise de la Cathedrale de Reims. Paillard Chamber Orchestra. Jean­
Fran~ois Paillard and J acques Chailley, directors. 1968. 
Felix virgo I lnviolata (M23). 

EFM 18041 (LP). Guillaume de Machault. Messe de Nostre Dame. Trois 
motets Iatins. Seminaire Europeen de Musique Ancienne. Bernard 
Gagnepain, director. Recorded July 1977. Released 1979. No texts. 
F. Andrieu, Armes, Amours I 0 fleur (Deschamps's deploration), Christe I Veni (M21), 
Felix virgo I lnviolata (M23), Fons I 0 livoris (M9), Mass. 

STU 71303 (LP). Anonyme duXIVe siecle. Messe de Tournai. Guillaume de 
Machault. M esse de Nostre-Dame. Ensemble Vocal Guillaume Dufay, Les 
Saqueboutiers de Toulouse. Arsene Bedois, director. Recorded Aug. 1979. 
Released 1981. Notes by Jacques Chailley. No texts. 
Mass. Review: Derois Amold, Gramophone 58 (1980-81): 1217. 

Et em a. 
826 077 (LP; see Philips v:~o 026). 

Experiences Anonymes (Lyrichord). 
EAS 83 (LP; also EA 83; reissued as Musical Heritage Society MHS 899). 

Music of the Middle Ages. Vol. 9, The Fourteenth Century. The Ars Nova. 
Capella Cordina. Alejandro Planchart, director. 1966. Texts; English 
translations by Loma Brodtkorb and Alejandro Plan chart. 
S' il estoit IS' Amours (M6), Se quanque amours (B21). 

Focus Recordings (Indiana University Press). 
883-4S (cassette). ISBN 0-13-608621-7. Recordings to accompany Jeremy 

Yudkin, Music in Medieval Europe 1/. Studio der friihen Musik; Early 
Music Institute. Thomas Binkley, director. 1988. The setting of Anthonello 
da Caserta is a new recording; the Machaut works are reissued from 
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EMI/Electrola lC 063-30 106 or lC 063-30 109. No texts; see Yudk:in 
1989 for texts and translations. 
Biaute parfaite (Loi40; music by Anthonello da Caserta), Comment puet (Rll), Dous 
viaire (Rl), Honte, paour (B25), le ne cesse (LI6/II; stanzas I and I2 only), Moult sui 
(V37/3I). 

Fono Schallplattengesellschaft mbH. 
FCD 97736 (CD; LP as FSM 68736). Frese nouvele! Motetten in Ars Antiqua 

und Ars Nova. Vielfiiltigste Kunstform Gotischer Polyphonie. Musica 
mensurata. Egbert Schimmelpfennig, director. Recorded March 1990. 
Released 1990. No texts. 
De Bon Espoir I Puis que (M4), Mass (Agnus Dei only). 

Gregorian Institute of America. 
EL 17 (LP; set EL 100). Thirteen Centuries of Christian Choral Art. Peloquin 

Chorale. C. Alexander Peloquin, director. 1959. Not heard. 
Mass (Et incarnatus only). 

Guilde Intemationale du Disque. 
SMS 2423 (LP). Capella Instrumentalis et Psallette de Geneve, Pierre 

Pemoux, director. 1968? Not heard. 
Amours me fait (BI9). 

Harmonia Mundi (French import). 
HMU 939 (LP; HM 939; set HMU 2472 with Ancient Instrument Ensemble 

of Zurich recording of chansons, see Odyssey 32 160178; reissued as 
Musical Heritage Society MHS 3496; CD as HMC 90610; also reissued in 
HMF 445 [3 LPs]). Guillaume Dufay: Missa sine nomine. Danses 
medievales, Livre de danses de Marguerite d' Autriche. Clemencic Consort, 
Rem! Clemencic, director. 1973. Not heard. 
M a chiere (B40). 

HMC 5122 (LP). Guillaume de Machaut (1300-1377). Messe de Nostre 
Dame. Chansons. The Boston Camerata. Joel Cohen, director. 1985. 
French texts only. 
Comment qu' a moy (VS), Dame, a vous (RF6), Dou mal (VS), Douce dame jolie (V 4), 
Do us amis, oy (B6), Gais et jolis (B35), Mass, Quant je sui (Vl3), S' Amours ne fait 
(B 1). Review: Josef Wieland, Neue Zeitschrift fur Musik I47/2 (Feb. I986): 50. 

HMC 901252 (CD). Codex Chantilly: Airs de Cour du X!Ve siecle. 
Ensemble Organum. Marcel Peres, director. Recorded Sept. 1986. Released 
1987. French texts only. 
F. Andrieu, Armes, arrwurs I 0 fleur (Deschamps's dip/oration). 

HMC 901354 (CD). Codex Faenza: Italie, XVe siecle. Ensemble Organum. 
Marcel Peres, director. Recorded Oct. 1990. Released 1991. Texts; modem 
French, English, and German translations by Viviane Scarpellini, James 0. 
Wootton, and Liesel B. Sayre. 
De toutesflours (B3I, 2 versions, including Faenza intabulation), Honte, paour (B25, 2 
versions, including Faenza intabuiation). Review: Jerome F. Weber, Fanfare I5!3 (Jan.­
Feb. I992): 399. 

Harmonic Records. 
HICD 8825 (CD). Guillaume de Machaut: Ballades, rondeaux, virelais, 

motets. Ensemble Gilles Binchois. Dominique Vellard, director. Recorded 
Oct. 1988. Released 1988. French texts with modern French glossary; Latin 
texts with French translations. 
Amours qui a I Faus Samblant (MI5), Ce qui soustient (RI2), Christe I Veni (M21), 
Dame, ne regardez (B9), Dame, se vous m' estes (B37), Dame, vostre (VI7), De toutes 
flours (B31), Dous amis, oy (B6), Dous viaire (RI), Felix virgo I lnviolata (M23), le ne 
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cuit (B 14), Je vivroie (V23/21), Lie men/ (V30/27), Puis qu' en oubli (R 18), Tels rit 
(RF2). Review: Tess Knighton, Gramophone 69 (1991-92): 73-74. 

H/CD 8931 (CD). M esse de Notre-Dame de Guillaume de Machaut ( 1300-
1377). Propre gregorien de la messe de l'Assomption de la Bienheureuse 
Vierge Marie. Ensemble Gilles Binchois. Dominique Vellard, director. 
Recorded Sept. 1990. Released 1990. 
Mass (liturgical reconstruction of the Mass for the Assumption with chant Propers from 
F:Pn 17311 ). Review: Jerome F. Weber, Fanfare 16/3 (Jan.-Feb. 1993): 182. 

Haydn Society. 
HSL 2071 in set HSL-B (LP; reissued as HSE 9038; French issues: Club 

National du Disque CND 4; Erato LDE 3018/3019; CD as HSCD 9038; 
reissued by W.W. Norton as ISBN 0-393-99161-X). Masterpieces of 
Music before 1750. An Anthology of Musical Examples from Gregorian 
Chant to J. S. Bach. Record 1: Gregorian Chant to the 16th Century. 
Danish Soloists and Ensembles. Mogens Woldike, director. The 
Copenhagen Boy's and Men's Choir. Niels Mpller, director. 1953. 
Mass (Agnus I only) 

Hispavox. 
HHS 10-459 (LP; also Erato STU 71098; EFM 18047). L' Europe joyeuse 

des Xlle au XVJJe siecles. Atrium Musicae de Madrid. Gregorio Paniagua, 
director. Released 1976. 
Loyaute, que (Ll). 

S90 241 (LP; see Enigma K53552). 
Hungaroton. 

SLPD 12589 (LP). Mihdlyi Zenei Tabor. Early and New Music in Early and 
New Style: The Best of the Mihdlyi Festival. Various groups; Machaut 
performed by Alba Musica Kyo, Holland. Released 1986. Not heard. 
Do us viaire (R 1), Gais et jolis (B35). 

Hyperion. 
A66087 (LP; CD as CDA66087). The Mirror of Narcissus. Gothic Voices. 

Christopher Page, director. Recorded 1983. Texts; English translations by 
Stephen Haynes. 
Amours me fait (B 19), Biaute qui (B4), Dame, a qui (V 12), Dame, a vous (RF6), Dame, 
de qui (RF5), Dame, je sui I Fins (Mll), Dame, mon cuer en vous (RF7), Douce dame 
jolie (V4), Felix virgo I lnviolata (M23), Foy porter (V25/22), Je vivroie (V23/21), 
Rose, lis (R 10), Tuit mi pens er (V28/25). 30 Reviews: David Fallows, Gramophone 61 
(1983-84): 898; Daniel Leech-Wilkinson, Early Music 12 (1984): 411-13. 

CDA66358 (CD). Guillaume de Machaut. M esse de Notre Dame. Le Lai de la 
fonteinne. M a fin est mon commencement. The Billiard Ensemble. Paul 
Hillier, director. Recorded March 1987 (Mass), Feb. 1989 (lai and 
rondeau). Released 1989. Texts; English translations by Nigel Wilkins. 
Je ne cesse (Ll6/ll), M a fin (Rl4), Mass. Reviews: Mary Berry, Gramophone 67 (1989-
90): 1504--{); Roger Bowers, Early Music 18 (1990): 489-90. 

CDA66370 (CD). Sacred and Secular Music from Six Centuries. Billiard 
Ensemble. Recorded 1987 and 1989. Released 1990. Texts; English 
translations by Marianne Fernee. 
Quant je sui (Vl3). Reviews: D. Fallows, Gramophone 69 (1991-92): 82; Jerome F. 
Weber, Fanfare 14/5 (May-June 1991): 351. 

30 V25 was reissued in Hyperion A66227 (LP; CD as CDA66227), The Emma Kirkby 
Collection, Emma Kirkby, soprano. Reviewed by John B. Steane, Gramophone 65 (1987-
88): 477. 
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CDA66463 (CD). The Medieval Romantics. French Songs and Motets, 
1340-1440. Gothic Voices. Christopher Page, director. Recorded Oct. 
1990, May 1991. Released 1991. Texts; English translations. 
C' est force (V 16), Comment qu' a moy (VS), Tan/ doucement me sens (R9). Reviews: 
Lawrence Earp, Early Music 21 (1993): 289-9S; Jerome F. Weber, Fanfare lS/4 (Mar.­
April 1992): 393-94. 

CDA66588 (CD). Lancaster and Valois. French and English Music, 1350-
1420. Gothic Voices. Christopher Page, director. Recorded Dec. 1991. 
Released 1992. Texts; English translations by Stephen Haynes. 
Donnez, signeurs (B26), Pas de tor (B30), Quant je ne voy (R21), Riches d' amour (BS). 
Reviews: Lawrence Earp, Early Music 21 (1993): 289-9S; Tom Moore, Fanfare 16/1 
(Sept.--Oct. 1992): 412-13; Jerome F. Weber, Fanfare 16/3 (Jan.-Feb. 1993): 287-88. 

CDA66619 (CD). The Study of Love. French Songs and Motets of the 14th 
Century. Gothic Voices. Christopher Page, director. Recorded April-May 
1992. Released 1992. Texts; English translations. 
Dame, je suis I Fins (Mll), Dame, je vueil (V9), Se mesdisans (VIS), Tres bonne 
(V26/23), Trop plus I Biaute (M20). Reviews: Lawrence Earp, Early Music 21 (1993): 
289-9S; Tom Moore, Fanfare 16/S (May-June 1993): 373-74; Jerome F. Weber, Fanfare 
17/1 (Sept.--Oct. 1993): 3S2-S3. 

CDA66739 (CD). The Spirits of England and France-!. Music for Court and 
Church from the Later Middle Ages. Gothic Voices. Christopher Page, 
director. Recorded March 1994. Released 1994. Texts; English translations. 
Aymi! (V3). 

I.H. W. Plattenverstand. 
66.22371 (LP; CD as Christophorus CHE 0042-2). Pour /'amour. 

Liebeslieder des 14. und 15. Jahrhunderts. Instrumentalkreis Helga Weber. 
Helga Weber, director. Recorded May and July 1980. Texts; German 
translations by Rudolf Harneit. 
Biaute qui (B4), Quant Theseus I Ne quier (B34). Reviews: Ludolf Liitzen, Musica 37 
(1983): 292; Jerome F. Weber, Fanfare 7/1 (Sept.--Oct. 1983): 312-13. 

CD3.108 (CD). Guil/aume de Machaut (ea. 1300-1377). 7 isorhythmische 
geistliche Motetten I Guil/aume Dufay (ea. 1400-1474). Siimtliche 
isorhythmischen Motetten, 7 Cantilenen-Motetten. Helga Weber, director. 
Marianne Richert Pfau, musicological consultant. Recorded Oct. 1990 and 
Jan. 1991. Issued 1993. Texts; English translations by Eliot Wirshbo. 
Bone paster I Bone pastor (Ml8), Christe I Veni (M21), Felix virgo I lnviolata (M23), 
Fons I 0 livoris (M9), Hoquetus David, Martyrum I Di/igenter (Ml9), Tu qui gregem I 
Plange (M22). 

Inedits OR1F. 
995 010 (LP). Chefs d' (Euvre de la Polyphonic franr;aise. Ensemble 

Polyphonique de 1 'OR1F. Charles Ravier, director. 1971. 
Mass. Review: Den is Arnold, Gramophone 49 (1971-72): 124 7; Parrott 1977, 493. 

Jecklin-Disco. 
ID 622-2 (CD). Melpo. Conrad Steinmann, flutes. Recorded 1988. 

Pour vivrejoliement (L21/1S). 

Kicking Mule Records. 
KM312 (LP; CD as Shanachie Records 79074, released 1990). The 

Enchanted Garden. John Renboum Group. 1980. 
Douce dame jolie (V4) Arranged by John Renbourn, John Roberts, Keshav Sathe, and 
John Molineux. 

Koch. 
H 320 901 (CD; LP as E 120 901). 1000 Jahre Chormusik. Vom Gregorian-
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ischen Choral his zur Gegenwart. Kammerchor des Konservatoriums der 
Stadt Innsbruck. Giinther Andergassen, director. Recorded July 1983. 
Text; German translation. 
Mass (Benedictus only). 

London International. 
W 91116 (10" LP; French Decca FS 123632). Music from the Middle Ages to 

the Renaissance. Monique Rollin Ensemble. Monique Rollin, director. 
1955. Not heard. 
He/as! pour quoy se demente (R2). 

Lumen. 
33405 (78 rpm, also 2.50.001). Recorded History of French Song. Vol. 1. 

Pierre Deniau, tenor, and ensemble. 1947. Not heard. 
Douce dame jolie (V4), He! dame de vaillance (VI), Se je souspir (V36/30). 

3.22.015 (78 rpm, matrix: YEV41-1). Jeanne Ramber, alto; M. Husson, 
tenor; Henri Arque and ... Royer, trombones. 1949? Not heard. 
Felix virgo llnviolata (M23). 

The Medieval Lyric. 
Cassette 4 (cassette tape). The Medieval Lyric: A Project Supported by the 

National Endowment for the Humanities and Mount Holyoke College. 
Margaret Switten and Robert Eisenstein, directors. (Mt. Holyoke College, 
with The National Endowment for the Humanities, 1987). Texts and 
translations in Switten 1988c. 
Dame, a vous (RF6), Dame, de qui (RF5, 2 versions), Dame, mon cuer en vous (RF7), 
En amer (RF4), Joie, plaisance (RF3), Qui n' aroit (RFI), Tels rit (RF2). 

Mirror Music. 
00005 (LP). Liebe und Minne. Les Menestrels. Recorded 1977. 

Ma chiere (B40). 

00006-00009 (4 LPs; Mass also released separately as 00007a). Guillaume 
de Machaut. Le Livre Du Voir Dit--La Messe de Nostre Dame. Les 
Menestrels. Mozartsangerknaben, Wien. Klaus Waiter, Michel Waiter, and 
Eva Brunner, directors. Mass recorded Oct. 1978. 1979. Texts; German 
and English translations. Booklet 69 p. 
Christe I Veni (M2I), Dame, se vous n' avez (RI3), Dix et sept (RI7), Dous viaire (RI), 
Longuement (LI8/13), Mass, Nes qu'on (B33), Plourez, dames (B32), Quant Theseiis I 
Ne quier (B34), Sans cuer, dolens (R4), Se pour ce muir (B36), Tels rit (RF2), Tres 
bonne (V26/23). The recording also includes readings of texts cobbled together from Voir 
Dit and Remede; see L. Wright's review. Reviews: Ludolf Liitzen, Musica 36 (1982): 
377; Jerome F. Weber, Fanfare 5(2 (Nov.-Dec. 1981): 187-89; 1990, 1:28 and 1991,30 
(with comments on liturgical reconstruction); Laurence Wright, Early Music 8 (1980): 
408-II. 

Musical Heritage Society. 
MHS 894 (LP; see Erato LDE 3377). 
MHS 899 (LP; see Experiences Anonyrnes EAS 83). 
MHS 1141 (LP). Music of the Late Middle Ages and Renaissance. The 

Festival Consort (San Diego). Lawrence Selman, director. 1969. 
De toutesflours (B31), En amer (RF4). 

MHS 1442 (LP; see Da Camera SM 91702). 
MHS 3071 (LP; see Arion 30 A 070). 
MHS 3198 (LP; see Arion ARN 90814). 
MHS 3496 (LP; see Harmonia Mundi France HMU 939). 
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MHS 3987 (LP; see Arion ARN 34217). 
MHS 4391 (LP; see Arion 36554). The Art of the Lute in the Middle Ages. 

MHS 4440 (LP; see Enigma V AR 1046). 
MHS 4485 (LP; see Enigma K53571 ). 
MHS 830437 (3 LPs, MHS 0437/0438/0439, Nos. 42-75 of Davison/Apel 

1949; Orpheus OR 437). History of European Music. Schola Cantorum 
Londiniensis, Ambrosian Singers, etc. Denis Stevens, director. Recorded 
June-July 1969. 
Comment qu' a rrwy (115), Je puis trop (B28), Plus dure (V31/28), S' il estoit I S' Amours 
(M6). 

New Albion Records. 
NA021 CD (CD). Ars magis subtiliter: Secular Music of the Chantilly Codex. 

Ensemble P[roject].A[rs].N[ova]. Recorded 20--22 July 1987. Released 
1989. Texts; English translations. 
F. Andrieu, Armes, Amours I 0 jleur (Deschamps's dip/oration), Quant Theseiis I Ne 
quier (B34). Reviews: Daniel Leech-Wilkinson, Early Music 22 (1994): 337-38; Jerome 
F. Weber, Fanfare 13/4 (March-Aprill990): 359. 

NA068 CD (CD). Remede de Fortune. Ensemble P[roject].A[rs].N[ova]. 
Recorded Nov. 1993. Released 1994. Texts; English translations. 
Dame, a vous (RF6), Dame, de qui (RF5), Dame, rrwn cuer en vous (RF7), De toutes 
flours (B31 [Faenza intabulation]), En amer (RF4), Joie, plaisance (RF3), Liement 
(V30/27), Qui n' aroit (RFl), Rose, lis (RlO), Tels rit (RF2), Trop plus I Biaute (M20). 

Nonesuch. 
H 71184 (LP; also Belvedere [Centrocord] ELY 0430; Tudor TUD 0430; 

Harmonia Mundi France HM 10071 ). Guil/aume de M achaut. N otre Dame 
Mass and Gregorian Proper for the Feast of the Assumption. The London 
Ambrosian Singers and The Vienna Renaissance Players. John McCarthy, 
director. Recorded 1966. 
Mass. Reviews: Denis Amold, Gramophone 46 (1968): 698; Gunden 1974-75; J.F. 
Weber 1990, 1:97 (on liturgical reconstruction). 

Odyssey (Columbia/CBS). 
32 160178 (LP; also 32 160177; Harmonia Mundi 30592; HM 592; HMA 

592; HMF 592; HMU 592; set HMU 2472 with Clemencic Consort 
recording of B40, see HMU 939; 34917 and HMO 30917 with Deller 
Consort recording of the Mass, see Bach Guild BGS 5045). Ballades, 
Rondeaux and Virelais from the 14th and 15th Centuries. The Ancient 
Instrument Ensemble of Zurich [Ensemble Ricercare de Zurich]. Bill Austin 
Miskell, tenor. 1966. No texts. 
Amours me fait (Bl9), De petit po (Bl8), Je sui aussi (B20), Nes qu'on (B33), Tres 
bonne (V26/23). 

L'Oiseau-Lyre. 
OL 3 (78 rpm, matrix: PART 1059). E. Foveau, trumpet; A. Lafosse, bass 

trumpet; R. Tudesq, trombone. Guillaume de Van, director. 1939. Not 
heard. 
Hoquetus David. Review: Reaney 1957, 187. 

SOL 310 (LP). Guil/aume de Machaut. La M esse de Notre Dame, virelais, 
rondeaux, ballades, lai. The Purcell Choir, with instrumental ensemble. 
Grayston Burgess, director. Frank Harrison, artistic director. 1969. 
Pronunciation of Latin and French supervised by Daffyd Evans. Texts; 
English translations (often abridged) by C.A. Robson. 
Arrwurs me fait (Bl9), Douce dame jolie (V4), Foy porter (V25!22), Mass, Nuls ne doit 
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(L5/4), Quant madame les maus (RI9), Tant doucement me sens (R9), Tres douce dame 
que (B24). Review: Den is Arnold, Gramophone 4 7 ( 1969-70): 69. 

DSDL 705 (LP). Guillawne de Machaut. Le Lay de la Fonteinne. Un Lay de 
Consolation. Medieval Ensemble of London. Peter and Timothy Davies, 
directors. 1983. Texts; English translations by Nigel Wilkins. 
Je ne cesse (Ll6/ll), Pour ce que plus (L23/17). Reviews: David Fallows, Musical 
Times 124 (1983): 620-21; lain Fenlon, Gramophone 60 (1982-83): 1288. 

Opus Musicum (Arno Yolk Verlag). 
OM 122-124 (LP; also OM 222-224). Chanson, Madrigal, Chorlied. 1979. 

Se je souspir (V36/30). 

Orpheus. 
OR 437 (LP; see Musical Heritage Society MHS 830437). 

Pan ton. 
8111 0056 (LP). Hommage d Machaut. Ars Cameralis, Prague. Lukas 

Matousek. Released 1978. Summary of texts in Czech. 
F. Andrieu, Armes, Amours I 0 fleur (Deschamps's deploration), Biaute qui (B4), Dame, 
ne regardez (B9), De tout sui (V38/32), Do us via ire (RI), F ons I 0 livoris (M9), M a 
chiere (B40), Mafin (RI4), Plourez, dames (B32), S'Amours ne fait (BI), Sans cuer, 
dolens (R4), Sans cuer m'en I Amis I Dame (BI7), Tres douce dame que (B24). In 
addition, the record contains two modem works inspired by Machaut. See chap. 2.S (com­
positions by Matou~k and S!MrofV. Review: J.F. Weber 1982. 

81 0771 (LP). Dialogues. Symposium Musicum. Svatopluk Janys, director; 
Miroslav Klement, artistic leader. Recorded 29 Nov. 1987 and 11 Sept. 
1988. Released 1989. Texts; English translations by Till Gottheinerova. 
Mass. In addition to the Machaut Mass, the record contains a modem work inspired by 
Machaut; see chap. 2.5 (composition by Fikr). 

Philips. 
N 00993-0094 R (2 10" LPs). French Chansons. Vols. 1-2, La f/eur des 

chansons d' amour. Chansons polyphoniques franr;aises. Ensemble Vocal 
Blanchard. Roger Blanchard, director. 1955? Not heard. 
Plus dure (V3I/28). 

SAL 3722 (LP; also 839 753LY; as disc 2 of 5 LP set 6747 004). Music of 
the Hundred Years War. Musica reservata. John Beckett, director. 1969. 
Tu qui gregem I Plange (M22). 

6580 026 (LP; also Etema 826 077). Guillaume de Machault: Secular Works. 
Capella Lipsiensis. Dietrich Knothe, director. 1970. 
Amours me fait (BI9), Aucune gent I Qui plus (MS), Biaute qui (B4), Comment puet 
(RI!), Comment qu'a moy (VS), Dame, je sui I Fins (MII), He! Mors I Fine (M3), J'ay 
tant I Lasse! (M7), M a fin (RI4), Quant en moy I Amour (MI), Quant je sui (VI3), 
Quant These/is I Ne quier (B34). Reviews: Denis Amold, Gramophone 49 (1971): 876; 
Margaret Bent, Musical Times I 13 (I 972): 163. 

Pleiades (University of Southern Illinois Press). 
P 250 (LP). Historical Anthology of Music in Performance. Late Medieval 

Music. University of Chicago Collegium Musicum. Howard M. Brown, 
director. Southern Illinois University Collegium Musicum. Wesley K. 
Morgan, director. 1968? English translations. 
Comment qu' a moy (VS), Je puis trop (B28), Plus dure (V31/28), S' il estoit I S' Amours 
(M6). 

RCA Victor. 
LM 6016 (2 LPs; 78 rpm His Master's Voice HMS 21, matrix: 2EA 15609-

lB; reissued as LP, H.M.V. HLP 5). The History of Music in Sound. 
Edited by Gerald Abraham. Vol. 3, Ars Nova and the Renaissance. Various 
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performers. The booklet, ed. Dom Anselm Hughes, includes a score of the 
rondeau and a score of the Benedictus and Osanna 2 of the Mass on two 
staves, ed. by Denis Stevens. 1951? 
Mass (Benedictus and Osanna 2 only) (Brompton Oratory Choir with Instrumental 
Ensemble. Henry Washington, director), M a fin (RI4) (Lemuel Hughes and C!arence 
Roberts with Instrumental Ensemble. Bemard Rose, director). Reviews: Denis Stevens, 
Musical Times 9S (19S4): 82-83; Reaney I9S7, 181-82. 

Scalen disc. 
TRFC 0187 (CD). L' art des jongleurs. Musiques du X!Ve siecle. Vol. 1. 

Ensemble Tre Fontane. Recorded Sept. 1987. No texts. 
Ce qui soustient (RI2), C' est force (VI6), Dame, je vueil (V9). 

TRFC 0389 (CD). L' art des jongleurs. Vol. 2. Ensemble Tre Fontane. 
Recorded May 1989. No texts. 
Instrumental arrangements based on the following works: Aymi! (V3), Dame, comment 
qu' amez (B 16), Dame, ne regardez (B9), Je ne cuit (B 14), Puis que ma dolour (V7). 

Schinner Books (A Division ofMacmillan, Inc.). 
ISBN 0-02-872953-6 (Cassette 2). Recording to Accompany Music of the 

Middle Ages, by David Fenwick Wilson. The Western Wind. Paul Hillier, 
director. Recorded Jan. 1990. 
Amours me fait (BI9), Dame, vostre (VI7), De Bon Espoir I Puis que (M4), De toutes 
flours (B31), Puis qu' en oubli (R 18), Quant en moy I Amour (MI), Quant je ne voy 
(R21), Se je souspir (V36/30). 

Seraphim. 
SIC 6052 (3 LPs; also His Master's Voice HQS 1195; Voix de son Maltre 

SME 191761-2). The Seraphim Guide to Renaissance Music. Syntagma 
musicum of Amsterdam. Kees Otten, director. 1969. French texts only. 
Trop plus I Biaute (M20). 

SIC 6092 (3 LPs; released in England as His Master's Voice set SLS 863; 
Electrola 1C 167 05410-2; released in France as EMI 2C167-05410/2; 
Machaut record issued separately as His Master's Voice ASD 3454). The 
Art of Courtly Love. Early Music Consort of London. David Munrow, 
director. Released 1973. Texts; translations by Michael Freeman. 
Amours me fait (B 19), F. Andrieu, Armes, Amours I 0 fleur (Deschamps's deploration), 
Dame, se vous m' estes (B37),31 De Bon Espoir I Puis que (M4), De toutes flours (B31, 
2 versions), Douce dame jolie (V4), Hareu! I He/as! (MIO), Mafin (RI4), Mes esperis 
(B39), Phiton, Phiton (ballade related to Machaut B38), Phyton (B38), Quant /ay/' espart 
(RS), Quant je sui (VI3), Quant These us I Ne quier (B34), Se je souspir (V36/30), Trop 
plus I Biaute (M20). Reviews: David Fallows, Gramophone 56 (1978-79): 366 (review 
of the separately released Machaut record only); Jeremy Noble, Gramophone SI (1973-
74): 1238-39. 

Sonclair Records. 
CD JB 128836 (CD). Intabulation and Improvisation in the 14th Century. 

Ensemble Super Librum. 1988. 
De toutesflours (B31, 2 versions, including Faenza in tabulation). 

Sphemusations. 
IMI 1002 (cassette). The Magic of Harp and Voice. Andree Back, soprano; 

Phyllis Schlomovitz, harp. 1982? Not heard. 
Douce damejolie (V4). 

Studio S.M. 
45-71 (45 rpm). Joseph Sage, countertenor. 1961. Not heard. 

Comment qu'a moy (VS), Dame, a vous (RF6), Douce dame jolie (V4), Tant comme 

3l The recording of B37 also appears on Angel SBZ 3810. 
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vivray [sic. Not Machaut?]. The second side includes various texts recited by Nathalie 
Nerval, among them Tant doucement me sens (R9), Rose, lis (R 10), and M a fin (RI4). 

Supraphon. 
1112 2451-2 G (2 LPs). Musica in Bohemia in tempore Caroli IV. Soloists, 

Symposium Musicum. Miroslav Klement, director. 1977. French texts 
only. 
Dame,je vueil (V9), Hoquetus David, Quantje sui (VI3). Review: J.F. Weber 1982. 

1119 3419 G (LP). Music in the Reign of Czech Kings. Rozmberk Ensem­
ble. Frantisek Pok, director. 1982. 
Quant je sui (V 13). 

GSST 50598 (LP; also SUAST 50598; GS 10598). Medieval Music at the 
Prague Royal Court. Gothical and Renaissance Period. Musica Antiqua 
Vienna. Rene Clemencic, director. Pro Arte Antiqua Ensemble, Quartet of 
Recorders. Miroslav Klement, director. Prague Madrigal Singers. Miroslav 
Venhoda, director. Recorded 1964. 
Hoquetus David, S' il estoit I S' Amours (M6), Se je souspir (V36/30). 

Telefunken{feldec. 
6.35257 ER (LP set). Guillaume Dufay und seine Zeit. Syntagma Musicum. 

Kees Otten, director. 1974. Texts; no translations. Notes by L. Finscher. 
F. Andrieu, Annes, Amours I 0 jleur (Deschamps's dip/oration). 

6.41125 AS (LP; also SA WT 9566). Guillaume de Machault M esse de Nostre 
Dame und Motetten. Capella Antiqua Miinchen, Konrad Ruhland, director. 
Recorded July 1970. Texts; English and German translations. 
Bone paster I Bone pastor (MI8),32 Christe I Veni (M2l), Fons I 0 livoris (M9), 
Hoquetus David, Mass, Tu qui gregem I Plange (M22). Review: Denis Arnold, 
Gramophone 48 (1970-71): 1503. 

6.42357 A W (LP). Denkmiiler alter Musik aus dem Codex Reina ( 14.115. 
Jh.). Syntagma Musicum. Kees Otten, director. 1979. 
Biaute parfaite (Lol40, musical setting composed by Anthonello da Caserta), De toutes 
flours (B31), Gais et jolis (B35), Quant Theseiis I Ne quier (B34 ). 

Transatlantic. 
ORL 8654 (LP; also Reprise 6407 and RS 6407; CD as TRACD 224; also 

Lost Lake Arts LL087 and Shanachie 97022). The Lady and the Unicorn. 
John Renbourn, guitar and sitar. Released 1970. 
Sans cuer m'en I Amis I Dame (B 17). 

University of Texas Press. 
Baltzer 1991 b (see main bibliography). Recorded May and July 1988. 

Esperance (B 13), Je sui aussi (B20). See comments in Baltzer 1991a, 154-55. 

Vanguard (see also Bach Guild). 
VRS 448 (LP). The Art of Roland Hayes; Six Centuries of Song. Vol. 1. 

Roland Hayes, tenor; Reginald Boardman, piano. Recorded 1954. 
Douce dame jolie (V 4). Arranged by Jean-Baptiste Theodore Weckerlin (see chap. 2.5). 

VSD 71179 (LP). Douce dame. Music of Courtly Love from Medieval France 
and Italy. The Waverly Consort. Michael Jaffee, director. Recorded June 
1973. No texts. 
Comment qu' a moy (VS), Douce dame jo/ie (V4), Foy porter (V25/22), Je sui aussi 
(B20),Rose, lis (RIO). Review: Denis Arnold, Gramophone 53 (1975-76): 356,359. 

32 Ml8 was reissued in Argo (American Heritage Pub. Co.) CSL 1000 (2 LPs), Great Music 
of Europe's Courts and Cathedrals (1974). 
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VSD 79191 (LP; also VRS 9191). Inventions. Sandy Bull, guitar, oud, and 
banjo. 1965. 
Sans cuer m'en I Amis I Dame (B 17). 

VEB Deutsche Schallplatten. 
8 27 956 (LP). Gotische Polyphonic. Musica mensurata. Olaf Raitzig, 

director. Recorded 1984. 
Marryrum I Diligenter (Ml9). 

Victor. 
45083 (78 rpm, matrix: B15594-4). Lambert Murphy, tenor; Francis 

Lapitino, harp; ... Carline, lute. 1915. Not heard. 
Douce damejolie (V4). 

Voix de son Maitre. 
DB 5118 (78 rpm: matrix: 2LA 2447 I). Les maftres franrais du Moyen Age. 

Psallette Notre-Dame. Jacques Chailley, director. 1939. Not heard. 
Mass (Kyrie I, incomplete Credo). 

Westminster. 
XWN 18166 (LP; France: Vega C 30 A 80). Guil/aume de Machaut: Motets, 

Ballades, Virelais, Rondeaux. Collegium musicum of the University of 
Illinois, George Hunter, director. 1956. Texts; English summaries by 
Dragan Plamenac. 
Amours me fait (Bi9), Dame,je sui I Fins (M!!), De toutes flours (B3!), Douce dame 
jolie (V4), Douce dame, tan/ (R20), Lasse! comment I Se j'aim (MI6), Loyaute, que 
(Ll), Ma chiere (B40), Mes esperis (B39), Plus dure (V3i/28), Rose, lis (RIO), Se je 
souspir (V36!30), Tres bonne (V26(23), Tres douce dame que (B24). 

XWN 18683 (LP; reissued as W 9610). French Troubadour Songs. Hugues 
Cue nod, tenor; Giinther Leeb, lute. 1958. Not heard. 
M a chiere (B40), Se je souspir (V36/30). 

Ylioppilaskunnan Laulajat. 
(LP; matrix YLLP-1 and YLLP-2). Ylioppilaskunnan Laulajat [Helsinki 

University Male Chorus]. Ensti Pohjola, director. 1965? 
Mass. 
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Discusses the dependence of Chaucer's Book of the Duchess on Froissart's Bleu 
Chevalier. (Wimsatt [1972a] finds that the true relationship is the opposite.) Includes 
further discussion of Machaut's Fonteinne as Froissart's model (see Carl.ier 1966). 
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Castil-Blaze [Fran~ois Henri Joseph Blaze]. 
1832. Chapelle-musique des rois de France. Paris: Paulin. 

"Philippc-Ic-Bon, due de Bourgognc, fonda en sa chapcllc de Dijon et college de l'ordrc de 
la Toison-d 'Or, une m esse quotidienne et perpetucllc pour ctrc chantee solcnncllcmcnt a 
haute voix, a chant et a dechant. Unc mcssc de cc genre, composee a quatrc parties par 
Guillaume de Machault, fut executee par la Chapcllc de Charles V, au sacrc de cc prince. 
Le manuscrit de ccuc mcssc est a la Bibliotheque du Roi" (42). 

Castro, Jose Ram6n. 
1953. Cauilogo del Archivio General de Navarra. Catdlogo de la seccion de 

compros documentos. Vol. 3, Anos 1358-1361. Diputacion fora! de 
Navarra. Archivio General de Navarra. Pamplona: Editorial Aramburu. 
Includes abstract of a document of 16 October 1361 concerning a horse given by King 
Charles of Navarre to Machaut (404 no. 1025). 

1956. Catdlogo del Archivio General de Navarra. Catdlogo de la seccion de 
comptos documentos. Vol. 15, Anos 1384-1385. Diputacion fora! de 
Navarra. Archivio General de Navarra. Pamplona: Editorial Aramburu. 
Includes abstract of a document of 21 January 1384 concerning King Charles of Navarrc's 
purchase of a manuscript of Machaut's Conforl (19-20 no. 35). 

Catalogue genera/e. 
1928. Caralo gue generale des manuscrits des bibliotheques publiques de 

France. Paris. Bibliotheques de l'lnstitut. Musee Conde a Chantilly. Biblio­
theque Thiers. Musees Jacquemart-Andre a Paris et a Chaalis. Paris: Pion. 
Standard catalogue description of F:C/1485 [33] (p. 105) and Ch [59] (p. 122). 

Caylus [Anne-Claude-Philippe de Tubieres de Grimoard de Pestels de Levy, 
Comte de]. 

1753a. "Premier memoire sur Guillaume de Machaut, poete et musicien dans 
le XIVe siecle: Contenant des recherches sur sa vie, avec une notice de ses 
principaux: ouvrages." M emoires de litterature, tires des registres de 
I' Academie Royale des Inscriptions et Belles-Lettres 20:399-414. 
An early study of Machaut's works, read to the Academy in January 1747. 

1753b. "Second memoire sur les ouvrages de Guillaume de Machaut: Conte­
nant l'histoire de la prised' Alex:andrie, et des principaux: evenements de la 
vie de Pierre de Lusignan, roi de Chypre et de Jerusalem; tiree d'un poeme 
de cet ecrivain." Memoires de litterature, tires des registres de I' Academie 
Royale des Inscriptions et Belles-Lettres 20:415-39. 
Second installmcnt of an early study of Machaut's works, read to the Academy in January 
1747. 

Cazelles, Brigitte 
1984. "Souvenez-vous." Poerique 60:395--410. 

Concerns devotional poetry of the trouvcrcs; mentions Machaut's Plourez. dames (B32) 
(pp. 401-5). 

Cazelles, Raymond. 
1947. Jean l'Aveugle: Comte de Luxembourg roi de Boheme. Bourges: 

Tardy. 
A biography of Machaut's first patron. 

1958. La societe politique et la crise de la royaure sous Philippe de Valois. 
Bibliotheque Elzevirienne. Nouvelle serie. Etudes et documents. Paris: 
Librairie d' Argences. 
A political history of France, 1328-50. Reviews: John le Patourel, English 1/iswrical 
Review 76 (1961): 93-96; J.R. Strayer, Speculum 34 (1959): 656--58. 
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1982. Societe politique, noblesse et couronne sous Jean le Bon et Charles V. 
Memoires et documents publies par la Societe de l'Ecole des Chartes 28. 
Geneva: Droz. 
A political history of France, 1350-80. Review: John Bell Hcnncman, Speculum 59 
(1984): 127-29. 

Cemy, Vaclav. 
!982. "Guillaume de Machaut au service du roi de Boheme." In Guillaume de 

Machaut 1982,67-68. 
Interesting summary of the period of Machaut's direct service to John of Luxembourg. 

Cerquiglini, Bemard and Jacqueline. 
1976. "L'ecriture proverbiale." Revue des sciences humaines 163:359-75. 

Analysis of proverbs in selected texts of Machaut (Remede, Fonteinne, Voir Dit), 
Froissart, and Deschamps. For the Voir Dit, the discussion focuses especially on the 
articulativc function of proverbs in the story of Apollo and Coronis. 

!984. "Le Moyen Age." In Histoire de la litterature jran9aise, ed. Bemard 
Lecherbonnier, 9-39. Paris: Nathan. 
Mac ha ut discussed on pp. 27-34; the approach is similar to Cerquiglini 1983. 

Cerquiglini[-Toulet], Jacqueline. 
1972-73. "Le 'Voir-Dit' de Guillaume de Machaut et les langues poetiques du 

Moyen Age." These d'Etat Paris-IV. 
Not examined. 

1977a. "Le montage des formes: L'exemple de Guillaume de Machaut." 
Perspectives medievales 3:23-26. 
Detailed discussion of the technique of montage (sec Ccrquiglini 1977b) in Machaut's nar­
ratives with lyrical insertions, including Remede and Voir Dit. The narrative frame serves 
to guarantee the UUth of the lyrics and the genuineness of the feeling (sentement). Briefly 
touches upon many ideas that Cerquiglini develops more fully subsequently. See 
Ccrquiglini 1978a and 1985b, chap. 1.2, "Le montage des formes dans le 'Voir Dit "' 

1977b. "Pour une typologie de !'insertion." Perspectives medievales 3:9-14. 
Distinguishes three types of narrative with lyrical insertion: collage or anthology 
(thirteenth century), in which miscellaneous lyrics or refrains not by the author of the 
narrative arc included as divertissements and performance pieces; montage or art poetique 
(fourteenth century), in which the inserted lyrics, entire poems composed by the author of 
the narrative, form the pseudo-autobiographical point of departure for the story; and the 
edition, a mixture of the previous two types, represented uniquely by Froissart's 
Meliador, in which the narrative is designed to incorporate a corpus of lyrics by a different 
author. A table lays out the characteristics of each type. Sec also Ccrquiglini 1985b, 
chap. I.I "Typologie de !'insertion lyrique." English summary in J.H.M. Taylor 1990, 
541--42. 

!978a. "Syntaxe et syncope: Le langage du corps et ecriture chez Guillaume 
de Machaut." Languejran9aise 40 (Dec.): 60-74. 
In the Voir Dit, language of the body----<onceming heart, eyes, etc.-is one means of 
authenticating uuth; there is a distinction between the UUth of lyrics and the UUth of the 
letters. What is true about the Voir Dit is the textuality (ecriture). Includes citations from 
Remede and Lyon. Much of this material is revised in Cerquiglini 1985b, part 3, chap. 2, 
"Ecrirc le vrai"; for an English summary of some of the main points and terminology, see 
Peckham's review of Cerquiglini 1985b (916). 

1978b. "Tension sociale et tension d'ecriture au XIVeme siecle: Les dits de 
Guillaume de Machaut." In Litterature et societe au Moyen Age, ed. Danielle 
Buschinger, 111-29. Actes du colloque d'Amiens des 5 et 6 mai 1978. 
Paris: Champion. 
Concerns the relation between clerk and chevalier in the narrative dits of Machaut, espe­
cially the Fonteinne and Voir Dit, but also mentions Jugement Behaingne, Jugement 
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Navarre, Alerion, and Remede. Revised in Ccrquiglini 1985b, pan 2, chap. I, "Le clcrc­
Ccrivain." 

1980a. "Le clerc et 1 'ecriture: Le Voir dit de Guillaume de Machaut et la 
definition du dit." In Literatur in der Gesel/schaft des Spiitmittelalters, ed. 
Hans Ulrich Gumbrecht et al., 151-68. Grundriss der romanischen Litera­
turen des Mittelalters. Begleitreihe zum GRLMA 1. Heidelberg: Winter. 
Machaut's Voir Dit is the focus for a wide-ranging study of the definition of the tenn dit. 
Ccrquiglini considers titles, the discontinuity of lyrical insertions, and the stance of the !­
narrator as defining characteristics of a new form in the fourteenth century. Cerquiglini 
pursues the question further in 1988a; see also comments in Huot 1987,212-13. 

1980b. "Le lyrisme en mouvement." Perspectives medievales 6:75-86. 
Discusses the fourteenth-century tendency towards a narrative aspect of lyrics, seen in col­
lections (Cent Ballades) and in groups of lyrics that treat a similar theme (Machaut's 
Loange). Cerquiglini links this tendency to the new attention to time in literature and life. 
Consideration of twelfth- and thirteenth-century lyricism compared to late medieval lyri­
cism, with the example the Cent Ballades of Jean le Scncschal et al. 

1981. "Guillaume de Mach aut et l'ecriture: L'enigme du 'Voir Dit."' These de 
doctorat d'Etat, Paris, Universite de Paris-Sorbonne. 3 vols. Microfilm: 
Lille, Atelier des theses, no. 12.83.1271. 
Revised and much abridged as Ccrquiglini 1985b. Abstract: Perspectives midievale.s 8 
(June 1982): 84-88. 

1982. "Ethique de la totalisation et esthetique de la rupture dans le Voir-Dit de 
Guillaume de Machaut." In Guillaume de Machaut 1982, 253-62. 
Machaut's works exhibit totalisation-thc urge to collect diverse elements together (the 
complete-works manuscripts, the Prologue, the Voir Dit itself), but also rupture---<liscon­
tinuity, by presenting different types of writing at once. Narrative portions comment on 
the lyric texts, while the Ovidian exempla arc digressions, Conning a kind of verbal 
polyphony. 

1983. "Le nouveau lyrisme (XIVe-XVe siecle)." In Poirion 1983, 275-92. 
Rehabilitation of the fourteenth and fifteenth centuries as a time of creative tendencies in 
literature. Discusses the narrative aspect of the lyrics, tcxtuality, and narratives with lyri­
cal insertions. 

1984. "Le clerc et le louche: Sociology of an Esthetic," trans. Monique 
Briand-Walker. Poetics Today 5:479-91. 
The literary physical attributes of a clerk, and the change to the more writcrly poetics of 
the fourteenth and fifteenth centuries. Develops ideas also presented in Cerquiglini 1985b, 
part 2. 

1985a. "L'ecriture louche. La voie oblique chez les Grands Rhetoriqueurs." 
In Les Grands Rhetoriqueurs. Acres du Ve Col/oque International sur le 
Moyen Franrais. Milan, 6-8 mai /985, 1:21-31. Centro Studi sulla Lettera­
tura Medio-Francese 3. Scienze Filologiche e Letteratura 29. Milan: Uni­
versitil Cattolica del Sacro Cuore. 
Further development of Ccrquiglini 1984, concerning the literary attributes of the writer 
in the fourteenth and fifteenth centuries. 

1985b. "Un Engin si soutil": Guil/aume de Machaut et/' ecriture au X/Ve 
siecle. Bibliotheque duX Ye Siecle 47. Geneva: Slatkine; Paris: Champion. 
The most important recent literary analysis of Machaut's narrative poetry, an abridged 
publication ofCcrquiglini 1981. Although focused on the Voir Dit, Ccrquiglini ranges far 
beyond this single work. Ccrquiglini had access to the unpublished complete edition of 
the poem by Paul lmbs, and references arc freely made to portions of the poem omiued in 
the Paris 1875 edition. Abstract: Encomia 9 (1987): 36 no. 105. Reviews: Bade! 1985; 
Anne Bcrthclot, Medievales 10 (spring 1986): 130-33; Joel Blanchard, Moyenfran~ais 17 
(1985): 151-52; Fredcrick Goldin, Romance Philology 44 (1990-91): 497-503; Dieter 
lngenschay, Romanische Forschungen 98 (1986): 423-26; Monique LConard, Revue des 
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sciences humaines 202(2 (1986): 180-81; Uifstedt 1987 (with new material on the title 
Voir Dit, 231); Robcrt D. Peckham, Speculum 62 (1987): 914-16 (corrections); Bcmard 
Ribemont, Revue des /angues romanes 89 (198S): 287-91; sec also abstracts above to 
Cerquiglini 1978a, 1978b, and 1981; R. Liver review of Brownlce 1984; and Sturgcs 
1992, 146-47. 

1986a. "Ecrire le temps. Le lyrisme de la duree aux XIVe et XVe siecles." In 
Le temps et la duree dans la litterature au Moyen Age et a la Renaissance. 
Acres du colloque organise par le Centre de Recherche sur la Litterature du 
Moyen Age et de la Renaissance de /' Universite de Reims (novembre 
1984), ed. Yvonne Bellenger, 103--14. Joumees remois 1984 sur le Moyen 
Age et la Renaissance. Paris: Nizet. 
New to lyrics in the fourteenth century is a narrative aspect; also new is an attention to 
time: viewing the past and the passage of time. The lyrics scattered throughout the Voir 
Dit depict the principal moments of the love affair, similar to scenes in miniatures. Dis­
cusses the term souvenir. Considers many works and poets, but especially Machaut's 
Voir Dit. Abstract: Gilles Roussineau, Encomia 10 (1988): 43 no. 146. 

1986b. "Guillaume de Machaut, poete de la subtilite." Etudes Champenoises 
5:19-25. 
Consideration of Machaut's reputation and fame, with an excellent summary of important 
points in Cerquiglini 198Sb. 

1987a (ed.). Guillaume de Machaut. Lob der Frauen. Gedichte altfranzosisch 
und deutsch. M it 21 Miniaturen und einer Notenseite aus einer Handschrift 
des 14. Jahrhunderts, trans. Rene Perennec and Uwe Grtining. Leipzig: 
Reel am. 
New editions, with German translations, of fifty poems of the Loange des Dames, 
including (in this order): Gent corps (LoS=VD42), Or voy je bien (Loll), On dist souvent 
(Lol4), Ou pai:1 (Lol7), Se je me fusse (Lo24), Dame plaisant (Lo26), Gentils cuers 
(Lo27), Souvent me fait (Lo32), Tenus me sui (Lo36), Grant merveille (Lo44), Trop me 
seroit (LoSO), Trop est crueus (LoS!), He/as! pour quoy (LoS3), Se faire .w;ay (LoSS), 
/le/as! je sui (LoS6), Dame, merci (Lo66), Las! j' ai failli (Lo70), Douce dame, vous 
(Lo73), Aucunes gens (Lo7S), Puis que j' empris (Lo77), Blanche corn lis (Lo82), N' est 
pas doleur (Lo83), Loing de rrwn cuer (Lo86), Certes mes do us (Lo90), Vo dous gracieus 
(Lo92), D' uns do us ueil (Lo94), Un dous regart (Lo9S), Nulz horns ne puet (Lo97), La 
grant ardeur (Lo99), Li cuers me tramble (Lol04), lie! mesdisans (Lol27), Se pleins 
fusse (Lol4S), Peines, doleurs (Lol47), Trop se peinne (Lol64), Ne penses pas (Lol74), 
Li plus grans biens (Lol80=VD30), Pour Dieu (Lol83), /1 m' est avis (Lol88=B22), 
/le/as! pour ce que (Lol89), On ne puet riens (Loi92),Je puis trop (Lo203=B28), Une 
vipere (B27; cf. Lo204),Je maudi /'eure (Lo213), He/as! dolens (Lo21S),Je preing congie 
(Lo223), Se je vous aim (Lo231), Dire scens (Lo233), Certes rrwn oueil (Lo234=RIS), 
Je di qu' il n' a (Lo242), and Quant je commem;ay (Lo246). The publication contains 
several color facsimiles of miniatures from MS F-G, as well a~ G fol. IS3r, containing 
M a fin (Rl4) and Certes, mon oueil (RIS). The afterword by Cerquiglini (123-44) has a 
brief biography and introduction to the Loange, comments on poems included in the 
edition, and notes on language by Rene Perennec (145-48). 

1987b. "Guillaume de Machaut ou de Machault (v. 1300-1377)." In 
Dictionnaire des litteratures de langue franraise, ed. J.-P. de Beaumarchais, 
Daniel Couty, and Alain Rey, 1068-69. 4 vols., continuous pagination. 
Paris: Bordas. 
Dictionary article; includes a succinct treatment of the innovative narrator persona in 
Machaut's dits. 

1987c. "Quand la voix s'est tue: La mise en recueil de la poesie lyrique au 
XIVe et XVe siecles." In La presentation du livre. Acres du colloque de 
Paris X-Nanterre (4, 5, 6 decembre 1985), ed. Emmanuele Baumgartner 
and Nicole Boulestreau, 313-27. Litterales 2. Cahiers du Departement de 
Fran~ais, Paris X-Nanterre. Paris: Centre de Recherches du Departement de 
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Franr;:ais de Paris X-Nanterre. Also appears in Der Ursprung von Literatur: 
Medien, Rollen, Kommunikationssituationen zwischen 1450 und 1650, ed. 
Gisela Smolka-Koerdt et al., 136-48. Materialitat der Zeichen. Munich: 
Fink, 1988. 
A principal difference between lyricism of the twelfth and thirteenth centuries compared to 
the fourteenth and fifteenth centuries is the immediate organization of the latter into col­
lections. Three different kinds of lyric compilations are seen in the fourteenth and fifteenth 
centuries, (I) lyrics organized into a larger work, as Machaut's Voir Dit; (2) the lyric col­
lection as an album; and (3) the collection as an anthology, a selection of lyrics without a 
single theme, as in the fardin de Plaisance. Considers Froissart, Oton de Granson, and 
Machaut's Voir Dit especially; aspects are revisited in Ccrquiglini 1991a. 

1988a. "Le dit." In Poirion 1988b, 86-94. 
Develops Cerquiglini 1980a, with further discussion of elements of fragmentation and 
textuality in the dit. Examples from many authors, including Machaut. 

1988b. "Le rondeau." In Poirion 1988b, 45-58. 
Survey of the history, structure, aesthetic, and function of the rondcau. 

199la. "Fullness and Emptiness: Shortages and Storehouses of Lyric 
Treasure in the Fourteenth and Fifteenth Centuries," trans. Christine Cano 
and John Jay Thompson. Yale French Studies Special Edition; Contexts: 
Style and Values in Medieval Art and Literature, ed. Daniel Poirion and 
Nancy Freeman Regalado, 224-39. 
Two images in Froissart, making garlands of flowers, and enclosing lyrical poems in 
boxes, arc related to the emergence of the professional writer, who was concerned with 
anxieties over poetic composition, demands of the patron, and maintaining his works. 
The discussion of the "aesthetic of the book" (236-39) further develops aspects of 
Cerquiglini 1987c. Mentions Machaut's Prologue, Fonteinne, and Voir Dit. 

1991 b. "Le Voir Dit m is a nu parses editeurs, m em e. Etude de la reception 
d'un texte a travers ses editions." In Mittelalter-Rezeption. Zur Rezeptions­
geschichte der romanischen Literaturen des Mitre/alters in der Neuzeit, ed. 
Reinhold R. Grimm, 337-80. Grundriss der romanischen Literaturen des 
Mittelalters. Begleitreihe zum GRLMA 2. Heidelberg: Winter. 
Fascinating account of the history of the Voir Dit in its editions of Tarbe (1849; 1856) 
and P. Paris (1875). Consideration of order of letters and lines omitted by Paris, which 
reveal his own view of the work, one which badly misrepresents Machaut' s dit. 

1993a. "Cadmus ou Carmenta: Reflexion sur le concept d'invention a la fin 
du Moyen Age." In What is Literature? France 1100-1600, ed. Fran~ois 
Cornilliat, Ullrich Langer, and Douglas Kelly, 211-30. The Edward C. 
Armstrong Monographs on Medieval Literature 7. Lexington, Ky.: French 
Forum. 
Discussion of the medieval concept of invention; includes consideration of the "Roi qui 
ne ment" episode in the Voir Dit (216-18). 

1993b. La couleur de la melancolie. La friquentation des livres au X!Ve 
siecle, 1300-1415. Collection Breves Litterature. Paris: Hatier. 
Characterization of the fourteenth century in French literature, extending approximately 
from the accession of the Valois (1328) to the Battle of Agincourt (1415). For Cerqui­
glini-Toulct, themes of melancholy confirm Huizinga's metaphor of an "autumn" 
(Huizinga 1924). Ccrquiglini-Toulct develops a number of topics: the supplanting of 
Latin by French; the concern for genealogical hierarchy (paternity) represented in literature 
by questions of authority and heritage; the clcrkly writer and his patrons and auctoritates 
(predecessors, models); the Cour d' Amour; new subject matters besides the traditional 
armes et amours; images of poetic creation and the book. Machaut cited passim, csp. 
Fonteinne and Voir Dit. Parts of Ccrquiglini-Toulct 1991a reappear in chap. 4. Reviews: 
Picrre-Yves Bade!, Romania 112 (1991): 564; Renate Blumenfcld-Kosinski, Romance 
Philology 48 (1995): 300-302; M.J. Freeman, French Studies 49 (1995): 186-87. 
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1993c. "Fama et les preux: Nom et renom a la fin du Moyen Age." 
Medievales 24 (spring): 35--44. 
Authors utilized lists of renowned names in fourteenth-century poetry, such as the Neuf 
Prew;, the Neuf Preuses, or the nine muses, to include the name of a patron or even to 
introduce the poet's own name. Poets guaranteed themselves undying renown through 
their writings. Mentions Prologue, Voir Dit, Prise, and Dcschamps's dip/oration. 
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Moyen Age. Paris: Stock. 
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original titles: A toi. flanri (Cp3), Je puis trop (Lo203=B28), Se pour ce muir (Lo238= 
VD60=B36), Plourez, dames (Lo229= VD5=B32), Dou me moire (Lo253), Blanche corn 
lis (Lo82), Quant Colette (Lo237), and M a fin (R 14). 
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musique. Vol. 1, Des origines a Jean-Sebastien Bach, ed. Roland-Manuel, 
765-80. Encyclopedie de la Pleiade 9. [Paris]: Gallimard. 
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volume. Geneva: Slatkine, 1973. 
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blattfiir germanische und romanische Philo/ogie 31 (1910): 22-26 (many corrections); A. 
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1982b. "The So-Called Cyclic Mass ofGuillaume de Machaut: New Evidence 
for an Old Debate." Musical Quarterly 68:307-23. 
Attempts to prove that the Mass was compiled from originally disparate parts. The pre­
sentation of manuscript evidence lacks some of the erroneous statements about MS B 
found in the French version (1982a), probably eliminated in light of a paper read in 1978 
by Margaret Bent at a meeting of the American Musicological Society, later published as 
Bent 1983; even so, what remains proves little. Much is made of changes of manuscript 
format, but since these concern sections of the Mass that move between syllabic and 
melismatic style, or have to do with the overall size of a given manuscript, the different 
formats tell us nothing about questions of compositional process or separate layers of 
composition. A.W. Robertson corrects the observations on liturgical sources, proving 
that the Mass was composed for Reims (1992, 103, 104 n. 15, 105 n. 19, 108 n. 22 and 
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unit. Abstract: RILM 16 (1982), no. 2212. 
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Machaut 1982,75-94. 
Expanded French version of Keitcl 1977a. 
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1978. Medieval Imagination. Rhetoric and the Poetry of Courtly Love. 

Madison: University of Wisconsin Press. 
A study of late medieval French love poetry, from the RotrUJn de la Rose to the fifteenth­
century Rhitoriqueurs. This is a poetry of imagination, of the perception and retention of 
images in the mind. The poet (more accurately a trouvere) imitates creation in the reinter­
pretation and variation of images through rhetorical means such as descriptio and ampli­
ficatio. Chap. 6, "Guillaume de Machaut and the Sublimation of Courtly Love in Imagi­
nation" (121-54) demonstrates a transformation in Machaut's treatment of fin' amors 
beginning with the Remede, when the desire for merci becomes a secondary consideration, 
and Hope alone is sufficient to the perfect lover. Abstract: Cultura neolatina 41 (1981): 
262; Peclc 1988, no. 123. Reviews: Mcchthild Albcn, Vox romanica 42 (1983): 266-68; 
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Discusses Froissart's exempla, freely adapted-a product of imagination-from Ovid, and 
their use in his dits. Froissart's transformations of Ovid arc not marks of ineptitude, but 
an expression of creative imagination-"intertcxtual refleetions"-to adapt the material to 
new contexts. Some mention of Machaut's use of Ovidian exempla in Jugement Navarre 
and Confort. 

1983. "La specialite dans !'invention des topiques." In Archiologie du signe, 
ed. Lucie Brind' Amour and Eugene Vance, 101-25. Recueils d'Etudes 
Medievales I Papers in Mediaeval Studies 3. Toronto: Pontifical Institute of 
Mediaeval Studies. 
Study of what twelfth- and thirteenth-century medieval arts of poetry say about invention, 
the identification of source material, and the adaptation and arrangement of that material to 
do something new. Mac ha ut figures only as a small pan of a much larger demonstration; 
the treatises arc used to illuminate passages in Prologue, Remede, and Confort. 
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Discusses the incorporation of Ovidian exempla (montage) in the fourteenth-century dit or 
traite as well as medieval conceptions of form and poetic creation lforma tractatus and 
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Jugemenl Behaingne, Jugement Navarre, Remede, Lyon, Alerion, Voir Dit, and works of 
Froissart. 

1987. "The Genius of the Patron: The Prince, the Poet, and Fourteenth­
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1989. "Medieval k,,_ --ric." In A New History of French Literature, ed. Denis 
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Press. 
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Colloque Amiens, /9-23 mars 1986, ed. Danielle Buschinger and 
Wolfgang Spiewok, 137-49. WODAN: Recherches en litterature medievale 
15; Serie 3/5. Goppingen: Kiimmerle. 
Topical invention in medieval French poetry. In Machaut's Prologue, Scens provides the 
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the fourteenth century, poets transform images known from the Ovide Moralise. A master 
writer is adept at finding common threads in different materials susceptible to multiple 
significations and contexts, and various conceptions of love proposed by various authors 
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(e.g., Guillaumc de Lorris, Jean de Meun, Guillaume de Machaut) arc expressed by the 
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Jugement Behaingne andlugement Navurre treat the same question, but do so according to 
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1984. Christine de Pizan: A Bibliographical Guide. Research Bibliographies 

and Checklists 42. London: Grant and Cutler. 
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1882. Poesies de Gilles Li Muisis. Vol. 1. Louvain: Lefever. 
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Kibler, William W. 
1978. "Poet and Patron-Froissart's Prison Amoureuse." Esprit createur 18: 

32-46. 
Interesting account of the literary production of Wcnccslas of Brabant and his role in 
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Remede and Voir Dit. Criticism in De Loozc 1993a, 108-9 n. 30. 

Kibler, William W., and James I. Wimsatt. 
1983. "The Development of the Pastourelle in the Fourteenth Century: An 

Edition of Fifteen Poems with an Analysis." Mediaeval Studies 45:22-78. 
Edition of pastourelles from MS Pa [50], included here for the information on the manu­
script. On the importance of the group of pastourelles, see also Wimsatt 1984. 

1987. "Machaut's Text and the Question of His Personal Supervision." 
Studies in the Literary Imagination 20:41-53. 
An earlier presentation of some of the material in the Preface to Wimsatt!Kiblcr 1988. 
Demonstrates an "early" and "late" text tradition for both Jugement Behaingne and 
Remede and indicates that careful proofreading was not part of Machaut's authorial 
supervision. The analysis of the manuscript tradition provides a view different from that 
implied by Hocpffncr's stcmma (1908-21, l:xlviii). 
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Diplomatic facsimile of the opening of the Gloria after Kalkbrenncr 1802, with an 
attempted transcription (Beilage, p. 4). See Kicscwcttcr 1846. 

1838. "Ueber den weltlichen und volksmassigen Gesang im Mittelalter." 
Allgemeine musikalische Zeitung 40:233---47, and Beilage no. 15. 
Includes two examples of monophonic works by Machaut, J' aim la flour (L2, strophe la; 
cd. in Beilage, no. 12, in modern edition and in diplomatic facsimile, after Bottee de 
Toulmon 1836), and Dame, a vous (RF6, refrain only; cd. in Beilage, no. 13, in modern 
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Includes consideration of Machaut's Fonteinne and Chaucer's Book of the Duchess (96-
102). 

Knowlton, E.C. 
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In Milanges de langue et de litterature medievales offerts a A/ice Planche, 
ed. Maurice Accarie and Ambroise Queffelec, vol. 2 of 2 vols., 327-37. 
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penser (V28/25), Mors sui (V29/26), and Liement (V30/27), with a description of the 
notation of each. 

Parrish, Car!, and John F. Ohl, eds. 
1951. Masterpieces of Music Before 1750. An Anthology of Musical 

Examples from Gregorian Chant to J.S. Bach. New York: Norton. 
Includes commentary and edition of Agnus I (36--39 no. 13). 
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Parrott, Andrew. 
1977. "Performing Machaut's Mass on Record." Early Music 5:492-95. 

Performance problems and how they have been handled in seven recordings of the Mass. 
Discusses presentation of the Kyrie, liturgical context, and instrumental participation. 
Abstracts: RILM 11 (1977), no. 5658; Karin Paulsmeier, Easier Jahrbuchfiir historische 
M usikpraxis 2 (I 978): 224 no. 146. 

Patch, Howard Rollin. 
1923. "Fortuna in Old French Literature." In Smith College Studies in 

Modern Languages 4/4 (July): 1--45. 
Discusses passages in Machaut that mention Fortune (21-23), esp. Remede, with numer­
ous references (23 n. 91) to Jugement Behaingne, Jugement Navarre, Alerion, Voir Dit, 
and many lyrics of the Loange. The citations, in the following order, include On verroit 
meint amant (Lo38), Se trestuit cil (Lo48), He/as! je sui de si (Lo56), Last j' ai failli 
(Lo70), Douce dame, prenes temps (Lo76), Puis qu' Eiirs (Lo II3), Trop se peinne 
(Lol64), 11 m' est avis (Lol88=B22), He/as! pour ce que Fortune (Lol89), De Fortune 
(Loi95=B23), Tant ay perdu confort (Lo202),Je maudi /'eure (Lo213),Amours, madame 
(Lo227), Nes qu' on (Lo232=B33), Amours qui m' a (Lo243), Se vo grandeur (Lo263), On 
ne doit pas (Lo264), Aus amans (L4, strophe 9), Amis, t' amour (LI0/7, strophes 4 and 
7), U n morte/lay (L 12/8, strophe I), S' onques (L 17/12, strophes I, 3, 5, and 6), M algre 
Fortune (LI9/14, strophes I and 2), Je ne me say (L20, strophe 5), En demantant 
(L24/18, strophes 5, 6, 7, 10, and 12), He! Mors I Fine (M3, motetus), Qui es I Ha! 
Fortune (M8, triplum and motetus), He/as! pour quoy virent I Corde (MI2, motetus), 
Maugre mon cuer I De ma dolour (MI4, motetus), De toutes flours (B31), De triste I 
QuantI Certes (B29, De triste only), Cuer qui se sentjeune (LoA3; see also Patch 1927, 
72 n. 4), and Folie largesse (LoAIO; see also Patch 1927, 96n.). 

1927. The Goddess Fortuna in Mediaeval Literature. Cambridge, Mass.: 
Harvard University Press. Reprint. New York: Octagon Books, 1967. 
Facsimile of miniatures C I4b (see chap. 4.4e) and A 147 (see chap. 4.4k). Besides the 
many references to Fortune in Remede (separately indexed by Patch), the following works 
are cited: Jugement Behaingne (92 n. I, 96n.),Jugement Navarre (41 n. 3, 64 n. 2, 76 n. 
I), Alerion (40 n. 2, 63 n. 2, 75 n. 3, 76 n. I, 91 n. I, 100 n. 2, 104 n. 2), Amis, 
t' amour (LI0/7; 94 n. I), Amours, madame (Lo227; 92 n. 1), Amours qui m' a (Lo243; 
91 n. 1), Aus amans (L4; !56 n. 1), De Fortune (Lol95=B23; 96n.), De toutes flours (64 
n. 2), De triste (Bn32=B291; 96n.), En de mandant (L24!18; 68 n. 3, 80 n. 2, 119 n. 1), 
He! Mors I Fine (M3; 108 n. 4), He/as! pour ce que (Lol89; 96n.), He/as! pour quoy 
virent I Corde (MI2; 81 n. 2), 11 m' est avis (Lol88=B22; 75 n. 3, 84 n. 1), Malgre 
Fortune (Ll9/14; 92 n. I), Maugre mon cuer I De ma dolour (MI4; 94 n. 1), Puis que 
j' empris (Lo77; 96n.), Quant Ecuba (Cp4; 83 n. 3), Qui es I Ha! Fortune (M8; SOn. 2, 
56 n. 2, 65n., 101 n. 4, 119 n. 1), S'onques (Ll7/12; 77 n. I, 96n., 134 n. 2), Se 
trestuit cil (Lo48; 42n.), Se vo grandeur (Lo263; 91 n. 1), Tant ay perdu confort (Lo202; 
96n.), and Un mortel lay (LI2/8; 119 n. I); Patch cites the following opera dubia as 
works of Machaut: Cuer qui se sent (LoA3; 96n.), and Folie largesse (LoAIO; 72 n. 4). 

1935. The Tradition of Boethius: A Study of His Importance in Medieval 
Culture. New York: Oxford University Press. Reprint. New York: Russell 
and Russell, 1970. 
Includes brief discussion ofBoethius's influence on Remede, Confort, and Voir Dit. 

1950. The Other World, According to Descriptions in Medieval Literature. 
Smith College Studies in Modem Languages, New Series 1. Cambridge, 
Mass.: Harvard University Press. 
Mention of visions of the Earthly Paradise in Vergier, Jugement Behaingne, Lyon, and 
Fonteinne. 

Patterson, Warner Forrest. 
1935. Three Centuries of French Poetic Theory: A Critical History of the 

Chief Arts of Poetry in France ( 1328-1630). University of Michigan Publi-
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cations; Language and Literature 14-15. 2 vols. in 3. Ann Arbor: Univer­
sity of Michigan Press. Reprint. New York: Russel and Russel, 1966. 
Discussion of Machaut's Prologue, Deschamps's Art de Dictier, the anonymous Regles 
de la Seconde Rettorique, and Baudet Herenc's Doctrinal de la Secunde Retorique. Vol. 2 
includes editions of En haut penser (Lol; ed. 2:63-64), Blanche corn lis (Lo82; ed. 
2: 121), Se je vous aim (Lo231; ed. 2:75), Douce, plaisant (VD25; ed. 2: 149-51), Onques 
si bonne (VD45; ed. 2:156-57), Prologue ballades 1 and 3 (ed. 2:72-74, Harpe (excerpt; 
ed. 2: 197-99), and Lyon (excerpt; ed. 2: 199-200). 

Paulsmeier, Karin. 
1986. "Aspekte der Beziehung zwischen Notation und Stil." Basler Jahrbuch 

fur historische Musikpraxis 10:63-90. 
Includes a facsimile of MS A, fol. 466r, with Tres douce dame (B24). 

Pearcy, Roy. J. 
1980. "The Genre ofWilliam Dunbar's Tretis of the Tua Mariit Wemen and 

the Wedo." Speculum 55:58-74. 
The poet as hidden observer in Dunbar's Tretis has a parallel in Machaut's Jugement 
Behaingne (72 n. 21). 

Pearsall, Derek, and Elizabeth Salter. See also Salter and Pearsall. 
1973. Landscapes and Seasons of the Medieval World. London: Elek. 

Includes consideration of Machaut's garden landscapes in Vergier, Jugement Behaingne, 
Remede, Lyon, and Fonteinne (172-73 and notes, 224). 

Peck, Russel A. 
1983. Chaucer' s Lyrics and Anelida and Arcite: An Annotated Bibliography, 

1900 to 1980. The ChaucerBibliographies. Toronto, Buffalo, and London: 
University of Toronto Press. 
Annotated Chaucer bibliography. 

1988. Chaucer' s Romaunt of the Rose and Boece, Treatise on the Astrolabe, 
Equatorie of the Planetis, Lost Works, and Chaucerian Apocrypha: An 
Annotated Bibliography, 1900 to 1985. The Chaucer Bibliographies. 
Toronto, Buffalo, and London: University of Toronto Press. 
Annotated Chaucer bibliography. 

Peignot, G[abriel]. 
1841. Catalogue d' une partie des livres composant la bibliotheque des dues de 

Bourgogne, au XVe siec/e. 2nd rev. ed. Dijon: Lagier. 
A Machaut manuscript is listed in inventories of 1405 and 1477, but the description is 
too vague to identify (67, 97). Lost MS (8], [12], or [19] may have been the manuscript 
in question. 

Pelen, Marc. M. 
1973. "The Marriage Journey: Dream Vision, Romance Structures and Epi­

thalamic Conventions in Medieval Latin and French Poems and in Middle 
English Dream Poems." Ph.D. diss. Princeton University. Ann Arbor: Uni­
versity Microfilms. Order no. 7409711. 
Not examined. Abstract: DAI A 34/11 (May 1974): 7242. 

1976-77. "Machaut's Court of Love Narratives and Chaucer's Book of the 
Duchess." Chaucer Review 11:128-55. 
Analyzes Machaut's Jugement Behaingne, Jugement Navarre, Remede, and Fonteinne in 
light of the literary tradition for love debate poems, which Pelen traces to late antiquity. 
A three-part structure is evident in the tradition: (1) dream vision; (2) debate; and (3) reso­
lution. Pelen also treats the influence of these works on Chaucer's Book of the Duchess. 
Ehrhart (1980b, 129, 138 n. 21 and 1987, 266 n. 45) takes issue with Pelen's interpre­
tation of Fonteinne. Abstract: Encomia 2/1 (1978): 78 no. 164. 
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1979. "Fonn and Meaning of the Old French Love Vision: The Fableau dou 
Dieu d' Amors and Chaucer's Parliament of Fowls." Journal of Medieval 
and Renaissance Studies 9:277-305. 
Includes valuable material on the Medieval Latin erotic debate (286--97), esp. the Alter­
catio Phyllidis et Florae, with further discussion of the tradition and structure studied in 
Pelen I 976--77. Only peripheral mention of Machaut (296--97). 

Pelicier, P[aul]. 
1899./nventaire-Sommaire des Archives departementales anterieurs a 1790. 

Marne. Archives Ecclesiastiques. Serie G4. Chalons. 
Publication of a document that mentions Jean de Machaut (124, G. 471 no. 4). 

Pelinski, Ramon A. 
1963. "Die Motetten Machauts." Master's thesis, Munich, 1963. 

Not examined. 

1975. "Zusammenklang und Aufbau in den Motetten Machauts." M usik­
forschung 28: 62-71. 
Begins with a selection of nineteenth-century critical views of Machaut as a composer. 
Mainly concerned with Ruhekliinge (static sonorities), which have an articulating function 
for the rhythmic, harmonic, and textual structure of a motel. Examples are drawn from 
several motels, especially Quant en rrwy I Arrwur (MI), De Bon Espoir I Puis que (M4), 
Tant doucement m'ontl Eins (MI3), Arrwurs qui a I Faus Samblant (MI5), Quant vraie 
arrwur I 0 series (MI1),Bone pastor I Bone pastor (MI8), and Tu qui gregem I Plange 
(M22). Cf. also Zipay 1983. Abstract: RILM 1976, 5136. 

Pellegrin, Elisabeth. 
1955. La bibliotheque des Visconti et des Sforza, dues de Milan, au XVe 

siec/e. Publications de l'Institut de Recherche et d'Histoire des Textes 5. 
Paris: Centre National de Recherche Scientifique. 
Includes a library inventory description of a lost manuscript that began with Lyon [39]. 

Perle, George. 
1948. "Integrative Devices in the Music of Mach aut." Musical Quarterly 34: 

169-76. 
A respected twentieth-century composer finds analogies between the motivic, harmonic, 
and rhythmic unifying elements in the music of Machaut and those in the music of 
Schoenberg. Appreciation of medieval music is only possible in a century thzt has over­
thrown traditional tonal harmony. (For some general thoughts on this issue, see Israel­
Meyer 1982.) Many examples are cited, including Quant Theseiis I Ne quier (B34), the 
Credo, and several isorhythmic motels. 

Peters en, N ils Holger. 
1987. Kristendom i musikken: Sammenhaeng og splittelse i den vestlige 

musikkultur-Den europaeiske musik belyst i forhold til kristendom 
gennem centrale historiske perioder (Christianity in music: coherence and 
disunion in Western musical culture-European music in the light of 
Christianity in the major historical periods). Copenhagen: Schpnberg. 
Machaut's Mass considered in a wide-ranging history of music and theology. Not 
examined. Abstract: RILM 21 (1987), no. 9811. 

Petit de Julleville, Louis. 
1892-93. "La poesie lyrique au XIVe siecle. Guillaume de Machaut." Revue 

des cours et conferences l: 194-200, 289-96, 330--37, 429-34. 
Actually concerns narrative, not lyric, poetry. The first installment has a biography of 
Machaut up to the time of his service to John of Bohemia; the second continues the bio­
graphy, with a discussion of Jugement Behaingne, Jugement Navarre, and Confort; the 
third concerns the Voir Dit; the fourth concerns the Prise. Displays very little sympathy 
for Machaut's poetry. 
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1896. "Les demiers poetes du Moyen Age." Chap. 7 of Histoire de la langue 
et de la litterature franr;aise des origines d 1900, ed. L. Petit de Julleville. 
Vol. 2, Moyen Age (des origines d 1500), deuxieme partie. Paris: Colin. 
Reprint. Nendeln, Liechtenstein: Kraus, 1975. 
Based on Petit de Julleville 1892-93. Discussion of Jugement Navarre, Confort, Prise, 
and especially Voir Dit, with some interesting comments on the lack of appeal of 
Machaut' s poetry for the late nineteenth century (338--43); short bibliography (397-98). 

Phillips, Helen, ed. 
1982. Chaucer: The Book of the Duchess. Durham and St. Andrews 

Medieval Texts 3. Durham: Department of English Language and Medieval 
Literature; St. Andrews: Department of English. 
The edition includes a general introduction to the Machaut dits (19-27). An appendix 
gives comparative passages with translations from Jugement Behaingne (170-76), 
Remede (176-80), Lyon (180-81), and Fonteinne (181-84). 

Phillipps. 
1968. The Phillipps Manuscripts: Catalogus librorum manuscriptorum in 

bibliotheca D. Thoma: Phillipps, bt. lmpressum typis medio-montanis 
1837-1871. With an introduction by A.N.L. Munby. London: Holland. 
Includes mention of MS Kr [36] (p. 100). 

Piaget, Arthur. 
1892. "Michaut pour Machaut." Romania 21:616-17. 

Clears up confusion concerning some references to Michault Taille vent ( 1390/95-<:a. 
1458) that had been taken as references to Machaut. 

1905. "La Belle Dame Sans Merci et ses imitations." Romania 34:559-602. 
A rondeau on the last flyleaf of a Chartier manuscript described here recalls the language 
of a bergerette inscribed in Machaut MS W [2). 

1941 (ed.). Oton de Grandson. Sa vie et ses poesies. Memoires et Documents 
publies par la Societe d'Histoire de la Suisse Romande 3/1. Lausanne: 
Payot. 
Includes editions of Fueille ne flour (Lol8; ed. 288), Gent corps,faitis (Lo5=VD42; ed. 
290-91), He! gentilz cuers (Lo37; ed. 289), Je ne fine nuit (Lo40; ed. 294), le ne sui pas 
(Loll; ed. 292-93), Las! amours (Lo52; ed. 297-98), Loing de vous (Lo30; ed. 299), 
Riens ne me puet (L.o29; ed. 330), Se faire s'ay (LoSS; ed. 332), Se je ne say (Lo6; ed. 
331), all from MS La [54]. 

1968 (ed.). Martin Le Franc, Le Champion des Dames. Part I. Memoires et 
Documents publies par la Societe d'Histoire de la Suisse Romande 3/8. 
Lausanne: Payot. 
Partial edition; includes one of the passages mentioning Machaut. 

Piaget, Arthur, and Eugenie Droz. 
1932. "Recherches sur la tradition manuscrite de Villon. I. Le manuscrit de 

Stockholm." Romania 58:238-54. 
Inventory and description of MS Sk [46]. 

Picherit, Jean-Louis. 
1982. "Les exemples dans le Jugement dou Roy de Navarre de Guillaume de 

Machaut." Lettres romanes 36:103-16. 
Close analysis of J ugement Navarre in the context of the examples cited by the debaters. 

Pierpont Morgan Library. 
1957. Treasures from the Pierpont Morgan Library. Fiftieth Anniversary 

Exhibition 1957. [New York]: Pierpont Morgan Library. 
Includes a description of MS Pm [18] (p. 20 no. 28). 
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Pirani, Emma. See Coen Pirani, Emma. 
Pirro, Andre. 

GUILLAUME DE MACHAUT 

1930. "Musiciens allemands et auditeurs franr;ais au temps des rois Charles V 
et Charles VI." Studien zur Musikgeschichte, Festschriftfur Guido Ad/er 
zum 75. Geburtstag, 71-77. Vienna: Universal. Reprint. 1971. 
Documents concerning German musicians in the French-speaking orbit. The list of 
instruments in the Remede includes some German instruments (71); discussion of the "res 
d'Allemagne" in the Voir Dit (71-72). 

1940. Histoire de la musique de la fin du X!Ve siec/e a la fin du X VIe. 
Manuels d'Histoire de !'Art. Paris: Renouard. 
The panorama of musical practice offered in the chapter "La musique et la societe 
mondaine" (5--44) mentions Machaut in a variety of contexts. 

Pirrotta, Nino. 
1955. "Florenz. C. Codex Palatino Panciatichiano 26 (FP)." MGG 4:401-5. 

Study of MS FP [61], with a facsimile ofMachaut's Se vous n'estes (R7). 

1966. "Ars nova." La musica. Part 1, Encic/opedia storica, ed. Guido M. 
Gatti and Alberto Basso, 1:188-97. Turin: Unione Tipografico. 
Dictionary article, with discussion of Machaut's music (191-93). See Pirrotta 1983. 

1983. "Ars nova." Dizionario encic/opedico universale del/a musica e dei 
musicisti, ed. Alberto Basso, 1/ Lessico, 1:190--96. Turin: UTET. 
Dictionary article, mostly reprinted from Pirrotta 1966 (without illustrations). 

Plamenac, Dragan. 
1951. "Keyboard Music of the 14th Century in Codex Faenza 117." Journal 

of the American Musicological Society 4:179-201, 3 facsimiles. 
The first scientific description of the MS Fa [67], which includes instrumental arrange­
ments of Honte, paour (B25) and De toutesflours (B31). Includes a facsimile and edition 
of the arrangementofB31 (p. 188,ed. 189-90, notes 194). 

1972 (ed.). Keyboard Music of the Late Middle Ages in Codex Faenza 117. 
Corpus Mensurabilis Musicae 57. [Rome]: American Institute of Musi­
cology. 
Edition of the instrumental arrangements in MS Fa [67]. 

Planche, Alice. 
1980. "Est vrais amans li drois oisiaus de proie ... Sur une image de Guil­

laume de Machaut." In Etudes de philo/ogie romane et d' histoire litteraire 
offertes a Jules Horrent a/' occasion de sa 60e anniversaire, ed. Jean Marie 
D'Heur and Nicoletta Cherubini, 351-60. Toumai and Liege: Gedit. 
Close study of the image of the true lover as a bird of prey in Jugement Behaingne, I. 
1097. Includes discussion of passages in Remede, Alerion,Jugement Navarre, and 
Confort. 

1982. "Le langage poetique de Guillaume de Machaut." In Guillaume de 
Machaut 1982, 195-214 (discussion, 215-22). 
On the qualities of Machaut's poetic language: rich rhymes, long enumerations, the word 
rosee (dew), metaphors; illustrated with many examples. 

1990a. "V ne approche de /' infini: Sur un passage du Voir Dit de Guillaume 
de Machaut. In Ecrire pour dire: Etudes sur le Dit medieval, ed. Bemard 
Ribemont, 93--108. Sapience 3. Paris: Klincksieck. 
Close explication of a long passage in the Voir Dit, 11. 8898-977 (ed. P. Paris 1875, 
363-66). 

1990b. "Eur, Bon Eur et Bonheur dans un corpus lyrique du Moyen Age 
tardif." L' idee de bonheur au Moyen Age: Acres du Colloque d'Amiens de 
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mars 1984, ed. Danielle Buschinger, 355-68. Goppinger Arbeiten zur 
Gerrnanistik 414. Goppingen: Kiimmerle. 
Vocabulary study; mentions Esperance (BI3), On verroit meint (Lo38), and Trop se 
peinne (Loi64). Ear and Bon Eur are associated with Fortune in the Roman de la Rose, 
Machaut, Deschamps, and Charles d'Orleans. The modem concept of happiness was ex­
pressed by joie, plaisance, plaisir, or liesse. On "BonneiirtC" see also Patch 1927, 40--42. 

1990c. "Les neuf soleils." Razo. Cahiers du Centre d' Etudes Medievales de 
Nice 11: 25-33. 
Planche seeks literary sources for a passage in Fonteinne. 

1993. "Larrnes du creur, larrnes du corps, dans quelques textes fran~ais en 
vers des XIVe et XVe siecles." In Et c' est la fin pour quoy sommes 
ensemble. Hommage a Jean Dufournet, Professeur a la Sorbonne Nouvel/e. 
Litterature, histoire et /angue du Moyen Age, 3:1133-42. Nouvelle Biblio­
theque du Moyen Age 25. 3 vols. Paris: Champion. 
Tears and crying in late medieval French poetry, including Machaut's. 

Plumley, Yolanda M. 
1990. "Style and Structure in the Late Fourteenth-Century Century Chanson." 

Ph.D. diss. University of Exeter. 
Not examined. Abstract: Index to Theses 40/4 (1991): 1601 no. 40-7366. 

Plummer, John. 
1959. Manuscripts from the William S. Glazier Collection. New York: 

Pierpont Morgan Library. 
Description of US:NYpm Glazier G.52, a manuscript related to Machaut MS C (21-22 
no. 29 and plate 25). See Avril 1973,99 n. I, 100 n. 2. 

Poirion, Daniel. 
1963. Review of Guiette 1960 (Questions de litterature). Revue beige de 

philo/ogie et a histoire 41:537-40. 
Discussion of the development of poetry in the fourteenth and fifteenth centuries. 

1965. Le poete et le prince. L' evolution du lyrisme courtois de Guil/aume de 
Machaut a Charles d'Or/eans. Universite de Grenoble, Publications de la 
Faculte des lettres et sciences humaines 35. Paris: Presses Universitaires de 
France. Reprint. Geneva: Slatkine, 1978. 
Important study of lyric poetry in the fourteenth and early fifteenth century in the context 
of the French courts. Machaut, Froissart, Deschamps, Christine, Chartier, and Charles 
d'Orleans are treated in detail, as well as several lesser figures such as Jean de Garencieres 
and Oton de Granson. Analyses of forms, metrics, and poetics. Wide-ranging biblio­
graphy, but lacks an index. Abstract: Annales de/' Universite de Paris 36 (1966): 394-96. 
Reviews: Joan Crow, French Studies 20 (1966): 285-87; Alfred Foulet, Romanic Review 
59 (1968): 123-25; Lionel J. Friedman, Romance Philology 24 (1970-71): 230-36 
(corrections); P. Le Gentil, Romania 88 (1967): 548-57; Robert Guiette, Revue beige de 
philologie et d. histoire 46 (1968): 533-35; Pierre Jodogne, Studi francesi 10 (1966): 
296--99; A. Micha, Information litteraire 18 (1966): 75-76; J.C. Payen, Moyen Age 74 
(1968): 133-42; Matthias Waltz, Deutsche Literaturzeitung 91 (1970): 594-97. 

1971. Le Moyen Age.ll: 1300-/480. Litterature fran~aise 2. Paris: Arthaud. 
A survey of French literature in the late Middle Ages. Machaut discussed on pp. 49-51, 
55, ~3, 191-96; includes facsimiles of s·Amours ne fait (BI; MS A), and miniatures 
A2 (see chap. 4.4a), A83-85 (chap. 4.4i), and A ISO (chap. 4.4m). Reviews: K. 
Baldinger, Zeitschrift fur romanische Philologie 87 (1971): 653-54; Robert Deschaux, 
Recherches et Travaux 5 (Mar. 1972): 76--81; Robert Guiette, Revue beige de philologie 
et d'histoire 50 (1972): 1249-50; Luigi Losito, Culture franr;aise 19 (1972): Ill; M. 
Mamat, Magazine litteraire 60 (Jan. 1972): 45; Rene Rancreur, Bulletin des bibliotheques 
de France I Bulletin de documentation bibliographique 17 (1972): *357-*358; A. Slerca, 
Studi francesi 20 (1976): 588; H. Sonneville, Lettres romanes 33 (1979): 214-15; J. 
Wathelet-Willem, Marc he romane 20/4 (1970): 144-45. 
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1978. "The Imaginary Universe of Guillaume de Machaut." In Cos man 1978, 
199-206. 
Relationships and analogies between music, poetry, and the fourteenth-century view of 
the universe. Machaut's poetic language is illustrated with many examples from lyrical 
and narrative texts. French version in Poirion 1982. 

1980. "Traditions et fonctions du dit poerique au XIVe et au XVe siecle." In 
Literatur in der Gesellschaft des Spiitmittelalters, ed. Hans Ulrich Gum­
brecht, 147-50. Grundriss der romanischen Literaturen des Mittelalters. 
Begleitreihe zum GRLMA I. Heidelberg: Winter. 
Typology and definition of the dit. 

1982. "Le monde imaginaire de Guillaume de Machaut." In Guillaume de 
Machaut 1982,223-34. 
French version of Poirion 1978, with a new introduction and ending. 

1983 (ed.). Precis de litterature franr;aise du Moyen Age. Paris: Presses 
Universitaires de France. 
Survey. See Cerquiglini 1983. 

1988a. "L'epanouissement d'un style: Le gothique litteraire a la fin du Moyen 
Age." In Poirion 1988b, 29--44. 
Broad consideration of the context of literary history in the fourteenth and fifteenth 
centuries, with discussion of political history, centers of activity, rhetoric, the new 
poetics of lyrics without music, the textuality of citation and compilation, and realism. 

1988b (ed.). La litterature franr;aise aux X!Ve et XVe siecles. Vol. 1, Partie 
historique. Grundriss der romanischen Literatur des Mittelalters, 8/1. 
Heidelberg: Winter. 
See Bade! 1988; Cerquiglini I988a; I988b; Deschaux 1988; Heger 1988; Poirion I988a. 

1990. "Les tom beaux allegoriques et la poetique de !'inscription dans le Livre 
du Cuer d'Amours Espris, de Rene d'Anjou (1457)." Academie des 
Inscriptions et Belles-Lettres. Comptes rendus des seances de/' annee 1990, 
fasc. 2, 321-34. 
Includes some remarks on Rene d' Anjou's description of the tomb of Machaut. 

Porcher, Jean. 
1959. L' enluminure franr;aise. Paris: Arts et metiers graphiques. French 

Miniatures from Illuminated Manuscripts, trans. Julian Brown. London: 
Collins, 1960. Medieval French Miniatures, trans. Julian Brown. New 
York: Abrams, [1960]. Franzosische Buchmalerei, trans. Peter Ronge. 
Recklinghausen: Bongers, 1959. 
Includes reproduction of Prologue miniature A2 (plate 56, discussed p. 56 in English 
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MS 658: 65 n. 48
MS 1475: PadA [62]: 65, 124, 339, 344 

Pamplona. See lost manuscripts: Pamplona 
Paris, Ant. Verard (publisher)

[1501]: Jp  [49]: 76, 114-15, 117, 118, 
212, 252-55, 298, 303, 309, 310, 333, 
343, 378 

Paris, Bibliotheque de l’Arsenal 
MS 683: Ars [28]: 102, 105, 289, 377, 

384 
MS 3297: 94
MS 5203: J  [16]: 43, 46, 57, 76 n. 13,

97, 98, 99-100, 102, 117, 118, 125 
n. 94, 219, 235, 237, 243-55, 289,
292, 365, 371, 384; miniatures in, 135, 
139-45, 147-50, 152-63, 165-75, 
181-82, 184-85, 187-88; Loange in, 
99, 116-18, 243-55; narrative dits in, 
206, 212, 215, 218, 220, 223, 232,
234; opera dubia and non-Machaut 
works in, 97, 98 n. 40, 99 n. 44, 100,
111, 116-17, 240-41 and n. 10, 255 

Paris, Bibliotheque Nationale 
MS coll. de Moreau 1655: 95 
MS coll. de Picardie 67: 65 n. 47 
MS fr. 146: 220, 267, 286, 301-2, 321,

351, 384, 385 
MS fr. 167: 27, 134, 138 
MS fr. 823: 138 
MS fr. 833: [48]: 114, 289 
MS fr. 840: 56 and n. 14, 74, 100, 298, 

386
MS fr. 843: M [10]: 94, 95, 103, 190,

237, 243 and n. 20, 243-54, 266-70,
274-75; music section in, chap. 7.3 
passim; narrative dits in, 206, 207, 209, 
212, 215, 217, 218, 220, 223, 231

MS fr. 881: H [17]: 97, 100-101, 204,
238, 243-51

MS fr. 994: [35]: 108, 218
MS fr. 1149: Pc [38]: 75 n. 11, 109,

207
MS fr. 1584: A [5]: 49 and n. 189, 50, 

62, 76 n. 13, 78, 87-90, 91, 101, 205 
n. 47, 232; Loange in, 237, 238, 239,
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240, 243 and n. 19, 243-54, 266-71; 
miniatures in, 129, 131, 136, 139-87 
passim; music section in, 274-75, 280, 
chap. 7.3 passim, 415; narrative dits in, 
190, 204, 206, 207, 209, 212, 215,
217, 218, 220, 223, 231, 232, 233; 
new fragment of, 90, 182 n. 199, 223 
n. 75

MS fr. 1585: B [4]: 62, 75, 76 and n. 13, 
85-87, 96, 102, 104, 108; Loange in, 
2 4 1 ^ 2  n. 15, 243-54, 266-70; music 
section in, chap. 7.3 passim; narrative 
dits in, 206, 207, 209, 212, 215, 217,
218, 220, 223, 233; relationship be-
tween B and E, 93, 246 n. 23

MS fr. 1586: C [1]: 62, 76 n. 13, 77-
79, 83, 87, 89, 96; and Bonne of 
Luxembourg, 25-26, 27, 209-10; and 
Chaucer, 27, 55; date of, 27, 78, 190-
94; and John II, 26, 27; Loange in, 238,
239, 243-52; miniatures in, 132-33, 
139^1 , 144, 147-50, 152-65, 184, 
186-87, 286; music section in, 273-77,
280, 286, 390 n. 4, 397; narrative dits 
in, 206, 207, 212, 215, 217; section of 
mixed genres (“CII”) in, 27, 78, 274-
75, 300

MS fr. 1587: D [11]: 8, 95-96, 102; 
Loange in, 238 and n. 3, 243-54, 266-
70; miniatures in, 129, 138, 139, 144, 
147-51, 184-85; narrative dits in, 206,
209, 212 

MS fr. 1591: 78
MS fr. 1595: Ys [37]: 75 n. 11, 108-9, 

207
MSS fr. 2165-2166: P [31]: 106-7,

138, 149, 207 
MS fr. 2201: [51]: 75, 106, 118-19,

289
MS fr. 2230: R [45]: 106, 113-14, 207 
MS fr. 2813: 134, 135, 138 
MS fr. 4237: 62 n. 33 
MS fr. 7220: 292 n. 40 
MS fr. 9221: E [7]: 8, 28, 49, 50, 74 n.

10, 76 n. 13, 92-94, 100, 102, 126; 
as exemplar of Pa [50], 115-16, 242 n. 
16; and John of Berry, 42, 49, 93; and 
Lionel Power, 346; Loange in, 237-38,
243 and n. 20, 243-54, 266-70; minia-
tures in, 129, 137-186 passim; music 
section in, 274-75, 280, chap. 7.3 
passim, 409, 411, 415; narrative dits in, 
204, 206, 207, 209, 212, 215, 217,
218, 220, 223, 233; opus dubium in,
94, 116, 118; relationship between B 
and E, 93, 246 n. 23; transmission of 
music in, 93 and n. 25, 126, 346 

MS fr. 9346 (Bayeux chansonnier): 323

MS fr. 15397: 134 and n. 12 
MS fr. 20026: Ra [44]: 75 n. 11, 97,

106, 113, 207 
MS fr. 20350: 138
MSS fr. 22545-22546: F-G [6]: 49, 50,

76 n. 13, 90-92; coat of arms in, 147,
150, 158, 159, 167, 170, 171, 176,
177, 179, 180, 184-85, 237, 243 and n. 
20; lacuna in Loange collection of, 240 
and n. 8, 243-46, 252-53; Loange in, 
239-40, 243-54, 266-71; miniatures 
in, 129, 137, 139—88 passim; music 
section in, 274-75, 280, chap. 7.3 
passim, 415; narrative dits in, 190, 194, 
204, 206, 207, 209, 212, 215, 217,
218, 220, 223, 231, 232, 233, 234 

MS fr. 24287: 137 
MS fr. 24440: [53]: 106, 120, 289 
MS fr. 25458: 199 
MS fr. 25566: 73 and n. 1 
MS it. 568: Pit [64]: 125, 212, 310, 

312, 317 
MS lat. 14741: 67 n. 55, 367 
MS lat. 17311: 438 
MS n.a.fr. 4515-4516: 135 
MS n.a.fr. 6221: I [40]: 106, 110, 116-

18, 212, 249, 252-54, 264, 298, 303,
310, 313, 327, 329, 343, 354, 363,
384, 386

MS n.a.fr. 6771: PR [63]: 117 nn. 79-
80, 118 n. 82, 124-25, 212, 303,
309, 312, 317, 322, 328, 363 

MS n.a.fr. 11198: [5a]: 90, 182 n. 199, 
223 and n. 75 

MS n.a.fr. 23190: Trem [58]: 117 nn. 
78-79 and 81, 122-23, 212, 291, 295, 
303, 309, 310, 312, 317, 320, 321,
323, 327, 336, 342, 354, 367, 379,
382, 387

Paris, Louvre. See lost manuscripts 
Paris, Turquam MS. See lost manuscripts: 

Paris, lost Turquam MS 
Paris, Pierre Le Caron (publisher)

1489: Chartier [47]: 105, 106, 114, 289 
Pavia, Visconti library. See lost manuscripts 
Pc. See Paris, Bibliotheque Nationale, MS 

fr. 1149
Pe. See Cambridge, Magdalene College, 

Pepysian Library, MS 1594 
Pg. See Prague, Narodm knihovna, MS 

XI.E.9
Philadelphia, University of Pennsylvania 

Libraries
MS Fr. 15: Pa [50]: 75, 106 and n. 58, 

115-18, 121 n. 88, 212, 222, 242 n. 
16, 259, 261, 266, 268-70, chap. 7.3 
passim
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Pit. See Paris, Bibliotheque Nationale, MS 
it. 568

Pm. See New York, Pierpont Morgan 
Library, MS M.396 

PR. See Paris, Bibliotheque Nationale, MS 
n.a.fr. 6771 

Prague, Narodnf knihovna (formerly 
Universitm knihovna)

MS XI.E.9: Pg [72]: 118 n. 83, 127-
28, 310, 378

Quesnoy. See lost manuscripts: Quesnoy

R. See Paris, Bibliotheque Nationale, MS 
fr. 2230

Ra. See Paris, Bibliotheque Nationale, MS 
fr. 20026

Reims, Archives departementales de la 
Marne, Annexe de Reims 

MS 2G 191: 46 n. 180 
MS 2G318: 50 n. 193 
MS 2G 323: 20 n. 71, 23 nn. 82-83, 24 

n. 88
MS 2G 357: 51 n. 199 
MS 2G 1650 (Livre rouge du chapitre de 

Reims): 19 and n. 69, 23 n. 81, 32 
Reims, Bibliotheque Municipale 

MS 1628 (Memoires of Jehan Rogier): 44 
n. 173

MS 1629 (Memoires of Jehan Rogier): 44 
MS 1773 (MS Weyen): 19 and n. 70, 32, 

50, 51 
MS 1780: 50 n. 196 
MS 1941 (Charles Drouin Regnault, cure 

of Bezannes): 51

Serrant (Maine et Loire), Chateau. See Paris, 
Bibliotheque Nationale, MS n.a.fr. 
23190

Seville, Biblioteca Colombina 
MS 5.2.25: 69 

SL. See Florence, Biblioteca Medicea- 
Laurenziana, Archivio capitolare di San 
Lorenzo, MS 2211 

St. See Stockholm, Kungliga Biblioteket, 
MS V.u.22 

Stockholm, Kungliga Biblioteket 
MS V.u.22: St [46]: 61, 65, 106, 114, 

117, 207, 316, 367 
Str. See Strasbourg, Bibliotheque Muni-

cipale, MS M. 222 C. 22 
Strasbourg, Bibliotheque Municipale 

MS M. 222 C. 22: Str [73]: 65 and nn. 
45 and 48, 128, 312, 378

Ta. See Turin, Archivio di Stato, MS 
J.b.IX.10

The Hague, Rijksmuseum Meermanno- 
Westreenianum 

MS 10 B. 23: 134 
Trem . See Paris, Bibliotheque Nationale, 

MS n.a.fr. 23190 
Tremoi'lle MS. See Paris, Bibliotheque 

Nationale, MS n.a.fr. 23190 
Turin, Archivio di Stato 

MS J.b.IX.10: Ta [52]: 75, 106, 119-
20, 248, 252, 254-55, 310, 327, 376

US:BE. See Berkeley, University of 
California, Music Library 

US.CLm. See Cleveland, Cleveland 
Museum of Art 

US:NYpm. See New York, Pierpont 
Morgan Library 

Utr. See Utrecht, Universiteitsbibliotheek, 
MS 6 E 37 II 

Utrecht, Universiteitsbibliotheek 
MS 6 E 37 II: U tr [69]: 75, 127, 295, 

354

Valencia. See lost manuscripts: Valencia 
Vg. See New York, Wildenstein Collection, 

MS without shelfmark

W. See Aberystwyth, National Library of 
Wales, MS 5010 C 

Wm. See London, Westmister Abbey 
Library, MS 21

Ys. See Paris, Bibliotheque Nationale, MS 
fr. 1595



General Index
(Only important mentions of modem scholars in the main text are indexed here.)

Achelous, iconography of, 170 
Acis and Galatea, iconography of, 180 
Adam de la Halle: A jointes mains vous 

proi, 316; MS F:Pn 25566, 73 and n. 1; 
Tant con je  vivrai, 260, 347, 382 

Adolphe, Bruce, 70 
Aglauros, iconography of, 181 
Agnfcs of Navarre, 195 and n. 15, 223 
Alain de Lille: Anticlaudianus, 109; De 

Planctu Naturae, 205 
almoner, 9, 16, 17, 20, 28, 30 
Alphonso V the Magnanimous (king of 

Aragon and Sicily): Machaut manuscript 
of, 61, 75, 84, 85 

Amadeus VI (Green Count of Savoy): 
patronage of Machaut, 43, 46,97 

Amadeus VIII (duke of Savoy), 119 
Amadeus IX (duke of Savoy), 119 
Ambros, August Wilhelm, 279 
Amiens, 20, 37
Amours (god of love), 203, 204, 206, 213 

n. 61, 364; iconography of, 100, 145-48, 
156, 157, 164, 172, 176, 180, 185, 187 

Amours (goddess of love), 213 n. 61; 
iconography of, 152, 164-65, 184, 185,
188

anagrams, cryptograms, acrostics, or number 
riddles, 11, 202, 226 n. 100, 227 n. 103; 
Bonne grise, 306; Guillem, 300; Isabeau, 
98 n. 39; Isabel or Isabelle, 260, 306; 
Jehan, Jehane, or Jehanne, 262, 263, 300 
and n. 43; Marie, 262; Marguerite / Pierre, 
270; Peronne, 314; Toute Belle, 98 n. 39. 
See also under individual dits in chap. 5 

Andreas Capellanus, 230 
Andrieu, F., 57, 123, 364, 386 and n. 95. 

See also Franciscus, Magister; and Armes, 
Amours in index o f titles 

angels, iconography of, 167, 169, 171 
Angiolini, Giuliano d’, 286 
animals, iconography of: hunting birds, 

163-65, 172; lion, 157-60, 162-63; 
various beasts, 158-60, 172; white stag 
(cerfblanc), 188 

anniversary foundations, 29, 32, 44; of 
Guillaume and Jean de Machaut, 44, 49, 
50, 51, 344 

Annunciation, iconography of, 146 n. 19

Anthonello da Caserta: Biaute parfaite 
(ballade, Lo 140), 66, 125, 126, 261; 
Dame d’onour c’on (rondeau), 362 

Apollo and Coronis, 200; iconography of, 
181

apple, iconography of, 164, 165, 170, 173— 
74

Aragon, 59-60; Machaut manuscripts at, 
60-61, 104 

Arbalistarius (or Arbalestrarius), Johannes, 
23

Arlt, Wulf, 39, 41, 258, 284, 285, 286 
arms (heraldic): in MS A [5], 88; in MS F- 

G [6], 91; in MS La [54], 120; in MS 
Ra [44], 113; in Remede, 212 n. 59 (see 
also Escu Bleu in index o f titles); 
iconography of I’escu bleu, 154 

Amaud de Cervole (“Archpriest”), 228 
Arras, 4, 18 
Ars Antiqua, 6, 214 
Ars Nova, 6, 9, 214
Arthurian romance, 198 n. 26, 230. See also 

Chretien de Troyes 
Audbourg-Popin, Marie-Danielle, 258, 286 
author iconography, 131 and nn. 6-7, 145 n. 

13, 145-47, 201 and n. 37, 204, 205, 237 
n. 2; and letter, 177, 179; and rotulus,
152, 155, 156, 163, 173, 184, 186; and 
writing or reading books, 146, 147, 151,
152, 155, 170 and n. 133, 171, 178, 180, 
184, 186. See also clerk: literary attributes 
of

Avis (Prudence), iconography of, 176 
Avril, Francois, 129, 131, 132, 274-75

Babbitt, Milton, 282 
Bailly de Surcy, Bernard, 129 n. 2 
ballade: balade entee, 204 and n. 45, 261,

310, 352, 374; bibliography on, 257,
288; duplex, 339; iconography of, 187; 
and number composed by Machaut, 240, 
241 and nn. 14-15. See also Loange and 
under individual titles in index o f titles 

banquet, iconography of, 157 
Bar (county of), 18, 29, 30 
Bar-le-Duc, 29, 31 
Bartsch, Karl, 196 
bas-de-page, 133 
Basel, 128
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Baudoin de Conde: Prison d’Amours, 216;
Voie de Paradis, 216 

Beatrix de Bourbon, 209 
Becker, Georges, 198 
Bedford, David, 70 
Bedford, duke of, 88 
Beglarian, Eve, 70 
Behavior. See Maintieng 
Beldemandis, Prosdocimus de: Expositiones 

tractatus practice, 69 
Bellesme, 99
Belshazzar’s feast, iconography of, 168 
benefices, ecclesiastical: canonicate 

(canonry), 15; chaplaincy, 12, 15, 17 and 
nn. 57-58—EXECUTOR, 15, 17, 18, 23, 
30, 31, 32; Droco de Rouriis, 32;
Geraldus de Magnaco, 31 n. 115; Jacobus 
de Actis de Mutina, Magister, 18 n. 64; 
Petrus de Vignone, 17 and n. 60; Pichnon, 
Guillaume, 18 n. 62, 19 n. 68—expecta- 
tives, 4, 15 and n. 47, 16, 17-20, 28, 30, 
31; prebend, 15; supplication, 15, 31. See 
also Machaut, Guillaume de: benefices; 
Machaut, Jean de: benefices 

Beneiirte, Bonneiirte (Good Fortune), 209 
and n. 52; iconography of, 151 

Bent, Margaret, 286 
Berger, Christian, 284 
Berio, Luciano, 70
Berkeley music theory treatise, 68 and n. 61 
Bertoni, Giulio, 75 
Besseler, Heinrich, 75, 280, 287 
bestiary, 198 n. 26, 211, 216, 218. See also 

animals 
Bible, 6, 211, 214, 219, 230 
Binch (Hainaut), 14 
Birtwistle, Harrison, 70 
Black Death, 24, 38, 209, 210, 228, 271 
Blanche of Savoy, 109 
Blanche (Marguerite) of Valois, 10 
boat, iconography of, 158 
Boccaccio, 64 n. 41; Amorosa visione, 220 
Boen, Johannes, 283 
Boethius: Consolation o f Philosophy, 6,

107, 108, 208, 211, 215, 216, 219-20, 
222, 230, 325, 328, 364, 372, 381; 
French trans. of, 213 and n. 64 

Boleslav, duke of Silesia (Boselau), 13 
Bon Avis (Good Advice), iconography of, 

179
Bondol, Jean. See illuminators of Machaut 

manuscripts 
Bonne d’Artois (duchess of Burgundy), 120

Bonne of Luxembourg: children of, 26, 40, 
41, 42-43, 48; death of, 24, 38, 365; 
Machaut manuscript of, 78, 209-10, 274, 
276; Machaut’s works for, 22, 24-26, 33, 
190, 193, 209, 213, 217, 306; and 
marriage to John of Normandy, 18, 24; 
residences of, 9, 25, 33-34 n. 129; and 
Trop plus / Biaute (M20), 25 and n. 96, 
26, 276, 382; and the virelai, 25, 26 

Boogaard, Jacques, 276, 286 
borgne oeil, 145 n. 14, 203, 267 
Bossert, Christoph, 70 
Bott6e de Toulmon, Auguste, 278-79 
Boulez, Pierre, 282 and n. 21 
Boulogne-sur-Mer, 41 andn. 160 
Bourcier, Thomas Murray, 70 
Bretigny, Treaty of, 27, 39, 40, 41, 46, 55, 

270, 315 
Brownlee, Kevin, 198, 286 
Bruges, 57.
Burgundian library, 8 and n. 21, 77, 93, 94, 

96, 102, 104, 105, 122, 124 
Burrow, J.A., 74

caesura: epic, 288; lyric, 289 
Calais, 40, 41, 54, 55 
Calin, William, 197, 198, 200, 201 
canonicate. See benefice, ecclesiastical: 

canonicate (canonry)
Cardy, Patrick, 70 
Carmelites, Discalced. See Carmes 

dechausses 
Carmes dechausses, 91 
Catalonia, 60 
Caulier, Achille, 64 n. 41 
Cazelles, Raymond, 24, 30, 34 
Cerquiglini-Toulet, Jacqueline, 59, 196,

198, 257
Cessolis, Jacobus de: Jeu des Echecs 

Moralises (trans. by Jean de Vignay), 78 
Ceyx and Alcyone, iconography of, 171-72 
chace, 286, 331, 358, 372 
Chailley, Jacques, 281 
Chalons, 33 n. 126
Chandos Herald: La Vie du Prince Noir, 234 
chanson baladee. See virelai 
chansonnette, 204 
chansons. See lyrics
chant royal, 237, 238, 239, 242, 257, 265 
Charite (Charity), iconography of, 176 
Charles II (king of Navarre): iconography of,

151, 165, 169, 170; imprisoned, 28, 35,
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37.191.218-19; and Jean de Machaut,
28-33; Machaut manuscript of, 38 n. 148, 
84; Machaut’s works for, 33-34, 37-38,
209.218-19, 271; and marriage to Jeanne 
de France, 33; papal politics of, 31 n.
117; and Parisian revolt of 1357-58, 24 n. 
92, 35-37, 40; patronage of Machaut, 25,
29, 30, 33 and n. 127-28, 34-38, 209

Charles IV (Holy Roman Emperor), 10, 12; 
and possible patronage of Machaut, 44,
233

Charles IV the Fair (king of France): and 
John of Luxembourg, 10, 12

Charles V (king of France): and Bonne of 
Luxembourg, 26; coronation of, 43, 47, 
48, 271, 344; education of, 21, 26 n. 98, 
217; and foundation at altar of the 
Rouelle, 49; Machaut manuscript of, 122-
23; Machaut’s works for, 39, 42-A6, 228, 
233, 271; and marriage to Jeanne de 
Bourbon, 34, 43; and Parisian revolt of 
1358, 36-37, 39-40; and visit to 
Machaut’s house, 43, 44

Charles d’Orleans, 61, 82 n. 19, 97, 230,
263, 323; autograph manuscript of, 199;
Et ne cesserez vous jamais? (rondel), 82 n. 
19

Charles of Valois, 10, 46
Chartier, Alain, 11, 64 n. 41, 110 n. 65, 

294; Machaut’s influence on, 59, 61, 63; 
manuscript and print tradition of, 74 n. 5,
82 n. 20, 105-6, 111, 113, 114 
—WORKS: Au feu ! (rondeau), 323; Belle 
Dame sans Mercy, 101, 208; Debat de 
Reveille Matin, 63, 208; Debat des Deux 
Fortunes d’Amours, 208; Excusation aux 
Dames, 206, 211; Joie mefuit (rondeau), 
259; Livre des Quatre Dames, 63, 208; 
Riche d’espoir et pouvre d’autre bien 
(rondeau), 369

chase of love, 235
Chaucer, Geoffrey: and Machaut manuscript 

read, 55; Machaut’s influence on, 53, 54 
and n. 9, 58, 197 and n. 23, 200, 201, 
203; and meeting with Machaut, 41, 55 
—WORKS: Against Women Unconstant 
(ballade), 264, 265, 376; Anelida and 
Arcite , 209, 215, 260, 264, 265, 269,
295, 333, 334, 366, 376; Boethius 
translation, 328; Book o f the Duchess, 11, 
54, 55 n. 10, 202-3, 206, 208, 211, 215, 
216, 218, 220, 222, 230, 268, 322, 325, 
328, 329, 364, 367, 372; Book o f the 
Leoun, 216-17; Canterbury Tales— 
“Franklin’s Tale,” 206, 215, 216, 230; 
“Manciple’s Tale,” 230; “Merchant’s 
Tale,” 222, 262, 328; “Monk’s Tale,” 54,

234; “Nun’s Priest’s Tale,” 218; “Squire’s 
Tale,” 218, 265— Complaint o f Chaucer 
to His Purse (ballade), 268; Complaint o f 
Mars, 209, 262, 270, 313, 355;
Complaint to His Lady, 265, 268, 334; 
Complaint unto Pity, 206, 211, 259, 263; 
Complaynt d’Amours, 209, 264, 295,
309, 331, 354; Envoy to Scogan, 264; 
Fortune (triple ballade), 328; House o f 
Fame, 54, 211, 218, 234; Lak o f 
Stedfastnesse (ballade), 328; Legend o f  
Ariadne, 211; Merciles Beaute (triple 
ballade), 259, 261, 264, 386; Now  
welcome, somer (roundel in Parliament o f 
Fowls), 366; Parliament o f Fowls, 218, 
222, 366; “Prologue” to the Legend o f 
Good Women, 54, 55 n. 10, 206, 208, 
211, 220, 222, 232, 234, 364; To 
Rosemounde (ballade), 262, 322; Troilus, 
54, 209, 215, 230, 259, 260, 262, 263, 
264, 290, 293, 332, 347, 355, 378; 
Womanly Noblesse, 305, 322 

Chichmaref, Vladimir, 74, 196, 237, 240,
244

childbirth, iconography of, 184 
Chretien de Troyes: as source for Machaut,

6; Conte du Graal, 216; Erec et Enide,
216; Le Chevalier de la Charrette 
(Lancelot), 211, 223; Yvain, 216, 293-94 

Christ in Majesty, iconography of, 165 
Christine de Pizan: illuminations of, 132 

and n. 10; influence of Machaut’s manu-
script tradition on, 63, 74, 111; Machaut’s 
influence on, 11, 53, 62 and n. 34, 197 n. 
22, 198, 200, 201, 260, 294 
—WORKS: Cent Ballades, 350, 366; Cent 
Ballades d'Amant et de Dame, 199, 238; 
De bonne heure fus je  nee (ballade), 347; 
Debat de Deux Amans, 62, 208, 211; Dit 
de la Pastoure, 54 n. 7; Dit de la Rose, 54 
n. 7, 232; Dit de Poissy, 62, 208, 211; 
Epistre au Dieu d’Amours, 211; Epistre 
Othea, 62, 132 and n. 10, 211, 222, 223; 
Epistres sur le Roman de la Rose, 230; 
Livre des Trois Jugemens, 62, 208, 211; 
Livre du Chemin de Long Estude, 62-63, 
211, 220, 222; Livre du Due des Vrais 
Amans, 211, 230; Se de Pallas me peiisse 
accointier (ballade), 62, 222 

Ciconia, Johannes: Aler m en veus (virelai), 
359, 387; Sus unfontayne (virelai), 67 

circle, image of, 293, 302, 303, 334, 340 
clavette, 229
clerk, 3, 5, 7, 9, 16, 17, 19, 28, 30, 31,

207; literary attributes of, 16-17 n. 56, 
200, 201, 203, 208 n. 51, 210, 213, 217, 
237 n. 2, 267
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Cognoissance (Knowledge), iconography of, 
176

collage, 199 n. 29 
College de Navarre, 35, 105 
color symbolism, 229, 264, 265, 376 
coloration (musical notation), 296 
complainte, 190, 204, 237, 238, 239, 240,

242, 245, 265-71; bibliography on, 257; 
iconography of, 185 

compositional procedure (music): of 
chansons, 285; of motets, 284-85 

Confort d’ami (Friend’s Comfort), 
iconography of, 179 

contrapunctus diminutus, 283 n. 24 
contratenors, unauthentic. See vocal scoring, 

added voices, and unauthentic contratenors 
Cotentin, 28, 30
Courtoisie (Lady Courtesy), iconography of,

150, 165 
Crecy, Battle of, 24
Crecy-en-Brie (now Crecy-la-Chapelle), 45 

andn. 178 
Crocker, Richard, 284 
Cross, Lucy, 66 
crusade, 8 n. 22, 47

D’Accone, Frank, 75 
Dahlhaus, Carl, 283 
Danaides, iconography of, 170 
dance and dance song, 25, 26, 307; 

iconography of, 147-48, 156 and n. 81,
160, 161, 162 

Dangier (Resistance), iconography of, 153 n.
54

Daniel, iconography of, 166-69; in the 
lion’s den, 168-69 

Dante, 197 n. 20
Darius, king: iconography of, 168 
David, king: iconography of, 175; and harp, 

204
De Van, Guillaume, 282 
De Winter, Patrick M., 77, 129, 131 
Debonnairete (Meekness), iconography of,

175
Decency. See Maniere 
Deduit (Diversion), iconography of, 176 
Delachenal, Robert, 21, 35 
Denis le Grant (chaplain to Philip VI): Se je  

chant mains que ne suel (ichace), 358. See 
also Se je  chant in index o f titles 

Deschamps, Eustache, 64, 363; as relative of 
Machaut, 55, 57; Machaut’s influence on,

11 n. 33, 38 n. 151, 53, 55, 56-57, 200, 
264; manuscript tradition of, 56 and n. 14, 
73-74, 100, 111; “natural” and “artificial” 
music of, 56, 58, 198-99, 201 
—WORKS: A vous m octroy de vray cuer 
et de bon (ballade), 58; Apres Machaut qui 
tant vous a ame (ballade), 57; Armes, 
Amours, Dames, Chevalerie (ballade), 57,
59 n. 20, 71, 72, 123, 205, 263, 264,
355, 364, 386-87, recording 426-27;
Art de Dictier, 56, 57, 58, 61, 110, 198,
215, 264, 298, 386; ballades, 261; Cilz 
qui onques encores ne vous vit (rondeau), 
57; deploration on Machaut’s death, 50,
57, 63, 110 (see also Armes, Amours); 
Contre la saison nouvelle (Lay Amou- 
reux), 56, 208; Doulz Zephirus qui faiz 
naistre les flours (ballade), 56 n. 14; Estoc 
doneur et arbres de vaillance (ballade),
355; He! gentils rois, dus de Poligieras 
(ballade), 58; La mort Machaut, le noble 
rethorique (double ballade refr.), 59 n. 20, 
63; Lais je  fu i jadis contrains (Lay de 
Plour), 58, 211, 341; Lay du Roy, 211; 
Miroir de Manage, 56; O fleur des fleurs 
de toute melodie (ballade), 8, 57, 59 n. 20, 
71, 72; Plourez, plourez flour de chevale-
rie (ballade refr.), 355; Pour ce que grant 
chose est d! accoustumance (Lay de Fran-
chise)I, 57, 208, 232, 234; Quant f a y  veu 
et bien considere (ballade), 16 n. 52; Rece- 
vez moy: fa y  failli a Perronne (ballade 
refr.), 58; Tant com f a y  eu Richesce 
avecques mi (ballade), 328; Treschiers 
sires, vueillez remercier (ballade), 57; 
Tresdoulce fleur toute blanche et vermeille 
(ballade), 232, 234; Veulz tu la con- 
gnoissance avoir (ballade), 4, 56 

devil, iconography of, 169, 170, 175 
Dido, abandonment and death of, 211 
dilectusy 31 
Dinescu, Violeta, 70 
Dionysius de Meriaco, Magister, 23 
dit: definition of, 201-2; literary studies of,

195-201; with lyrical insertions, 199 and 
n. 29, 201, 238-39, 256 n. 24. See also 
under titles o f individual dits in the index 
of titles 

Diversion. See Deduit 
domesticus, 17, 18, 19, 30, 31 
Domling, Wolfgang, 283, 285, 286 
double hoque, 204
Doubtance de mejfaire (Fear of Wrongdoing), 

211, 327; iconography of, 176 
Douce Pite (Sweet Pity), iconography of,

176
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Dous Penser (Sweet Thought), 203 and n.
44, 204; iconography of, 146-47, 

Dragonetti, Roger, 256 
dream, iconography of, 153, 171, 173, 174, 

179, 181. See also sleep, iconography of 
Du Chesne, Andr6, 114 
Du Verdier, Antoine, 62, 88 n. 23 
Dufay, Guillaume, 277, 279 
Dunbar, William: Tretis o f the Tua Mariit 

Wemen and the Wedo, 209 
Dupin, Jean: Vision de Jean Dupin, 109 
Durbuy Castle. See John of Luxembourg: 

residences of 
duties of rulers tradition, 211, 220, 222 
Dzelzainis, Angela, 197

Earp, Lawrence, 49, 66, 75, 77, 257, 287
Ecluse, Battle of, 22
Edward (count of Bar), 29
Edward III (king of England), 22
Eggebrecht, Hans Heinrich, 283, 284
Egidius: Roses et lis, 232
Egidius de Murino, 285
Ehrhart, Margaret, 200, 221
Envie (Envy), iconography of, 169
epitaph, 49, 51
Erichthonius, iconography of, 181 
Esperance (Hope), 201, 203, 204, 213, 338; 

iconography of, 146-47, 152, 154-57,
179

Esslingen, Battle of, 13 
Estates General: of Dec. 1355, 35; of Oct. 

1356, 36; of Feb.-Mar. 1357, 36; of Feb. 
1358, 40; of Apr. 1358, 40, 383 

Estevan, Fernando: Reglas de canto piano e 
de contrapunto, 69 

Etienne de Courtenay, 23, 32 
Etienne Marcel, 35, 37, 40 
executor. See benefices, ecclesiastical: 

executor
exempla, 200 and nn. 32-33, 217, 256, 257 
exemplar, 194

falconry. See hunting or fowling 
Fallows, David, 66, 75 
fam iliaris, 17, 18, 19, 28, 30, 31 
Fear. See Paour
Fear of Wrongdoing. See Doubtance de 

meffaire
Febrer, Andreu, 60; Amors, qui tost fer  (lai),

60 n. 24, 339; ballade, 260, 263

Febus, Gaston (count of Foix), 122, 217 n.
67, 354; Machaut manuscript of, 60, 84 

feminine voice: in complaintes, 268, 269, 
270; in Loange lyrics, 259, 260, 261,
262, 263, 265; in music fascicles, 290,
293, 310, 329, 332, 333, 336, 341, 347,
352, 359, 366, 372, 378; of Toute Belle,
195, 228 

Ferrara, Carmelite convent, 126 
Ferrieres, Henri de: Livres du Roy Modus et 

de la Royne Ratio, 271 
Ficker, Rudolf, 287 
Fiery Furnace, iconography of, 167-68 
Filippotto da Caserta: De ma dolour ne puis 

trouver confort (ballade), 66, 263; En 
attendant soujfrir m’estuet (ballade), 67;
En remirant vo douce pourtraiture 
(ballade), 67 

Fischer, Kurt von, 285 
FiSer, LuboS, 70 
fixed forms. See lyrics 
Flamel, Nicolas, 93
Florimont (sire de Lesparre), iconography of, 

184
Forkel, J.N., 277 
forma tractatus, 202 
Fortner, Wolfgang, 70, 282 and n. 21 
Fortune, 57, 197 n. 22; iconography of,

153, 181-83; in Loange lyrics, 258, 260, 
262, 263, 264, 268; in music fascicles, 
290, 295, 312, 319, 325, 328, 333, 343,
349, 366, 371, 381 

fountain, iconography of, 153, 159, 170, 
173, 174, 185 

Fourrier, Anthime, 196 
Franchise (Sincerity), iconography of, 176 
franchise (tax exemption?), 267, 268 
Franciscus, Magister: Phiton, Phiton, beste 

tres venimeuse (ballade), 66, 123, 125,
354 and n. 76, 364, 386 n. 95; recording 
of, 427

Franciscus de Goano, 386 n. 95 
Frederick the Handsome (duke of Austria),

13
Friend’s Comfort. See Confort d’ami 
Froissart, Jean, 55 n. 10, 58, 61 n. 31, 63; 

influence of Machaut’s manuscript tradi-
tion on, 54 and n. 8, 73, 189 n. 2; 
Machaut’s influence on, 11 n. 33, 53 and 
n. 4, 54, 197 n. 22, 200, 201; and meet-
ing with Machaut, 41, 43, 46, 54, 55 
—WORKS: Chroniquesy 24 n. 89, 47 n. 
183; Debat dou Cheval et dou Levrier,
271; Dit dou Bleu Chevalier, 208, 215,
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222; Dit dou Florin, 54, 268; Dittie de la 
Flour de la Margherite, 54, 232, 234; 
Espinette Amoureuse, 53, 215, 218, 222,
230, 234, 339, 354; II riest deduis, 
esbatemens, ne joie (rondeau), 262; J ’ai 
tout veil quant f a i  veu ma dame (ballade), 
364; Je puis moult bien comparer mon 
desir (ballade), 333; Je puis moult bien ma 
dame comparer (ballade), 333; Joie mefuit 
(rondeau), 259; Joli Buisson de Jonece,
54, 205, 208, 211, 215, 220, 222, 230, 
234; Meliador, 8 n. 22, 265; Ne quier 
veoir Medee ne Jason (ballade), 54, 363; 
Orloge Amoureus, 218; Paradis d  Amour,
53, 231 n. 105, 205 and n. 48, 206, 208, 
215, 222, 231, 293; Plaidoire de la Rose 
et de la Violette, 232, 234; Prison Amou-
r e u s e 54, 211, 215, 220, 230; Rices 
d’espoir, vuis de toute ignorance (ballade 
refr.), 369; Se je  me plains, dame, f a i  
bien de quoi (rondeau), 374; Sur toutes 
flours tient on la rose a belle (ballade),
231, 312; Sus toutes flours j ’aime la 
margherite (ballade refr.), 231

Fuller, Sarah, 258, 283-87

gabelle (salt tax), 267
Gace de la Buigne, 21; Roman des Deduis,

25 n. 94, 27 n. 102, 217 
Gafori, Franchino: Practica musice, 69 
Galiot, Johannes: En attendant d'amer la 

douce vie (isorhythmic rondeau), 67, 318, 
362

garden, 198 n. 26; iconography of, 147,
149, 157-60. See also Hesdin, park at 

Garinus: Loyaute me tient (rondeau), 362 
Gaucher de Chatillon, 44 
Gaucher de Neuville, 6 n. 16 
Gauteronne, 58 
Gautier d’Epinal, 259 
Gavray, 38
Generosity. See Largesse
Gentillesse (Gentility), iconography of, 176
Gibourty, Johannes, 50
Gieber, Robert L., 287
Gieseler, Walter, 71
Gilbert, Anthony, 71
Gilbert, Yvette, 71
Giles of Rome, 208, 220
Gilles Li Muisis. See Li Muisis, Gilles
God, iconography of, 165, 168, 169, 175
Goeyvaerts, Karel, 282 and n. 21
Gtillner, Marie Louise, 283, 285, 286
Gombosi, Otto, 282, 287

Good Advice. See Bon Avis 
Good Fortune. See Beneurte 
Goscalcus, 68
Gower, John: manuscript tradition of, 74 

—WORKS: Au flour des flours, u toute ma 
creance (ballade envoy), 387; Cinkante 
Ballades, 199, 238; Confessio Amantis,
211, 215, 220, 222, 230; D ’entier voloir 
sanz jammes departir (ballade), 387 

Grace, iconography of, 176 
Granson, Oton de, 55 n. 10; Machaut’s 

influence on, 53, 58-59, 259; manuscript 
tradition of, 59, 75, 105-6, 111, 112,
115, 119, 120, 258
—WORKS: Complainte de I’An Nouvel, 
59, 215; Lay de Desir en Complainte, 8, 
59, 116, 222; Livre de Messire Ode, 59, 
208, 215, 218, 222, 230, 268, 341;
Songe Saint Valentin, 59, 216, 218 

Grisart, 23; iconography of, 151. See also 
horse

Grober, Gustav, 1%, 197 
Grocheio, Johannes de, 284 
Grosstalea, 291, 298, 323, 326, 360, 367 
Grunenwald, Jean-Jacques, 71 
Guiette, Robert, 256 
Guillaume de Machaut. See Machaut, 

Guillaume de 
Guillaume de Machaut de Loris (Guillaume 

de Loris), 86, 96, 151, 184 
Guillaume de Melun, 25 n. 94, 34, 40 
Guillaume de Saint-Amour, 59 
Guillaume de Trie, 9-11, 296 
Guillaume le Clerc de Normandie, 230 
Guillaume Longue-Epee, iconography of,

164
Guiot de Machaut, 22 
Guiot de Sens, 98
GUnther, Ursula, 33-34, 273-75, 281, 283, 

287
Guthrie, Steven, 257-58, 287

Habakkuk, iconography of, 168-69
hackney. See horse
Haggh, Barbara, 49
Hand, Frederic, 71
Hanri, 267; iconography of, 185
harmony (sonority), 283-84
Hasprois: Ma doulce amour, je  (ballade), 119
Health. See Sante
Heger, Heinrich, 258
Henry IV (count of Bar), 29, 30
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Henry VII (Emperor), 12 
Hercules and Deianira, iconography of, 170 
Herenc, Baudet: Le Doctrinal de la Secunde 

Retorique, 61, 62, 290, 352, 365; Le 
Parlement d’Amours, 230 

Hero and Leander, 211; iconography of, 180 
Hesdin, park at, 26, 153, 214. See also 

garden
Hindman, Sandra L., 132 
historiography: of literary studies, 197 and 

n. 21, 198-201; of studies of lyrics, 256-
58; of studies of music, 277-88 

Hoccleve, Thomas: Regement o f Princes, 
211, 220; The Series, 211, 220 

Hoepffner, Ernest, 3, 11, 21, 37, 74, 196, 
197, 243, 257; and chronology of dits;
189 and nn. 1-2, 190-93 

Hofer, Stefan, 197, 256 
Holt, Simon, 71
Honeste (Honesty), iconography of, 175-76
Honor, iconography of, 150
Honte (Shame), 327; iconography of, 176
Hope. See Esperance
Hoppin, Richard, 3, 281, 287
horse, 266, 267, 271. See also Grisart;

Machaut, Guillaume de: horses of 
Houdain, 17 
Hues le Large, 22, 267 
Hugon de Castellione (Hugues de Chatillon), 

23 and n. 85 
Hugues d ’Arcy, 23 
Humbert, Dauphin, 24 
Humilite (Humility), iconography of, 175 
Hundred Years’ War, 22, 24, 27, 34-42 
hunting or fowling, 217 and n. 67, 218,

267; iconography of, 151, 163-65 
Huot, Sylvia, 49, 129, 258, 286

illuminators of Machaut manuscripts: First 
assistant to the Master of the Remede de 
Fortune, 132-33; Jean Bondol (John of 
Bruges), 134; Maitre aux boqueteaux 
(Boqueteaux Master) (see also Master of 
the Bible of Jean de Sy), 88, 134; Master 
of a Grandes Chroniques de France, 137— 
38; Master of Jean de Mandeville, 133, 
135; Master of the Bible of Jean de Sy, 
133-34, 136; Master of the Coronation 
Book of Charles V, 132-33; Master of the 
Coronation Book of Charles VI, 132 n.
11, 133-35; Master of the Policraticus of 
John of Salisbury, 137; Master of the 
Remede de Fortune, 132-33, 134; 
Medalion Master, 136; Minor Master of

the Grandes Chroniques of Charles V,
133, 135; Parisian emulator of the Master 
of the duke of Bedford, 138; Provincial 
master at Reims, 136; Remiet (Perrin 
Remy), 90, 137, 138; written instructions 
to, 131-32, 161 n. 107, 162 n. I l l ,  163 
nn. 112-13, 173 n. 144, 174 nn. 147-48, 
179 nn. 173 and 176, 205. See also Jean 
de Wirmes 

Imbs, Paul, 196, 198 
intertextuality, 200 and n. 33 
Iris, iconography of, 171-72 
Isabeau of Bavaria, 115, 119 
Isabelle de France, 109

Jacquerie, 37
Jacques de Longuyon: Voeux du Paon, 216 
Jakames: Roman du Castelain de Couci, 230 
Jason and Medea, 211 
Jean d’Angouleme, 113 
Jean d’Arras: Roman de Melusine, or 

Histoire des Lusignan, 47 n. 183 
Jean de Conde, 55 n. 10 
Jean de Conflans, 30, 37 
Jean de Craon, 24, 35, 36, 37, 43, 44 
Jean de le Mote, 7, 53, 387; Regret 

Guillaume, 205, 211, 215, 258, 265, 352 
Jean de Machaut. See Machaut, Jean de 
Jean de Melun (count of Tancarville), 43,

46, 48, 271 
Jean de Meun, 59, 63, 64 n. 41; Testament 

maistre Jehan de Meun, 107. See also 
Roman de la Rose in index o f titles 

Jean de Vienne, 14, 20, 22, 35, 49 
Jean de Vignay, 78
Jean de Wirmes (Viarmes), 27 and n. 104, 

78. See also illuminators of Machaut 
manuscripts 

Jean le Seneschal et al.: Cent Ballades, 119,
199, 238

Jeanne d’Armagnac, 40, 263, 300, 372 
Jeanne de Boulogne, 26, 34 
Jeanne de Navarre, 99 
Jeanne of Bourbon, 34, 43 
Jeanne of France, marriage to Charles of 

Navarre, 33 
Jeanroy, Alfred, 256 
Jeunesse (Youth), iconography of, 176 
jeux a vendre, 98 and n. 39, 100, 230 
jeux partis, 208, 230 
Jews, 210 and n. 53
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Johan de Masco (Mascho), 28 n. 106, 59-60 
n. 22

Johannes de Muris. See Muris, Johannes de 
John I (king of Aragon), 59 and n. 22, 60, 

104, 387 
John I (king of Portugal), 60 
John II (king of France): and Battle of 

Poitiers, 27 and n. 103, 48, 219; and 
Charles of Navarre, 34-36; death of, 41, 
46, 47; Machaut manuscript of, 78, 274; 
marriage to Bonne of Luxembourg, 18,
24; mentioned by Machaut, 12, 27, 28; 
and music, 26; patronage of Machaut, 26, 
271; as prisonner in England, 24 n. 90,
36, 40, 41, 55, 217, 267; ransom of, 41 
n. 159, 267; and Reims, 27, 28 

John III, duke of Brabant, 14 
John, duke of Berry, 40-42, 55, 63, 221, 

270; Machaut manuscript of, 42, 49, 93; 
Machaut’s works for, 40-41, 221, 372; 
and marriage to Jeanne d’ Armagnac, 263, 
300

John of Luxembourg (king of Bohemia): 
bibliography on, 11; blindness of, 16-17 
n. 56; campaigns of, 8, 11, 12-14, 16 n. 
56, 17, 19, 219; death of, 24; and 
Deschamps, 58; generosity of, 20, 315; 
and Hundred Years’ War, 18, 24; 
iconography of, 149-50; and Jean de 
Machaut, 28, 30-31, 206, 270; Machaut’s 
entry into his service, 8, 12; Machaut’s 
works for, 11, 21-22, 207, 276; papal 
politics of, 15 n. 48, 17, 18; and residence 
at Burglitz castle (Bruguelis), 13; and 
residence at Durbuy castle, 9, 11; and 
residence at hotel de Nesle, 9 and nn. 25-
26, 24 n. 90 

John of Salisbury: Policraticus , 137 
Johnson, L.W., 241, 258 
Joy. See Leesse
Judgment of Paris, 200 and n. 34;

iconography of, 164, 170, 173-74 
jugement d' amour, 208 
Julius Caesar, assassination of: iconography 

of, 180
Juno, iconography of, 171, 173-74

Kalkbrenner, Christian, 277 
Keane, David, 71 
Keitel, Elizabeth, 273, 274 n. 2 
Kelly, Douglas, 25, 198, 201 
Kibler, William W., 75, 196 
Kiesewetter, Raphael Georg, 278-79 
Kittredge, George Lyman, 197

Knowledge. See Cognoissance 
Krenek, Ernst, 282 
Kugle, Karl, 66, 286, 287 
KUhn, Wolfgang, 283, 284

L’infortun6, 114
La Cume de Sainte-Palaye, 94, 95 
laiette, 73 and n. 2
lai: bibliography on, 257; and Bonne of 

Luxembourg, 25; Demi lay, 339; 
iconography of; 186-87; number 
composed by Machaut, 243. See also 
under individual tides in index o f titles 

L&ngfors, Arthur, 75
Largesse (Generosity), 219, 315; iconogra-

phy of, 176 
Le Bel, Jean, 24
Le Fevre, Jean: Lamentations de Matheolus,

63
Le Franc, Martin: Machaut’s influence on,

11, 61, 63; Champion des Dames, 63,
208, 387

Le Houdain, Johannes, 32 and n. 125 
Le Queux, Regnaud, 114 
Lebegue, Jean, 59, 268, 387 
Lebeuf, l’abbe, 47, 91
Leech-Wilkinson, Daniel, 3, 10, 44, 49, 66,

196, 273, 277, 283-87, 293 
Leesse (Joy), iconography of, 176 
Lehoux, Frangoise, 41 
les Andelys, 57 
Leuze (Hainaut), 29, 31 
Li Muisis, Gilles: Meditations, 53, 64 
Lionel, duke of Clarence, 43, 46, 55, 346 
Livy, iconography of, 181-82 
Lodovico I (duke of Savoy), 119 
Lorfevre, Catherine, 59 
Lorfevre, Pierre, 59
Louis IX (St. Louis), iconography of, 164 
Louis, duke of Anjou, 41, 47 
Louis d’Orleans, 59
Louis de Male (count of Flanders): and Voir 

Dit, 57, 104, 223; Machaut manuscript 
of, 57, 94, 104 

Louppy-le-Chateau, 30 
love debate, 208, 211 
Lowes, John Livingston, 197 
Loyaute (Loyalty), iconography of, 186 
Ludwig, Friedrich, 74-75, 76, 196, 237, 

273-74, 280-81 
Luttrell, Claude A., 258
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lyrics: bibliography on, 287-88; 
development of fixed forms, 7, 10, 21, 26, 
257; historiography of, 256-58; 
iconography of; 184-88; number 
composed by Machaut, 240, 241-43. See 
also ballade; chace; complainte; chant 
royal; feminine voice: in Loange', Fortune: 
in Loange; lai; rondeau; virelai

Machabey, Armand, 3, 49, 273, 281, 283
Machault (dept. Ardennes), 3, 4
Machaut, Guillaume de: authorial self-

awareness of, 199-201; benefices of, 4, 
14-20; and benefice at Amiens, 20; and 
benefice at Arras, 4 , 18, 19; and benefice 
at Houdain, 12, 15, 17, 18, 19; and bene-
fice at Reims, 4, 14, 16, 18, 19, 20; and 
benefice at St-Quentin, 18-19; and bene-
fice at Verdun, 4, 17, 18, 19; birth of, 3,
4, 56, 64; and chronology of his dits, 
189-94 (see also under individual titles in 
index o f titles)', and chronology of his 
music, 273-77 (see also under individual 
titles in index o f titles)', cited in music 
theory treatises, 8, 67-69; death of, 30,
49; education of, 3, 5 and n. 15, 6, 6 n.
16, 7-8, 12, 17; and Eustache Deschamps 
(relative?), 5, 55, 56; horses of, 22, 23,
30, 38 and n. 149, 266, 267, 271 (see also 
Grisart); house at Reims of, 23 n. 85, 28, 
29, 43, 44, 46, 48, 50; income of, 16 and 
n. 53, 17 n. 58, 19, 23, 4 4 ^ 5 ; and 
influence on others’ music, 64-72, esp.
64 n. 43, 65-70 n. 49, 288; mentioned 
with Jean de le Mote and Philippe de 
Vitry, 53; mentioned with Johannes de 
Muris, 65-66 n. 49, 68; opera dubia of,
97 and n. 36, 100, 128; and Person de 
Suygnon (relative?), 5, 42; patrons of, 43 
(see also Amadeus VI; Bonne of Luxem-
bourg; Charles II [king of Navarre];
Charles V; Charles IV [Emperor]; Jean de 
Melun; John II; John, duke of Berry; John 
of Luxembourg; Philip the Bold; Pierre de 
Lusignan; Raoul de Vienne; Robert I, 
duke of Bar; Robert d’Alengon; William II 
of Avesnes); and politics of reform, 34-
36; rediscovery in 18th century of, 195,
219, 232; reputation and legacy of, 53, 
chap. 2 passim; reputation in Spain of,
30, 59-60, 111-13; social status of, 4, 5,
210, 217; sources for music of, 7; sources 
for poetry of, 6-7, 203 (see also under
individual titles in chap. 5); translations of
poetry of, 55 n. 10, 202 (see also under 
individual titles in chaps. 5 and 7). See 
also anniversary foundations: of Guil-

laume and Jean de Machaut; Machaut, Jean 
de; manuscripts 

Machaut, Jean de: and benefice at Bar-le-Duc, 
29, 31; and benefice at Leuze, 29, 31; and 
benefice at Montebourg, 28, 30; and bene-
fice at Reims, 24, 29, 31; and benefice at 
Toul, 29, 31; and benefice at Verdun, 29, 
31; career of, 3, 5, 23, 28; death of, 30, 
32-33, 48, 50; income of, 30; patrons of 
(see Charles II [king of Navarre]; John of 
Luxembourg; Yolande of Flanders). See 
also anniversary foundations: of Guil-
laume and Jean de Machaut; Johan de 
Masco

Maekawa, Kumiko, 129, 131 
Maenads, iconography of, 170 
Magister Franciscus. See Franciscus, 

Magister
Maintieng (Behavior), iconography of, 176 
maistre (magister artium), 3, 3 n. 4, 4, 4 n.

8, 7-8, 18 n. 64, 23, 42, 44, 56, 57, 59, 
62, 68, 93, 96 and n. 30, 108 n. 61, 123, 
184, 237, 238 and n. 3 

Maltre aux boqueteaux. See illuminators of 
Machaut manuscripts: Maltre aux 
boqueteaux (Boqueteaux Master) 

maletoste (tax), 267 
Manasseh, iconography of, 169 
Maniere (Decency), iconography of, 176 
manuscripts: filiation of, 74, 207 n. 50, 212 

n. 56; categories of, 73-77, 97, 102-3, 
105-6; Machaut supervises production of, 
25-27, 48-49, 73, 88, 199 and n. 31; 
music transmission in, 74 and n. 6, 93 
and n. 25, 105-6 and n. 60 
—EARLY BORROWERS OF: Carro^a de 
Vilargut (Vilaragut), 61 and n. 28; 
Marguerite of Burgundy, 65, 124 and n.
92; Thomas, duke of Clarence, 93; Uch de 
Cervellb (Hugo de Cervillione), 61; 
involved in borrowing: Nosar, A ntoni, 61 
(see also Yolande of Bar)
—LIBRARIES FORMERLY HOLDING: 
Ashbumham, 110; chateau de Blois, 88; 
Bourbon-Conde (Hotel de Conde), 107; St- 
Germain-des-Prez (Paris), 113; St-Vaast 
(Arras), 107; St-Victor (Paris), 67, 68 n. 
59, 110, 120, 367 (see also lost 
manuscripts in index o f manuscripts; 
manuscripts: owners [former] of)
—OWNERS (FORMER) OF: Anet, princess 
of, 96 and n. 29; Ballet, 107; Barrois,
Jean, 110; Baudot, Henri, 120; Beckford, 
William, 104; Belin, Th., 101; Bethune, 
Philippe de, 106-7; Bongars, Jacques, 98; 
Bourdillon, Francis William, 83; Chatre
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de Cange, 86, 96, 109; Christine, queen of 
Sweden, 114; Colbert, Jean-Baptiste, 86, 
109, 114; Corbie, Arnaud de, 100; 
Douglas, Alexander (duke of Hamilton), 
104; Fauchet, Claude, 109, 114; Gaignat, 
Louis-Jean, 91; Guillem de Perapertusa, 
60; Hautin, Jean-Baptiste, 86; Jean, count 
of Dunois (Bastard of Orleans), 97; Jehan 
de Rennes, 96; La Tremoille, Georges de, 
122; La Valliere, duke of, 91, 104; Louis 
XII (king of France), 88; Louis XV (king 
of France), 86, 96, 109; Louis de Bruges, 
88; Marie de Cleves (and Charles 
d’Orleans), 113; Martel, Jehan, 100; 
Mazarin, Cardinal, 119; Napoleon I, 77, 
92, 95; Olschki, Leo S., 115; Paulmy, 
marquis de, 99; Petau, Alexandre, 114; 
Petau, Paul, 114; Piaget, Arthur, 120; 
Poitiers, Diane de, 96 n. 29; Visconti, 
Geangaleazzo, 109; Vogiie, Marquis 
Melchior de, 84, 196; Witten, Laurence,
115 (see also Alphonso V the Magnani-
mous; Amadeus VI; Bedford, duke of; 
Bonne of Luxembourg; Charles II; Charles 
V; Febus, Gaston; John II; John, duke of 
Berry; Louis de Male; Marguerite of 
Flanders; Marie de France [duchess of Bar]; 
Martin, duke of Montblanc; Philip the 
Bold; Robert d’Alengon; Yolande of Bar) 
—SCRIBES OF: Archier, Jehen, 119; 
Desires, Jehanz, 107; Guiot de Sens, 98; 
Jacometus de ecclesia, 122; Pellicier, 
Jehan, 122; Tainguy, Raoul, 100 
—SIGNATURES IN: Acland, Robert, 111; 
Arblay, Jerome d’, 119; Archier, Jehen,
119; Boiaval, Garson de, 101; Chatre de 
Cange, 86, 96, 109; Devillers, Jehan,
120; Domes, Johannes de, 119; Dyn, 
Guillaume, 119; Espoulaz, Petrus, 119; 
Fausonay, Ugo di, 119; Guyon, 86; 
Martel, Jehan, 100; Michel de Fontaine, 
122. See also mottoes and inscriptions 

Marguerite de Rohan, 113 
Marguerite of Burgundy: Machaut 

manuscript borrowed, 65, 124 and n. 92 
Marguerite of Flanders, 47, 48, 57, 102,

231, 234, 270; Machaut manuscript of, 
48, 94

Marian image, 301-2, 320, 331, 349, 369, 
374

Marie de Chatillon, 41
Marie de Cleves, 113
Marie de France, Lanval, 211
Marie de France (duchess of Bar), 29, 60,

104
Marie of Luxembourg, 10, 12

Marques de Santillana (Ignatius Lopez de 
Mendoza), 60, 112 

Martin, duke of Montblanc: Machaut 
manuscript of, 61 

Martin, Frank, 71, 204 n. 46 
Martin Le Franc. See Le Franc, Martin 
Martini, Padre, 67 n. 57 
Mas Latrie, Louis de, 196 
Matheus de Sancto Johanne: Fortune, faulce 

(rondeau), 362; Je chante ung chant 
(rondeau), 362; Science n ’a nul annemi 
(ballade), 377 

MatouSek, Lukas, 71
Matteo da Perugia, 126; Se je  me plaing de 

Fortune (ballade), 66, 310, 374 
Maubuisson (abbey of), 26 
Meekness. See Debonnairete 
merci, 201, 213 
Mercury, iconography of, 174 
Mesdis (Slander), iconography of, 187 n.

224
Messiaen, Olivier, 282 and n. 21 
Mesure (Measure), iconography of, 179 
Michael (Michaelis) de Serenofonte, 

Magister, 23 and n. 84 
Michel, Francisque, 278 
Michel de Fontaine, 122 
Minerva, iconography of, 173. See also 

Pallas
minstrels, 26, 34 n. 130, 59-60 n. 22 
mise en abyme, 200 n. 33 
modes (church), 284 
Molins, Pierre des: Amis, tous dous vis 

(rondeau), 26; De ce que fol pense 
(ballade), 26, 65 n. 45, 128, 263 

money, revaluation of, 22, 35, 36, 266, 267 
Moniot d’Arras: Qui bien aime a tart oublie 

/  For ce ne puis oublier (R. 1188), 366 
montage, 199 n. 29, 202 
Montebourg (dept. Manche), 28, 30 
Morgan, J. Pierpont, 101 
Morpheus, 220 n. 70; iconography of, 172.

See also Sleep, god of: iconography of 
motet: bibliography on, 283-87; 

iconography of, 187; motet ente, 261; as 
term in literature, 54 and n. 7; poetry of, 
285-86. See also titles o f individual 
works in index o f titles 

mottoes and inscriptions: “Cum bono bonus 
eris / Cum perverso perverteris,” 86; 
“Droit et ferme,” 115; “Et ma fin est mon 
commencement” (Mary, Queen of Scots), 
340; “fayrest dolour doth ye saye,” 88;
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“Gardes moy bien” (Voir Dit), 228; “J’ay 
belle dame” (Jean de Grailli, count of 
Foix), 84; “J ’ay belle dame assouvie / 
t . . 8 4 ;  “Joyeulz espoir a. &c.”, 82 and 
n. 18; “ne me metes en oblyance / car ye 
de vos sovenance,” 88; “of me ensvryd 
may ye be / to love beste tyl that I dye,” 
88; “Qui seuffre, il vient” (Remede), 213 
n. 62; “Rien ne m’est plus” or 
“R.N.M.P.” (Marie de Cleves), 113; “Tant 
me dure,” 120 

Miihldorf, Battle of, 13 
Muldowney, Dominic, 71 
Muris, Johannes de, 35; mentioned with 

Machaut, 65-66 n. 49, 68 
—WORKS: Libellus cantus mensurabilis, 
67 and n. 57, 68-69, 311; Notitia artis 
musicae, 68 n. 59 

music theory. See Ars Antiqua; Ars Nova; 
compositional procedure (music); Berkeley 
music theory treatise; Boen, Johannes; 
contrapunctus diminutus\ Gafori, 
Franchino; Goscalcus; Grocheio, Johannes 
de; harmony (sonority); Muris, Johannes 
de; musica ficta\ mutatio qualitatis', 
Pennsylvania/Schloss Harburg music 
theory treatise; Petrus palma ociosa\ 
solmization; Vitry, Philippe de 

musica ficta, 284
musical instruments: iconography of, 157, 

162, 167; harp, 169-70, 175, 187, 204; 
lists of, 214, 233, 428; organ, 233 

Musique, 203, 204; iconography of, 100, 
145-46 

mutatio qualitatis, 67-69

Nadas, John, 75 
Narcissus, 329
narrator, clerkly, 200-201 and nn. 34-38.

See also clerk, literary attributes of 
Nature, 197 n. 22, 203 and n. 43, 364, 381;

iconography of, 100, 101 n. 52, 145-47 
Nebuchadnezzar, king, 219; iconography of, 

167; iconography of dream of, 153 
Nelson, Ron, 71
Nicolas de Castro-Villano, 23 n. 87 
Nicole de Margival, 55 n. 10; Dit de la 

Panthere, 6, 215, 216, 230 
Nine Worthies (Neuf preux), 28, 216, 219, 

220, 234
Noblesse (Nobility), iconography of, 176 
notary, 9, 16, 18, 21 
Notre Dame, iconography of, 184 
Noyon, 14

number symbolism, 296, 302, 314, 360, 
369, 370. See also anagrams, crypto-
grams, acrostics, or number riddles

Old Testament, 200
opera dubia, 110, 116, 120, 240-42 and nn.

9 and 15-18, 243, 259 
opium poppy, iconography of, 172 
ordenance, 199 and n. 30, 202 
Oresme, Nicole, 35, 36 
Orgueil (Pride), iconography of, 169 
Orpheus: and Eurydice, iconography of, 

169-70, 175, 187; and harp, 169-70, 175, 
187, 204

Ovid, 64 n. 41; De Vetula, 100, 101; Ars 
Amatoria, 100, 101. See also Ovide 
Moralise in index o f titles

Page, Christopher, 66, 284 
Paien, Thomas, 242n, 363 
Pais (Peace), iconography of, 176 
Pallas, iconography of, 181. See also 

Minerva 
Palmer, R. Barton, 196 
Pamplona, 38 
Paour (Fear), 211, 327 
Paris, 3, 9, 43, 46, 47, 54; book production 

in, 129 n. 1; and reform movement of
1356-58, 30, 35-36; and revolution of
1357-58, 24 n. 92, 34 

Paris, Paulin, 195-96
Paris and Helen, iconography of, 170, 173
pastourelles, 232
Patch, Howard Rollin, 258
patron: accepting book, iconography of,

165; role of, 200, 201, 202, 207, 209, 
213. See also under individual names; and 
under individual dits in chap. 5 

Peace. See Pais 
peasants, iconography of, 174 
Pelinski, Ramon A., 284 
Pennsylvania/Schloss Harburg music theory 

treatise, 309, 311, 312, 378 
Perle, George, 281, 287 
Perne, Frangois Louis: and the Machaut 

Mass, 277-78, 345 n. 68 
Peronne (d’ Armentieres), 30, 58, 110, 228, 

264, 268, 300 n. 43. See also Toute Belle 
Perotin, 328
Perotus de Molyno, 26. See also Molins, 

Pierre des
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Personified virtues, 211. See also under 
individual names, e.g., Amours 

Petrarch, 64 n. 41, 197 n. 20 
Petrus palma ociosa, 283 
Philip VI (king of France): coronation of, 

10; and Hundred Years’ War, 14, 18, 22; 
and John of Luxembourg, 9-10; marriage 
to Blanche of Navarre, 209 

Philip of Navarre (count of Longueville),
29, 33

Philip the Bold (duke of Burgundy), 27 n. 
102, 44, 47, 48, 58, 122, 217; Machaut 
manuscripts of, 48, 77, 122-23; 
Machaut’s works for, 48, 234; and 
marriage to Margaret of Flanders, 48, 57, 
194, 234 

Philippa of Hainaut, 14, 47 n. 183 
Philippe de Rouvre (duke of Burgundy), 48 
Philippe de Vitry. See Vitry, Philippe de 
Pierre de Lusignan (king of Cyprus), 270, 

271; death of, 47; European tour of, 13, 
47; iconography of, 183, 184; Machaut’s 
works for, 47, 231, 233, 270 

Pierre de Waben, 21 n. 76 
Pique, Richard, 50 and n. 196 
Plaisance (Pleasure), 203 and n. 44, 204;

iconography of, 146-47 
Planche, Alice, 258 
Pleasure. See Plaisance 
Pluto and Proserpina, iconography of, 169— 

70
poete, Machaut as, 58 
Poirion, Daniel, 55, 197-99, 237, 241, 

256-58, 287 
Poitiers, Battle of, 27-28, 35, 36, 318, 383 
Polyphemus, iconography of, 180 
Pontoise, Treaty of, 37 
pope, iconography of the, 184; Benedict XII,

4, 12, 15, 16, 19; Clement VI, 15 nn. 
47-48, 31, 121; Innocent VI, 31 and n.
117, 267; John XXII, 4, 15, 16, 17, 18,
19, 30; Urban V, 15 n. 47, 47 

portrait (ymage) of Toute Belle, iconography 
of, 177 n. 161, 177-78, 180-81 

Power, Lionel, 93, 346 
prebend. See benefices, ecclesiastical: 

prebend 
Pride. See Orgueil 
priere, 242
proverbs: in complaintes, 269, 270; in dits, 

206, 209, 211, 215, 217, 218, 220, 222,
225 n. 85, 231, 232, 234; in Loange 
lyrics, 260, 262, 264, 265; in music 
fascicles, 290, 294, 295, 305, 313, 319,

325, 331, 332, 336, 341, 343, 347, 349,
350, 352, 353, 356, 361, 363, 366, 367, 
372, 375, 376, 380, 384 

Prudence. See Avis 
puy , 259, 265 
Pygmalion, 333, 364 
Pyramus and Thisbe, 211 
Pythagorean tuning, 345

Quesnoy, 124

Raison (Reason, Lady), 328; iconography 
of, 165

Raoul de Brienne (count of Eu), 24 
Raoul de Vienne (sire de Louppy), 30, 34, 

228, 264
Reaney, Gilbert, 75, 257, 258, 273, 275, 

283
Reason, Lady. See Raison 
Rebollet, 60
Regnault, Charles Drouin, 51 
Reichert, Georg, 283 
Reims: archbishops of (see Humbert, 

Dauphin; Guillaume de Trie; Hugues 
d’Arcy; Jean de Craon; Jean de Vienne; 
Thesart, Louis; Pique, Richard); altar of 
the Rouelle at cathedral of, 49 and n. 192, 
51; cathedral chapter of, 16, 20, 23, 32; 
and Livre rouge du chapitre, 19 and n. 69, 
32; and MS Weyen, 19 and n. 70, 32, 32-
33, 50, 51; and Hundred Years’ War, 22, 
267 (see also Siege of Reims); as 
Machaut’s birthplace, 3, 4, 5; and 
revolution of 1357-58, 35, 37; and St- 
Remi, 23; and St-Timothee, 46 

Remiet (Perrin Remy). See illuminators of 
Machaut manuscripts 

Renart, Jean, Roman de la Rose, 199 
Rene d’Anjou: Livre du Cuer dAmours 

Espris, 4, 64, 230; Machaut’s influence 
on, 61, 64 

res d  Alemaingne, 349-50 
Resistance. See Dangier 
Rheinberger, Josef, 72, 330 
Rhethorique, 203 and n. 43, 204; iconogra-

phy of, 100, 145-46
Rhetoriquers, 198. See also Second Rhetoric 

treatises
rhyme, 204, 257, 260; as tool for dating 

dits, 192 n. 7, 193 n. 10 
Richesse (Wealth), iconography of, 176 
Rickett, Edmond, 71 
ring, iconography of, 152, 154, 155
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Robert I, duke of Bar, 29, 30, 43 n. 168, 47;
Machaut mention of, 43, 44, 46 

Robert d’Alen^on (count of Perche), 43, 46,
99, 235

Robert de Caveron, 34 n. 130 
Robert Le Coq, 24 n. 92, 40 
Robertson, Anne W., 3, 44, 49-50 
Rogier, Jehan: Memo ires, 44 
“Roi qui ne ment,” 45, 46, 152 and n. 49, 

179 and n. 175, 214, 229, 268, 298, 383 
rondeau; bibliography on, 257, 288; 

iconography of, 186, 188; number 
composed by Machaut, 242 and n. 16; 
retrograde, 340; rondiau, 204 

Roquefort-Flamm6ricourt, 68 n. 61 
rose, iconography of, 183, 188 
rotulus, 74, 104, 133. See also author 

iconography: and rotulus; singing, 
iconography of: from rotulus 

Rouen Cathedral, 344 
Royllart (Rouillart), Philippe: Mass of, 65 

n. 46, 124 
Rubbra, (Charles) Edmund, 72

Sackmann, Dominik, 39 
Sanguined, Edoardo, 70 
Sante (Health), iconography of, 176 
Saracens, iconography of, 183-84 
Schenker, Heinrich, 283 
Schilperoort, Johanna, 256, 258 
Schoenberg, Arnold, 281 
Schrade, Leo, 281, 286 
Sciarrino, Salvatore, 72 
Scully, Terence, 258 
Second Rhetoric treatises, 204. See also 

Herenc, Baudet: Le Doctrinal de la Secunde 
Retorique; and Regies de la Seconde 
Rettorique in index o f titles 

secretary, 9, 11, 14, 16, 18, 19, 21, 28-29,
31, 55 n. 11, 199 n. 28, 271 

Semiramis, iconography of, 133, 179 and n. 
171

Senleches, Jacob de, 67; En attendant 
esperance (ballade), 67, 318 

Sens, 203 and n. 43, 204; iconography of,
100, 145-46

sentement, 201 and n. 39, 213, 214, 257 
Shame. See Honte
Siege of Reims, 22, 39 and nn. 154-55, 55, 

56, 265, 266, 267, 274-75, 298, 320,
344

Simplesse (Simplicity), iconography of, 176

Sincerity. See Franchise
singing, iconography of: from book, 186;

from rotulus, 154, 155, 157, 187 
Slander. See Mesdis
sleep, iconography of, 147, 171. See also 

dream, iconography of 
Sleep, god of: iconography of, 171-72. See 

also Morpheus 
Solage, Fumeux fume (rondeau), 362 
solmization, 6, 218 
sottes chansons, 240-41 
souffisance, 213 n. 62 
Spears, Gay Holmes, 72 
St. Louis. See Louis IX 
St-Omer, 41, 315 
St-Quentin, 18, 45, 342 
StSdroh, MiloS, 72 
Steel, Christopher C., 72 
Stockhausen, Karlheinz, 282 and n. 21 
Story of Susanna, iconography of, 165-67 
Stravinsky, Igor, 282 nn. 21-22, 346 
Strohm, Reinhard, 75 
subdeaconate, 3, 15 
Suzoy: A I’arbre sec (ballade), 312 
Sweet Pity. See Douce Pite 
Sweet Thought. See Dous Penser

Taillevent, Michault, 61; Dialogue fait par 
Michault, 63 

Tantalus, iconography of, 169-70 
Tarbe, Prosper, 195 
Tavani, Giuseppe, 287 
Temperance, iconography of, 179 
tenths (decimes) (clerical tax), 23, 44 ^ 5 ,  

267
Teutonic Order, Crusade to Lithuania, 8 n.

22, 13, 14, 16 n. 56 
text-music relationships (text painting), 

285-86, 291, 317, 327, 329, 330, 344, 
355, 368, 369, 370, 373 

text underlay, 281 
textuality, 198-201, 257 
Therricus de Curvilla, 23 n. 87 
Thesart, Louis, 50 n. 196 
Theseus and Ariadne, 211 
Thibault de Champagne (king of Navarre), 

manuscripts of, 78, 89 
Thiele, Siegfried, 72
thirtieths (trentismes) (clerical tax), 266, 267 
Torroella, Pere, 60; Tant mon voler, 60 n. 

24, 378
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Toul, 29, 31 
Toumai Mass, 346
tournament or battle, iconography of, 157,

161, 162, 184 
Toute Belle, 57, 98 n. 39, 200; works in 

Voir Dit, 195, 241-42 nn. 15-18. See 
also Peronne (d’Armentieres)

Trebor: En seumeillant mavint une vision 
(ballade), 387; Passerose de beaute 
(ballade), 232 

Tricherie (Trickery), iconography of, 169 
Truth. See Verite

Ugolino of Orvieto: Declarado musicae 
disciplinae, 69 

Usk, Thomas: Testament o f Love, 234

Vaillant, Jean: Dame, doucement / Doulz 
amis (double rondeau), 362; Mass, 65 n. 
46, 124; Par maintes foys (virelai), 65 n. 
45, 128; Pour ce que je  ne say (rondeau), 
362; Quiconques vuet (rondeau), 362; Tres 
doulz / Ma dame / Cent mille, (triple 
rondeau), 362 

valet de chambre, 61
Vannozzo: Contrasto dell'Arpa e del Liuto, 

223
Vegetius, as source for Machaut, 6 
Venus, iconography of, 170, 173-74, 178 
Verdun, 4, 17, 18, 23, 29, 31 
Vergil, iconography of, 173 
Verite (Truth), iconography of, 175-76 
Villon, Frangois, 61, 97, 114, 197 n. 22;

Ballade des Seigneurs de Temps Jadis, 234 
Vincennes, 25
Vincent of Beauvais and Thomas de 

Cantimpre, as source for Machaut, 6, 218 
virelai: bibliography on, 257, 288; and 

Bonne of Luxembourg, 25, 26; chanson 
baladee as term for, 204, 257 n. 31; and 
dance, 238 n. 4; double, 332; duplex, 308, 
337; iconography of, 188; number 
composed by Machaut, 242 and n. 17 

Visconti, Violante, 43, 46 
Vitry, Philippe de: and Ars nova complex of 

theory, 67 and n. 55, 68 n. 59; career of, 
17 n. 59, 21, 35, 36 and n. 143; influence 
on Machaut, 5 n. 15, 10, 39, 276, 293, 
297, 299, 338; and Jean de le Mote, 53, 
387; and John II, 27; lais of, 286, 301-2; 
manuscript tradition of, 74 n. 6; men-
tioned with Machaut, 53, 56, 58, 62 n.
33, 65 n. 45, 65-66 n. 49; motets of, 27 
n. 102, 64-65 and n. 43

—WORKS (attributed): Almifonis / Rosa 
(anon.?), 381; Douce playsence / Garison, 
10, 294, 321, 324, 346; Flos / Celsa 
(anon.?), 10 n. 30, 342; Impudenter / 
Virtutibus, 10 n. 30, 299, 342; In virtute 
nominum / Decens carmen, 294; Petre 
Clemens / Lugentium, 292; Tribum / 
Quoniam, 322; Tuba / In arboris, 294, 
321, 324, 371; Vos qui / Gratissima, 292,
326, 364 

Vivier-en-Brie, 33 and n. 129 
vocabulary, 258
vocal scoring, added voices, and unauthentic 

contratenors, 287, 296, 304, 309 n. 48,
311, 328, 334, 352, 369 n. 86, 378, 385, 
390-91 n. 4

Wagner-Regeny, Rudolf, 72 
Wallen, Martha, 129, 132 
Wathey, Andrew, 3, 75 
Watriquet de Couvin: Dis de la Fontaine 

d’Amours, 222 
Wealth. See Richesse 
Webern, Anton, 281, 282 
Weckerlin, Jean-Baptiste Theodore, 72 
Wenceslas of Luxembourg (duke of Brabant),

54, 134, 234-35, 265 
Wheel of Fortune. See Fortune 
Whiting, Bartlett J., 256 
Wildenstein, Georges, 84 
Wilkins, Nigel, 75, 199, 237, 241, 257,

258
William II of Avesnes (count of Hainaut),

14
Williams, Sarah Jane, 49, 73, 285 
Wimsatt, James I., 48, 53-56, 58-59, 75,

196-98, 237, 241, 257, 258 
Wolf, Johannes, 279 
Wuorinen, Charles, 72

ymage. See portrait
Yolande of Bar (queen of Aragon), Machaut 

manuscript of, 29-30, 59-61, 75, 84 
Yolande of Flanders: and Jean de Machaut,

29-31, 33 
Young, Karl, 196 
Youth. See Jeunesse

Zofingen, 128



Index of titles, first lines, and refrains
(Principal discussions are listed in boldface.)

A Christo honoratus (motet tenor). See Martyrum / Diligenter 
A Complaint to His Lady. See Chaucer, Geoffrey in general index 
A Dieu, dous amis! (ballade refr.). See Onques mes cuers 
A jointes mains vous proi (rondeau). See Adam de la Halle in general index 
A I’arbre sec (ballade). See Suzoy in general index 
A mon pooir, tant comme je  vivray (ballade refr.). See Graces ne say 
A son ami ne pot estre si dure (ballade refr.). See En desespoir
A toi, Hanri, dous amis, me complain 0complainte, Cp3), 59, 230, 241 n. 12, 266-68, 298, 

383; and Chaucer, 39 n. 155, 268; and Froissart, 54, 268; historical references in, 12, 21, 
22-23, 39, 266-68; iconography of, 185; and John II, 27 

A vous m’octroy de vray cuer et de bon (ballade). See Deschamps, Eustache in general index 
Ad te suspiramus gementes et flentes etc. (motet tenor). See Felix virgo / Inviolata 
Against Women Unconstant. See Chaucer, Geoffrey in general index 
Agnus Dei. See Messe de Nostre Dame 
Aler m’en veus (virelai). See Ciconia, Johannes in general index
Alerion, Le Dit de /’, 200 n. 35, 217-18; and Bonne of Luxembourg, 26, 217; date of, 22, 

190, 193, 217; exempla in, 200; iconography of, 163-65; literary sources for, 6, 218; occa-
sion for, 26 n. 98, 217; quotations from, 5, 7, 86; translations of, 55 n. 10, 217 

Alez, a Dieu, Vaumosne estfaite (ballade refr.). See Je fu i yer 
Almifonis / Rosa. See Vitry, Philippe de in general index
Altercatio Phyllidis et Florae: as source for Machaut, 6, 208, 222. See also Jugement 

Behaingne; Jugement Navarre 
Altissonis I Hin (anon, motet), 384 
Amara valde (motet tenor). See Quant en moy / Amour 
Amis ames (ballade refr.). See D'amour loyal
Amis amis de cuer d’amie / Ames comme loyaulz amis! (refrain [Peronne], Voir Dit), 225 n.

83
Amis, bien voy que tu pers tous deduis (rondeau [Peronne], VD36), 225
Amis, comment que m aies en oubli (rondeau, Lo224=Wilk. 215), 253, 263
Amis, dolens, maz et desconfortez (ballade, BnlO=B172). See Sans cuer m en  / Amis / Dame
Amis,je t'aporte nouvelle (ballade, Lo212=Wilk. 8), 221, 252, 263, 300
Amis,je t’ay tant ame et cheri (chant royal, Lo254=Wilk. 1), 254, 263
Amis,je te vieng conforter (Confort de V Amant et de la Dame in Fonteinne), 206, 220
Amis, mon cuer et toute ma pensee (ballade, Lo220=Wilk. 9), 112 and n. 68, 121, 253, 263
Amis, pour ce Venvoiai je  (rondeau [Peronne], VD20), 225
Amis, sans toy tout m anoie  (ballade [opus dubiuml], Vn39=Wilk. 10), 241 and n. 15, 265 
Amis, se Dieus me confort (rondeau [Peronne], VD38), 225 
Amis, se par mafoulie (unidentified lyric), 112 and n. 68
Amis si parfaitement (ballade [Peronne], Lol99=Wilk. 11=VD50), 221, 226, 252, 263 
Amis, t' amour me contreint (lai, L10/7), 119, 289-90, 333; inconography of, 186;

transmitted with works of Alain Chartier, 105, 114, 120 
Amis, tous dous vis (rondeau). See Molins, Pierre des in general index 
Amis, venes vers moy seurement (rondeau [Peronne], VD24), 225 
Amis, vostre demouree (ballade, Lol37=Wilk. 12), 250, 261 
Amorosa visione. See Boccaccio in general index 
Amors, qui tost fer  (lai). See Febrer, Andreu in general index

641
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Amour et biaute parfaite (motetus). See Quant en moy / Amour 
Amour me tient en sa douce prison (Cypriot-French rondeau), 380 
Amour trestout / La douce art (Cypriot-French motet), 299 
Amours doucement me tente (lai, L7/6), 62, 290-91; inconography of, 186 
Amours, je te lo et graci (priere in Remede), 212 
Amours le vuet qui einsi me doctrine (ballade refr.). See Plaisant dame 
Amours, ma dame et Fortune et mi oueil (ballade, Lo227=Wilk. 13=VD6), 224, 253, 263 
Amours me fait desirer et amer (ballade, Lol77=Wilk. 14=B19), 291; recordings of, 392 
Amours me fait desirer loyaument (chant royal, Lo45=Wilk. 2), 248, 259 
Amours me point si tresforment et mort (ballade [opus dubium], LoA4, Triste chanson de 

dame amoureuse), 255 
Amours ne veut et ma dame ne deingne (ballade, Lo91=Wilk. 15), 249, 260 
Amours qui a le pouoir / Faus Samblant / Vidi (motet, M l5), 7, 66 n. 50, 276, 291-92;

recording of, 393 
Amours qui a son oes m a pris (R.1591), 258
Amours qui m!a nouvellement espris (ballade, Lo243=Wilk. 16), 253, 264
Amours, se plus demandoie (lai, L9), 292-93; inconography of, 187
Amours, tu m as tant este dure (complainte, Cpl), 59, 206, 266, 268; inconography of, 185
Anelida and Arcite. See Chaucer, Geoffrey in general index
Anima mea liquefacta est (antiphon for Assumption of B.V.M.), 343
Antequam comedam suspiro (responsory), 381
Anticlaudianus. See Alain de Lille in general index
Apollinis eclipsatur / Zodiacum signis (anon, motet), 65, 65-66 nn. 48-49
Apprehende arma et scutum et exurge (motet tenor). See Tu qui gregem / Flange
Apres Machaut qui tant vous a ame. See Deschamps, Eustache in general index
Apta caro / Flos virginum (anon, motet), 292
Armes, Amours, Dames, Chevalerie. See Deschamps, Eustache in general index 
Armez, amors, damez, chevalerie (ballade refr.). See Trebor: En seumillant in general index 
Ars Amatoria. See Ovid in general index
Ars cantus mensurabilis mensurata per modos iuris (music theory treatise), 68 
Ars discantus (music theory treatise), 285
Ars discantus secundum Johannem de Muris (music theory treatise), 285 
Art de Diclier. See Deschamps, Eustache in general index
Asses de meschies ha ci, / Eins que joie en puisse attraire (ballade refr.). See Helas! je  sui 
Au departir de vous mon cuer vous lais (rondeau, Lo60=Wilk. 216), 260, 248 
Aufeu! (rondeau). See Chartier, Alain in general index
Au flour des flours, u toute ma creance (ballade envoy). See Gower, John in general index
Au gre d  Amours et a I'onneur ma dame (ballade refr.). See Se je ne sgay
Aucune gent m ont demande que f a y  / Qui plus / Fiat (motet, M5), 5 n. 15, 7, 10, 63, 66 n.

50, 259, 276 n. 5, 293-94; recording of, 393 
Aucunes gens me demandent souvent (ballade, Lo75=Wilk. 18), 249, 260 
Aucuns dient quon ne puet dame amer (ballade, Lo217=Wilk. 17), 252 
Aucuns parlent des .x. plaies d’Egipte (ballade, Lo200=Wilk. 19), 252 
Aus amans pour exemplaire (lai, L4), 330 n. 58, 294-95; inconography of, 186 
Autre apres li ja mais avoir ne quier (ballade refr.). See De toutes flours 
Autre de vous jamais ne quier amer (rondeau [Peronne], VD43), 226 
Autres confors, se de li ne venoit (ballade refr.). See Puis que Desirs 
Ave maris Stella (Marian hymn), 320 
Ave regina caelorum (Marian antiphon), 364 
Avec raison /’Escripture est dacord  (ballade, opus dubium), 120
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Aymi! dame de valour (virelai, V3), 295; recordings of, 393

Ballade des Seigneurs de Temps Jadis. See Villon, Frangois in general index
Basis prebens (anon, rhymed sequence), 286
Belle, bonne et envoisie (rondeau, VIM), 224
Belle Dame sans Mercy. See Chartier, Alain in general index
Belle Doette aus fenestres se siet (anon, chanson de toile, R.1352), 301
Belle, quant vous m’ ares mort (rondeau, VD37), 225
Belle, vostre doulz ymage (rondeau, VD19), 225
Biaus dous amis, parfaitement ames (ballade, Lol31=Wilk. 20), 250, 261
Biaute, douceur et maniere jolie (rondeau, Lo240=Wilk. 217), 243, 245
Biaute paree de valour (motetus). See Trop plus / Biaute
Biaute parfaite et bonte souvereinne (ballade, Lol40=Wilk. 21), 66, 125, 126, 250, 261; 

recordings of, 427
Biaute qui toutes autres pere (ballade, B4), 295-96, 390; recordings of, 393 
Bien me devroit d’aucuns dous mos refaire (ballade, Lo42=Wilk. 22), 248, 259 
Blanche com lis, plus que rose vermeille (rondeau, Lo82=Wilk. 218), 249, 260 
Boethius translation. See Chaucer, Geoffrey in general index 
Bone pastor (motet tenor). See Bone pastor / Bone pastor
Bone pastor Guillerme / Bone pastor / Bone pastor (motet, M l8), 66 n. 50, 296-97; date of,

9, 275-76, 296; and Guillaume de Trie, 9-11; recordings of, 393 
Bone pastor, qui pastores (motetus). See Bone pastor / Bone pastor 
Book o f the Duchess. See Chaucer, Geoffrey in general index 
Book o f the Leoun. See Chaucer, Geoffrey in general index

C’est ce pour quoy ma dolour m est plus dure (ballade refr.). See II ne m est pas tant dou mal 
que f  endure...  mise 

[C’est] Dous Penser, Plaisence et Esperance (ballade refr.). See Je sui Amours 
C’est force, faire le vueil (virelai, V16), 297; recordings of, 394
C’est grant doleur que d’estre en maladie (ballade [opus dubium], LoA12, De ceulz qui n ont 

point d’argent), 255 
C’est ma doulour et la fin  de ma joie (ballade refr.). See Pour Dieu vous pri 
Car autrement riens ne vorroie faire (ballade refr.). See He! mesdisans 
Car cuers donnez ne se doit retollir (ballade refr.). See Se par Fortune 
Car en vous est de m i  faire et deffaire (ballade refr.). See Dame parfaite 
Car je vous ameray / et obieray (poem within VD letter 6 [no. 2 in P. Paris 18751), 224 n. 79 
Car le bien amer renvie (ballade refr.). See Puis que tant 
Car nulz ne doit avoir honeur sanz paine (ballade refr.). See S’Amours vousist 
[Car tu as] Scens, Retorique et Musique (ballade refr.). See Je, Nature 
Ce dient ceulx qui femme ont en grenier (ballade refr.). See Estrange femme 
Ce quay  pense, voulez que je le die? (ballade [opus dubium], LoA13, Pensement de cuer joli), 

255
Ce que je fa is de bonne chiere (ballade, Lol28=Wilk. 23), 250
Ce qui contreint mon cuer a toy amer (ballade, Lo228=Wilk. 24), 253, 264
Ce qui soustient moy, monneur et ma vie (rondeau, Rnl2=R12), 297; recordings of, 394
Celle que j ’aim de cuer entierement (ballade refr.). See En haut penser
Celle qui nuit et jour desire (rondeau [Peronne], VD7), 224
Celle qui unques ne vous vid (rondeau [Peronne], VD1), 57, 224
Cent Ballades. See Christine de Pizan; Jean le Seneschal in general index
Cent Ballades d’Amant et de Dame. See Christine de Pizan in general index
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C[ent]fois pour li miex morir ameroie (ballade refr.). See Bien me devroit 
Cent millefois esbahie (virelai [Peronne], VD62), 227 
Cerf Blanc, Le Dit du (opus dubium\ 59, 97, 100, 135, 145, 206, 208, 234-35; 

graphy of, 188
C ertesje croy que ma fin  est venue (ballade, Lol84=Wilk. 25), 120
Certesje di et s'en quier jugement (ballade, Bn34=B293). See De triste / Quant / Certes
Certes mes dous amisfu nez (ballade, Lo90=Wilk. 26), 249, 260
Certes, mon oueil richement visa bel (rondeau, Lo234=Wilk. 219=R15), 58, 110, 253, 260, 

264, 297-98; and Bonne of Luxembourg, 25 n. 95 
Certes, moult me doi doloir (ballade, Lol69=Wilk. 27), 251, 262 
Certes, trop ay en toy dur anemy (ballade refr.). See Helas! Desirs 
Ceulx dient qui ont ame (ballade [opus dubium], LoA2, Balade d'amant recreii), 255 
Champion des Dames. See Le Franc, Martin in general index 
Changon desesperee, 259
Chastel dAmours (anon.), 98, 100, 111, 135, 145; iconography of, 188 
Chastelaine de Vergi (anon, romance), 208, 211, 230
Christe, qui lux es et dies / Veni / Tribulatio (motet, M21), 7, 66 n. 50, 72, 230, 268, 274,

275-76, 287, 298-99; date and occasion of, 39, 298; recordings of, 394 
Christus factus est (Gradual), 323 
Chroniques. See Froissart, Jean in general index
Cil troy m ont mort et elle que Dieus gart (ballade refr.). See En cuer ma dame 
Cilz ha bien foie pensee (virelai, Vn24=Wilk. 275=V24=VD18 [Peronne]), 225, 242 n. 17, 

299, 350
Cilz qui onques encores ne vous vit (rondeau). See Deschamps, Eustache in general index 
Cine, .vii., .xii., .ix., .xi. et .xx. (rondeau [Peronne], VD63), 227 
Cine, un, trese, huit, neuf d  amour fine  (rondeau, R6), 221, 262, 263, 299-300; date and 

occasion of, 26, 33-34, 43, 300; recordings of, 394 
Cinkante Ballades. See Gower, John in general index 
Circumdederunt me mendaces viri (responsory), 298, 367
Com cilz qui sui vostres sans retollir (ballade refr.). See Dame, comment que n ’aie 
Com le meschief que davoir pou dargent (ballade refr.). See C'est grant doleur 
Comment me puet mes cuers en corps durer (ballade, Lol43=Wilk. 28)
Comment puet on miex ses maus dire (rondeau, R11), 300; recordings of, 395 
Comment q u a  moy lonteinne (virelai, V5), 7, 72, 301; recordings of, 395 
Comment que soie long de vous (ballade refr.)- See Dame, se vous m estes 
Comment vit i l j e  ne le say, par mam e  (ballade refr.). See Quant vrais amans de 
Complaint o f Mars. See Chaucer, Geoffrey in general index 
Complaint to His Purse. See Chaucer, Geoffrey in general index 
Complaint unto Pity. See Chaucer, Geoffrey in general index 
Complainte de VAn Nouvel. See Granson, Oton de in general index 
Complaynt d’Amours. See Chaucer, Geoffrey in general index 
Confessio Amantis. See Gower, John in general index
Confort dA m i, Le , 218-20; and Charles of Navarre, 6, 7, 12, 14, 27, 36, 37, 38, 104, 108 

n. 62, 191, 218-19; date of, 37, 38, 190, 191, 193, 218-19; iconography of, 129, 131,
132, 165-70; influence of, 54, 58, 62-63; literary sources for, 6, 219-20; quotations from,
5, 7, 12, 13, 14, 17, 20, 36; reform platform in, 35, 36; as source for Machaut lyrics, 38 n.
151, 219, 264, 267, 315, 340, 349, 351, 354, 357, 358; translations of, 55 n. 10, 218 

Confort de VAmant et de la Dame, 220, 242 
Consolation o f Philosophy. See Boethius in general index 
Conte du Graal. See Chretien de Troyes in general index 
Contrasto dell’Arpa e del Liuto. See Vannozzo in general index
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Contre ce dous mois de may (lai, L I5/10), 7, 301-2
Contre la saison nouvelle (Lay Amoureux). See Deschamps, Eustache in general index 
Contre le bien et la joie que f a y  (ballade refr.). See Se quanque amours 
Coq-a-l’Ane (anon.), 100
Corde mesto (motetus). See Helas! pour quoy virent / Corde 
Coume le serf / Lunne plainne d'umilite (Cypriot-French motet), 331 
Coument se poet / Se je  chante / Qui prendroit a son cuer (motet), 358 
Credo. See Messe de Nostre Dame
Cuer, corps, pouoir, desir, vie et usage (rondeau, Lo80=Wilk. 220), 249 
Cuer de marbre couronne d’aymant, / Ourle de fer, a la pointe asseree (chant royal refr.). See 

Am is,je  t’ay
Cuer qui se sent jeunejo lis  et gais (ballade [opus dubium], LoA3, Balade de cuerjoli), 255 
Cuers ou merci faut et cruautes dure (chant royal, Lo46=Wilk. 3), 248, 259

D'amour loial et de m amour (ballade, Lo31=Wilk. 43), 248
D ’ardeur espris et d’esperence nus (ballade, Lo2=Wilk. 44), 247, 258
D'entier voloir sanz jammes departir (ballade). See Gower, John in general index
D ’un cuer si fin  et d’une amour si pure (ballade, Lol72=Wilk. 64), 251, 262
D ’une si vraie volente (ballade, Lol66=Wilk. 65), 251, 262
D'uns dous ueil vairs, riansjendus (ballade, Lo94=Wilk. 66), 249, 260
Dame, a qui (virelai, V I2), 302; recording of, 395
Dame, a vous sans retollir (virelai in Remede, RF6/V33), 25, 212, 277, 278-79, 302-3; 

recordings of, 395-%
Dame, comment qu’amez de vous ne soie (ballade, Lol82=Wilk. 29=B16), 303; recordings 

of, 396
Dame, comment que n’aie pas veil (ballade, Lo274=Wilk. 30), 254
Dame, comment que souvent ne vous voie (ballade, Lol30=Wilk. 31), 250, 261
Dame, comment que vous soie longtains (ballade, Lol3=Wilk. 32), 247, 259
Dame, comment que vous soie longteins (ballade refr.). See On dist souvent
Dame, comment que vous soie lonteins (ballade refr.). See Ne cuidiez pas que darner
Dame d’onnour, plaisant et gracieuse (ballade, Lo98=Wilk. 35), 249
Dame, de moy tres loiaument amee / En (rondeau, Lol68=Wilk. 221), 251, 262
Dame, de moy tres loyaument amee I Sans (ballade, Lol00=Wilk. 33), 249, 260
Dame, de qui toute ma joie vient (ballade in Remede, RF5/B42), 212, 303-4; recordings of,

396-97
Dame, de tous biens assevie (ballade, Lol38=Wilk. 34), 250, 261 
Dame, doucement / Doulz amis (double rondeau). See Vaillant, Jean in general index 
Dame en qui f a y  mis toute m esperance (complainte, VD55), 226, 266 
Dame,je muir pour vous, com pris (rondeau, Lo97=Wilk. 222), 249 
D a m eje  sui cilz qui vueil endurer / Fins cuers / Fins cuers (motet, Ml 1), 304; recordings 

of, 397
Dam e,je vueil endurer (virelai, V9), 304-5; recordings of, 397 
Dame, le doulz souvenir (virelai, V21=Wilk. 276), 305 
Dame, lonteins de vostre noble atowr (rondeau, Lol34=Wilk. 223)
Dame, merci (ballade refr.). See Dame d’onnour
Dame, mercy vous requier humblement (ballade, Lo66=Wilk. 36), 249, 260
Dame, mon cuer emportez (virelai, V32/29), 302 n. 45, 305, 391; recording of, 397
Dame, mon cuer en vous remaint (rondeau in Remede, RF7/R22), 212, 305-6; recordings of,

397-98
Dame, ne regardez pas (ballade, Lol0=Wilk. 37=B9), 247, 258, 259, 306; recordings of, 398
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Dame, par vous me sens reconfortez (ballade, Bnll=B173). See Sans cuer m en  / Amis / 
Dame

Dame parfaite dou tout entierement (ballade, Lol97=Wilk. 38), 252
Dame plaisant, nette et pure (double ballade, Lo26=Wilk. 214), 240, 241, 243, 247, 259
Dame, pour Dieu ne metez en oubli (ballade, Lol44=Wilk. 39), 251, 261
Dame, pour moy desconfire (rondeau, Lol02=Wilk. 224)
Dame, pour vous ma joie se define (ballade, Lo69=Wilk. 40), 249, 260 
Dame que f  aim, ne vous veingne a merveille (ballade, Lo62=Wilk. 41), 248 
Dame qui fust si tres bien assenee (anon, ballade), 66, 125 
Dame qui fust si tres bien assenee (ballade refr.). See De Fortune 
Dame, qui vuet vostre droit nom savoir (rondeau, Rnl7=Wilk. 225=R16), 260, 306; and 

Bonne of Luxembourg, 25 n. 95 
Dame, se vous m estes lointeinne (ballade, Lol5=Wilk. 42=B37), 247, 259, 306-7; 

recordings of, 398
Dame, se vous n’avez aperceii (rondeau, R13=VD14), 224, 307; recording of, 398 
Dame vailans / Amis de tant / Certainement puet on (anon, triple ballade), 313 
Dame, vostre dous viaire (virelai, V I7), 307-8, 391; recordings of, 398 
David Hoquetus. See Hoquetus David
De Bon Espoir, de Tres-Dous Souvenir / Puis que / Speravi (motet, M4), 275, 286 n. 37, 

308; recordings of, 399 
De bonne heure fus je nee (ballade). See Christine de Pizan in general index 
De bonte, de valour (virelai, V10). 308-9; recording of, 399 
De ce que fo l pense (ballade). See Molins, Pierre des in general index 
De cuer, de corps et de volente fine (ballade refr.). See Helas! Amours 
De desconfort, de martyre amoureus (ballade, B8), 309
De Fortune me doy pleindre et loer (ballade, Lol95=Wilk. 45=B23), 66, 67 n. 56, 71, 221, 

252, 262, 309-10, 390; recording of, 399 
De la plus au plus bel regart (unidentified lyric), 112 
De legier croire encontre son ami (ballade refr.). See On ne puet riens 
De ma dolour confortes doucement (motetus). See Maugre mon cuer I De ma dolour 
De ma dolour ne puis avoir confort (ballade, Lo210=Wilk. 46), 67, 252, 263 
De ma dolour ne puis trouver confort (ballade). See Filippotto da Caserta in general index 
De mon vrai cuer jamais ne partira (ballade, VD17), 225, 299, 350 
De morir sui pour vous en grant paour (rondeau, Lol63=Wilk. 226), 251, 261 
De moy feres toute joie eslongier (rondeau, Lol54=Wilk. 227), 251 
De petit po, de niant volente (ballade, Bn20=B18), 65, 67, 68, 120, 310-11, 390; recordings 

of, 399
De Planctu Naturae. See Alain de Lille in general index
De plus en plus ma grief dolour empire (rondeau, Lol57=Wilk. 228)
De regarder et d’estre regardez (rondeau [opus dubium], Lo273), 97 n. 36, 240 n. 9
De reveoir ma douce dame gente (ballade refr.). See Comment me puet
De souspirant cuer dolent (motetus). See Tous corps / De
De tout flors (intabulation), 390, 399. See also De toutes flours
De tout sui si confortee (virelai, V38/32), 66, 221, 311; recordings of, 399-400
De toutes flours n'avoit et de tous fruis (ballade, B31), 66 n. 51, 67, 258, 263, 287, 311—

12, 390-91; recordings of, 400-401 
De triste cuer faire joyeusement (ballade, Bn32=B29l) / Quant / Certes, 67, 313, 390;

recordings of, 401 
De Vetula. See Ovid in general index
De vous me vient li souvenirs prochains (ballade refr.). See Biaus dous amis 
De vous servir loyaument et amer (rondeau, Lo78=Wilk. 229)
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De vous veoir et o ’ir (ballade refr.). See Fueille ne flour 
De vraie amour, loyal et ajfinee (rondeau, Lo85=Wilk. 230)
De vray desir, d’amoureuse pensee (ballade, Lo261=Wilk. 47)
Debat de Deux Amans. See Christine de Pizan in general index 
Debat de Reveille Matin. See Chartier, Alain in general index 
Debat des Deux Fortunes d’Amours. See Chartier, Alain in general index 
Debat dou Cheval et dou Levrier. See Froissart, Jean in general index 
Declaratio musicae disciplinae. See Ugolino of Orvieto in general index 
Degentis vita / Cum vix (anon, motet), 66, 368 
Dehors le cul, qui vausist./. ramon (ballade refr.). See Jamay entan 
Derm lay, 339
Des que premiers oy retraire (virelai [Peronnel, VD26), 225 
Deus choses sont qui me font a martire (icomplainte, Cp2), 266, 268 
Dialogue fait par Michault. See Taillevent, Michault in general index 
Dieus, quant venra le temps et I’eure / Que je  voie ce que j ’aim si? (refrain, Remede, 11. 3502-

3), 212
Diex, Biaute, Douceur, Nature (virelai, V I9), 112, 313 
Diligenter inquiramus (motetus). See Martyrum / Diligenter
Dire scens et folie faire (.Dit notable, Lo233=Wilk. 282), 240, 241 n. 12, 242, 243, 253, 264 
Dis de la Fontaine dAmours. See Watriquet de Couvin in general index 
Dit de I’Alerion, Le. See Alerion, Le Dit de /’
Dit de VOrthie (anon.), 222
Dit de la Fleur de Lis et de la Marguerite, Le. See Fleur de Lis et de la Marguerite, Le Dit de 

la
Dit de la Fonteinne Amoureuse, Le. See Fonteinne Amoureuse, Le Dit de la
Dit de la Harpe, Le. See Harpe, Le Dit de la
Dit de la Marguerite, Le. See Marguerite, Le Dit de la
Dit de la Pastoure. See Christine de Pizan in general index
Dit de la Rose. See Rose, Le Dit de la; see also Christine de Pizan in general index
Dit de Poissy. See Christine de Pizan in general index
Dit des .iiii. Oysiaulx, 94, 163, 217 nn. 65-66. See also Alerion, Le Dit de /'
Dit dou Bleu Chevalier. See Froissart, Jean in general index
Dit dou Florin. See Froissart, Jean in general index
Dit dou Lyon, Le. See Lyon, Le Dit dou
Dit dou Vergier, Le. See Vergier, Le Dit dou
Dit du Cerf Blanc. See Cerf Blanc, Le Dit du
Dit du Chevaly 271. See also Tu qui vues
Dit notable. See Dire scens et folie faire
Dittie de la Flour de la Margherite. See Froissart, Jean in general index 
Dix et sept, .v., .xiii., .xiiii. et quinse (rondeau, Rnl4=R17=VD56), 226, 313-14; 

recordings of, 401
Doleur de chief et mal de trenchoisons (ballade [opus dubium], LoAl 1, Chanson de povre 

mesnagier), 255 
Domine, in tua misericordia speravi (Introit), 308
Donnez, signeurs, donnez a toutes mains (ballade, Bn28=B26), 20 n. 73, 211, 219, 241 n. 12,

281, 314-15; and Charles of Navarre, 38 and n. 150; date and occasion of, 39, 41, 315, 
401; recordings of, 401 

Dont je me tieng pour mort ou que je soie (ballade refr.). See Aucuns parlent 
Dont suis je  mors que riens ne m'en deffent (ballade refr., Lol70=Wilk. 198)
Dou mal qui m a longuement (virelai, V8), 315, 391; recordings of, 401
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Dou memoire des hommes degrades (ballade, Lo253=Wilk. 63), 241 n. 12, 254, 264 
Douce dame, cointe, apperte et jolie (rondeau, Lo226=Wilk. 231), 253, 263 
Douce dame, de joie diseteus (ballade, Lol42=Wilk. 48), 251, 261 
Douce dame,je vous requier mercy (ballade, Lol39=Wilk. 49), 250, 261 
Douce dame jolie (virelai, V4), 72, 315-16, 391; recordings of, 401-3 
Douce dame, plaisant et gracieuse (ballade, Lol32=Wilk. 50), 250, 261 
Douce dame, prenes temps et loisir (ballade, Lo76=Wilk. 51), 249, 260 
Douce dame quant je vous voi (rondeau, VD27), 225 
Douce dame, quant vers vous fausseray (rondeau, Lo64=Wilk. 232), 248, 260 
Douce dame, que f  aim tant et desir (ballade, Lo4=Wilk. 52), 247, 258 
Douce dame, que sans cuer vous en pri (ballade refr.). See Gentil dame, douce 
Douce dame, que temprement vous voie (ballade refr.). See Plus qu’onques mais 
Douce dame, s'en vo grace n'estoie (ballade refr.). See Se par amour 
Douce dame, savoir ne puis n' oir (ballade, Lol87=Wilk. 53), 252, 262 
Douce dame, si loyaument conquis (ballade, Lo49=Wilk. 54), 248, 259 
Douce dame, soies toute seixre (ballade, Lo41=Wilk. 55), 248, 259 
Douce dame, tant com vivray (rondeau, Lo235=Wilk. 233=R20), 61, 253, 264, 316; 

recordings of, 403
Douce dame, tant vous aim et desir (rondeau, Lo267=Wilk. 56), 254, 265 
Douce dame, tant vous aim sans meffaire (ballade, Lo58=Wilk. 57), 120, 248, 260 
Douce dame, vo maniere jolie (ballade, Lo65=Wilk. 58), 260, 249 
Douce dame, vous ocies a tort (ballade, Lo73=Wilk. 59), 112, 249, 260 
Douce dame, vous savez que je n a y  (ballade, Lol60=Wilk. 60)
Douce dame, vueilliez oir la vois (Complainte de I'Amant in Fonteinne), 206, 220, 266 
Douce, plaisant et debonnaire (virelai, VD25), 225, 230 
Douce, plaisant, simple et sage (ballade, Lo21 l=Wilk. 61)
Douce playsence / Garison. See Vitry, Philippe de in general index 
Douceur, charite ne confort (ballade, Lo271=Wilk. 62), 241 n. 12, 254, 265 
Doulz cuers gentilz (rondeau, opus dubium), 94, 116, 242 n. 16 
Doulz Zephirus qui faiz naistre les flours. See Deschamps, Eustache in general index 
Dous amis, oy mon complaint (ballade, B6), 281, 316-17; recordings of, 403 
Dous amis, pour toy conforter (ballade [opus dubium], LoA19, Balade de confort. La dame), 

255
Dous amis, que t'ay-je meffa.it? (complainte [Peronne], VD53), 206, 226 and nn. 91 and 99, 

266
Dous viaire gracieus (rondeau, R l), 277, 279, 317; iconography of, 188; recordings of, 403 
Durement vif et humblement I'endure (ballade refr.). See Douce dame, vo

Ecce tu pulchra es arnica mea (antiphon for Annunciation), 388 
Echecs Amoureux, 350
Ego moriar pro te (motet tenor). See J'ay tant / Lasse!
Eimmi! dame, coment puet endurer (ballade, Lol50=Wilk. 67)
Eimmi! dolens, chetis, las, que feray (ballade, Lol49=Wilk. 68), 251, 261
Eins que ma dame d’onnour (motetus). See Tant doucement m ont I Eins
Elle me het et est mon ennemie (ballade refr.). See Jugez, amans
En amer a douce vie (ballade in Remede, RF4/B41), 67, 212, 317-18; recordings of, 403
En atendant d'amer la douce vie (isorhythmic rondeau). See Galiot, Johannes in general index
En attendant esperance (ballade). See Senleches, Jacob de in general index
En attendant souffrir m’estuet (ballade). See Filippotto da Caserta in general index
En ce dous temps d’este (anon, lai), 301-2
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En ce penser et en ce dous desir (ballade refr.). See Mes cuers ne puet 
En cuer ma dame une vipere maint (ballade, Lo204=Wilk. 69), 252, 263. See also Une vipere 
En demantant (lai, L24/18), 243, 281, 318-19; and the Battle of Poitiers, 28, 318 
En desespoir, dame, de vous me part (ballade, Lo249=Wilk. 70), 254, 264 
En desirant de li joie et merci (ballade refr.). See Las! j ’ai failli 
En desirant vostre douce merci (ballade refr.). See De desconfort 
[Eri\ Dous Penser, Plaisance et Esperance (ballade refr.). See Je sui Amours 
En haut penser, plein d'amoureus desir (ballade, Lol=Wilk. 71), 247, 258 
En Vonneur de ma douce amour (ballade [complainte], Lo230=Wilk. 73), 240 n. 9 , 241 n. 14,

243, 245 n. 22, 253, 264, 266, 269 
En la maison Dedalus (anon, ballade), 334 
En lieu de bleu qui porte la figure (anon, ballade), 264
En lieu dou cuer, amis, qui me demeure (ballade refr., Amis, dolens). See Sans cuer m en / 

Amis / Dame
En lieu dou cuer, dame, qui vous demeure (ballade refr., Sans cuer m en  and Dame, par vous).

See Sans cuer m’en / Amis / Dame 
En mon cuer ha un descort (virelai, V27/24), 302 n. 45, 319 
En oil estrange ne se doit nulz fier (ballade [opus dubium], LoA9, La loyaute de dame 

estrange), 120, 255
En remirant vo douce pourtraiture (ballade). See Filippotto da Caserta in general index 
En remirant vo gracieus viaire (ballade, Lol 10=Wilk. 74), 67, 250, 260 
En seumeillant m avint une vision (ballade). See Trebor in general index 
En souspirant vueil a Dieu commander (rondeau, Lol20=Wilk. 234)
En un vert jardin joli (ballade [opus dubium], LoA14, Songe de cuer joli. L ’amant), 255
Envers Amours, se son bien ne voloie (ballade refr.). See Se bons et biaus
Envers soussi de povre mesnagier (ballade refr.). See Doleur de chief
Envoy to Scogan. See Chaucer, Geoffrey in general index
Epistre au Dieu d’ Amours. See Christine de Pizan in general index
Epistre Othea. See Christine de Pizan in general index
Epistres sur le Roman de la Rose. See Christine de Pizan in general index
Erec et Enide. See Chretien de Troyes in general index
Escu Bleu, L ', 94, 152, 154, 212 n. 59. See also Remede
Esperance qui en mon cuer s en bat (anon, rondeau), 67, 318
Esperance qui masseiire (ballade, Bnl6=B13), 7, 281, 319-20; recording of, 404
Espinette Amoureuse. See Froissart, Jean in general index
Estoc d'oneur et arbres de vaillance (ballade on death of DuGuesclin). See Deschamps, 

Eustache in general index 
Estrange femme est d ’omme appetit (ballade [opus dubium], LoA8, Plaisance de femme 

estrange), 255
Et en plaingnant sa douceur regreter (ballade refr.). See Merci, merci 
Et gaudebit cor vestrum (motet tenor). See S’il estoit / S ’Amours 
Et in terra pax. See Messe de Nostre Dame
Et me fussies .c. mille fo is plus dure (ballade refr.). See J'aim miex
Et ne cesserez vous jamais? (rondel). See Charles d’Orleans in general index
Et ne seseres vous jamais (bergerette?), 82-83
Et non est qui adjuvet (motet tenor). See Qui es / Ha! Fortune
Et pas ne la y  envers vous desservi (ballade refr.). See Dame, mercy vous
Et quelle soil ma dame souverainne (ballade refr.). See Sans departir
Et que pite de m a r dure vous preingne (ballade refr.). See Douce dame, prenes
Et qui ne se vuet bruler, / Si se traie ensus (ballade refr.). See Pluseurs se sont
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Et s’il est autres qui bee t A m amour, il y faurra (ballade refr.). See Amis si parfaitement 
Et serviray tous les jours de ma vie (ballade refr.). See Avec raison 
Et si I’aim tant c on ne puet amer plus (ballade refr.). See Seur tous amans 
Et si m estuet ensus de vous aler (ballade refr.). See He! gentilz cuers 
Et si n en puis moy ne mon cuer retraire (ballade refr.). See Je pers mon temps 
Et si ne puis fors qu'a s’amour entendre (ballade refr.). See Amours ne veut 
Et terre aussi qu’est despendue / Vaut trop miex que terre perdue (ballade refr.). See Donnez, 

signeurs
Et tout par honnour (ballade refr.). See Vo dous gracieus
Et tout par legierement croire (refrain of the five virgins, Voir Dit), 227 and n. 102
Et tout pour s’amour (ballade refr.). See Se mes dous amis
Et tout pour vous, biaus dous loiaus amis (ballade refr.). See II n’est dolour
Et vos regars meintient mon cuer en joie (ballade refr.). See Le bien de vous
Eu pais ou ma dame maint (rondel in Fonteinne), 220
Excusation aux Dames. See Chartier, Alain in general index
Expositiones tractatus practice. See Beldemandis, Prosdocimus de in general index

Fait cuer d  ami et damie  (ballade refr.). See En amer
Faites mon cuer tout a cop morir (rondeau, Lol25=Wilk. 235), 250, 261
Faus Samblant (anon, rondeau), 292
Faus Samblant m a  deceu (motetus). See Amours qui a / Faus Samblant 
Fauston li merveilleus serpens (ballade incipit in MS J  [16]), 354; cf. Phyton 
Felix virgo, mater Christi / Inviolata / Ad te (motet, M23), 7, 66 n. 50, 274, 275, 276 n. 5, 

287, 320-21, 391; date and occasion of, 39 and n. 153; recordings of, 404 
Fera pessima (motet tenor). See Fons / O livoris 
Fiat voluntas tua (motet tenor). See Aucune gent / Qui plus 
Fine Amour, qui me vint navrer (motetus). See He! Mors / Fine 
Fins cuers doulz (motet tenor). See Dame.je sui / Fins cuers 
Fins cuers doulz, on me deffent (motetus). See Dame,je sui / Fins cuers 
Fist on, dame (anon, virelai), 66 n. 51, 216
Fleur de Lis et de la Marguerite, Le Dit de la, 234; date and occasion of, 48, 190, 194, 234;

influence of, 54, 231-32, 234; translations of, 55 n. 10, 234 
Flos / Celsa. See Vitry, Philippe de in general index
Folie largesse pour croire faux semblant (ballade [opus dubium], LoAlO, Sothe chanson des 

foulz larges), 255
Fons tocius superbie / O livoris / Fera (motet, M9), 66 n. 50, 70, 276, 284, 321-22; date 

and occasion of, 24 n. 93; recordings of, 404 
Fonteinne Amoureuse, Le Dit de la, 200 n. 35, 220-22; date of, 190, 191, 193, 221; 

exempla in, 200; iconography of, 170-75; influence of, 53, 54, 59, 62, 63, 222; and John 
of Berry, 40 and n. 156, 41, 42, 191, 221, 270; literary sources for, 6, 222; lyrical 
insertions in, 220, 239, 242; and manuscript transmission, 73, 220; quotations from, 5, 7,
12, 13, 42; as source for Machaut lyrics, 38 n. 151, 221-22, 259, 263, 265, 270, 300,
311, 329, 333, 349, 361; translations of, 55 n. 10, 221 

Fors li qu aim miex cent mille fois que mi (ballade refr.). See Je suis aussi 
Fors seulement en Loiaute qui dort (ballade refr.). See Helas! dolens, ma rose 
Fortune (triple balade). See Chaucer, Geoffrey in general index 
Fortune, faulce (rondeau). See Matheus de Sancto Johanne in general index 
Foy porter (virelai, V25/22), 322, 391, 404-5
“Franklin’s Tale,” See Chaucer, Geoffrey: Canterbury Tales in general index 
Fueille ne flour ne verdure (ballade, Lol8=Wilk. 75)
Fumeux fume (rondeau). See Solage in general index
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Fut ce bien songe? (ballade refr.). See En un vert jar din

Gais et jolis, lies, chantans et joieus (ballade, Lo39=Wilk. 76=B35), 322-23; recordings of, 
405

Gent corps, faids, cointe, apert et joli (ballade, Lo5=Wilk. 77=VD42), 90, 120, 225 and n.
90, 247, 258, 353 

Gente de corps et tres bele de vis (ballade, Lol73=Wilk. 78), 251, 262 
Gentil dame de tres noble figure (ballade, Lol33=Wilk. 79)
Gentils cuers, souveingne vous (rondeau, Lo27=Wilk. 236), 248, 259; iconography of, 186 
Gentilz dame, douce, plaisant et sage (ballade, Lo21=Wilk. 80)
Gloria. See Messe de Nostre Dame
Graces ne say, loange ne merci (ballade, Prologue no. 4), 204 
Grandes Chroniques de France, 56
Grant merveille ont de ce que plus ne chant (ballade, Lo44=Wilk. 81), 248, 259 
Gratiosus fervidus / Magnanimus opere (anon, motet), 340

Ha! Fortune, trop sui mis loing de port (motetus). See Qui es / Ha! Fortune 
Hair mes jours pour ta longue demeure (ballade refr.). See Ce qui contreint 
Hareu! hareu! le feu, lefeu, le feu  / Helas! / Obediens (motet, M10), 7, 63, 66 n. 50, 323-

24; recording of, 405 
Harpe, Le Dit de la, 223, 333; date of, 190, 193; iconography of, 129, 175-76 
He! dame de vaillance (virelai, VI), 71, 324; iconography of, 188; recording of, 405 
He! dame de valour (virelai, V I1), 324
He! gentils cuers, loyaus, dous, debonnaire (ballade, Lol 15=Wilk. 82), 250, 260 
He! gentils cuers, me convient il morir (ballade, Lo37=Wilk. 83), 112, 120, 258, 259 
He! gentils rois, dus de Poligieras (ballade). See Deschamps, Eustache in general index 
He! mesdisans, com je  vous doy hair (ballade, Lol27=Wilk. 93), 250, 261 
He! Mors, com tu es ha'ie / Fine / Quare (motet, M3), 276 and n. 5, 324-25; recording of, 

405
He! tres douce, debonnaire, / Quant vous porray je  veoir? (ballade refr.). See Souvent me fait
Helas! Amours, que vous ay je meffait (ballade, Lo57=Wilk. 84), 248, 259
Helas! Desirs, que me demandes tu (ballade, Lol78=Wilk. 85), 251
Helas! dolens, ma rose est mise en mue (ballade, Lo215=Wilk. 88), 252, 263
Helas! dolens, or vueil je bien morir (rondeau, Loll2=W ilk. 237), 250
Helas! dolens, que porray devenir / Ne (ballade, Lol21=Wilk. 86), 250, 260
Helas! dolens, que porray devenir? / Quant (ballade, Lol41=Wilk. 87), 250, 261
Helas! et comment aroie (virelai, V I8), 325
Helas! je  sui de si male heure nez (ballade, Lo56=Wilk. 89), 248, 259
Helas! mon cuer, bien le doy pleindre (ballade, Lol 1 l=Wilk. 90), 250
Helas! ou sera pris confors (motetus). See Hareu! / Helas!
Helas! pour ce que Fortune m’est dure (rondeau, Lol89=Wilk. 238), 252, 262 
Helas! pour quoy m est bonne Amour si dure (ballade, Lol46=Wilk. 91), 251, 261 
Helas! pour quoy se demente et complaint (rondeau, R2), 325-26; recordings of, 405 
Helas! pour quoy virent onques mi oueil. ..Biaute (ballade, Lo53=Wilk. 92), 120, 248, 259 
Helas! pour quoy virent onques mi oueil / Corde / Libera me (motet, M12), 259, 276 n. 5, 

32 6
Helas! tant ay doleur et peinne (ballade, B2), 326—27
Hont paur (intabulation), 390, 406. See also Honte, paour
Honte, paour de doubte de mejfaire (balade de Naudin Alis), 120, 327
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Honte, paour, doubtance de meffaire (ballade, Lo201=Wilk. 94=B25), 120, 211, 286 u. 37, 
327; recordings of, 406 

Hoquetus David, 70, 71, 327-28; recordings of, 406-7 
House o f Fame. See Chaucer, Geoffrey in general index
Hui ha ./. mois que je  me departi (ballade, Lol61=Wilk. 95=VD49), 90, 226, 251, 261 

Ida / Portio (anon, motet), 346
II m est avis qu’il n est dons de Nature (ballade, Lol88=Wilk. 96=B22), 281 n. 20, 328 
II n est confors qui me peust venir (ballade, Lo74=Wilk. 99), 249, 260, 306 
II n e s t deduis, esbatemens, ne joie (rondeau). See Froissart, Jean in general index 
II nest deduit qui vaille celui-la (ballade refr.). See Ce q uay pense
II n’est dolour, desconfort ne tristesse (ballade, Lol94=Wilk. 100=VD48 [Peronne]), 226, 252,

262
II ne m’est pas tant dou mal que f  endure. ..M ise (ballade, Lol93=Wilk. 97), 252, 262
II ne m est pas tant dou mal que f  endure... Par (ballade, Lo265=Wilk. 98), 120
II vaurroit miex, .c. contre un, estre cous (ballade refr.). See Trop est crueus
Impudenter / Virtutibus. See Vitry, Philippe de in general index
In virtute nominum / Decens carmen. See Vitry, Philippe de in general index
Inclinans faciem  (responsory), 325
Inclite flos  (anon, rondeau), 362
Inviolata genitrix (motetus). See Felix virgo I Inviolata
Ite, missa est. See Messe de Nostre Dame

J ’ai tant mon cuer et mon orgueil creii / Lasse! / Ego (motet, M7), 221, 276 and n. 5, 329, 
353 n. 73; recording of, 407 

J'ai tout veii quant j'a i veil ma dame (ballade). See Froissart, Jean in general index 
J ’aim la flour (lai, L2), 72, 277, 278, 329-30; iconography of, 186; recordings of, 407 
J ’aim mieux languir en estrange contree (ballade, Lo266=Wilk. 102), 254, 265 
J ’aim miex languir en ma dure dolour (ballade, B7), 287, 330 
J ’aim sans penser laidure (virelai, V14), 242, 330-31 
J ’aim tant ma dame et son bien et s’onnour (ballade, Lo20=Wilk. 103)
J ’aim trop mon cuer de ce qu’il m’a guerpi (ballade, Lol71=Wilk. 104), 251, 262 
J ’amay entan environ j c v . jours (ballade [opus dubium], LoAl, Sotte chanson), 255 
J ’ay bien vaillant un cuer d’ami (ballade refr.). See Je ne sui pas 
J ’ay mon bee jaune poie tropfolement (ballade [opus dubium], LoA7, De la conscience 

d’amour de femme), 120, 255 
J ’ay par lone temp ame et ameray (ballade, Lo88=Wilk. 106), 249 
J ’ay, passet a plus de .x. ^ - (complainte, CplO, Dit des Mesdisans), 266, 269 
Ja Diex pooir ne me doint ne t o (ballade, Lol67=Wilk. 101), 251, 262 
Ja mais, tant que le revoie (ballade reii.). See Certes moult 
Ja povres homs ne sera bien ame (ballade refr.). See S’il n’est d’argent 
Jamais autre n’ameray (ballade refr.). See Ma dame, n’aies 
Jamais ne quier joie avoir (ballade, Lo28=Wilk. 105), 248, 259 
Je chante ung chant (rondeau). See Matheus de Sancto Johanne in general index 
Je croy que nulz fors moy n a tel nature (chant royal, Lo47=Wilk. 4), 248, 259 
Je di qu’il ria  en amour vraie et pure (ballade, Lo242=Wilk. 107), 253 
Je doy tresbien, 115. See also Je puis trop
Je Fortune (anon, ballade), 98 and n. 40, 100, 125 and n. 94, 126, 128
Je fu i yer en telfrenesie (ballade [opus dubium], LoA15, Frenesie de nonnete. L ’amant), 255
Je la feray morir de dueil ou taire (ballade refr.). See Langue poignant
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Je m’aim trop miex tous a paressilier (ballade, Lol58=Wilk. 108), 251, 261 
Je maudi I’eure et le temps et le jour (ballade, Lo213=Wilk. 109), 252, 263 
Je me plein de celui qui en celier converse (complainte, Cp9), 241 n. 12, 266, 269 
Je metray paine au desservir (ballade refr.). See Dous amis, pour toy 
Je rien puis mais,je ne lifais pas faire (ballade refr.). See Je di qu’il n’a 
Je n i  pensay quonneur et courtoisie (ballade refr.). See Nulz homs ne puet plus 
Je, Nature, par qui tout est four me (ballade, Prologue no. 1), 204 
Je ne cesse de prier (lai, L16/11), 331; recordings of, 407-8
Je ne croy pas qu’oncques a creature (ballade, Lol75=Wilk. 110, cf. B14), 251, 262, 408
Je ne cuit pas qu’onques a creature (ballade, B14), 332; cf. Je ne croy pas
Je ne fine nuit ne jour de periser (ballade, Lo40=Wilk. 111), 120
Je ne me puis saouler (virelai, Vn34=Wilk. 277=V33=VD11), 112, 224, 302 n. 45, 332
Je ne me say conforter (lai, L20), 332-33
Je ne pourroie en servant desservir (rondeau, Lo251=Wilk. 239), 254
Je ne sgay raison ne pourquoy (anon.), 108
Je ne sui mie certeins d’ avoir amie (motet tenor, M20). See Trop plus f Biaute 
Je ne sui pas de tel valour (ballade, Lol l=Wilk. 112), 120, 247, 259 
Je pers mon temps et ma peine est perie (ballade, Lo209=Wilk. 113), 221, 252, 263 
Je preing congie a dames, a amours (ballade, Lo223=Wilk. 114), 253, 263, 387 
Je puis moult bien comparer mon desir (ballade). See Froissart, Jean in general index 
Je puis moult bien ma dame comparer (ballade). See Froissart, Jean in general index 
Je puis trop bien ma dame comparer (ballade, Lo203=Wilk. 115=B28), 66 n. 51, 221, 223, 

252, 263, 333-34; and Froissart, 54 n. 6; recordings of, 408 
Je sui Amours qui maint cuer esbaudi (ballade, Prologue no. 3), 204 
Je suis aussi com cils qui est ravis (ballade, Bn22=B20), 334; recordings of, 408-9 
Je vivroie liement (virelai, V23/21), 334; recordings of, 409 
Je vous puis bien comparer (Cypriot-French ballade), 333
Je voy assez, puis que je  voy ma dame (ballade refr.). See Quant Theseus / Ne quier 
Jeu des Echecs Moralises (trans. by Jean de Vignay). See Cessolis, Jacobus de in general index 
Joie mefuit (rondeau). See Chartier, Alain in general index 
Joie me fuit (rondeau). See Froissart, Jean in general index 
Joie mefuit et doleur m est procheinne (ballade refr.). See Souvenirs fait 
Joie, plaisance, et douce norriture (chant royal in Remede, RF3), 212, 277, 335; recordings 

of, 409
Joli Buisson de Jonece. See Froissart, Jean in general index 
Jour a jour (anon, rondeau), 65 n. 45, 128, 362 
jugement d  amour, 208
Jugement dAmours, 113. See also Jugement Behaingne
Jugement dou Roy de Behaingne, Le, 200 n. 35, 206-9; date of, 190, 191, 192, 207; 

iconography of, 131, 138, 149-50, 187 n. 225; influence of, 11, 56-57, 59, 61, 62, 63 and 
n. 40, 112, 208-9, 234-35, 325; literary sources for, 6, 208; manuscript tradition of, 75 
and n. 11, 83, 96 n. 31, 113, 207; quotations from, 6, 7, 9, 11-12, 17; stanzaic form of, 
206-7, 208, 339 n. 65; translations of, 55 n. 10, 207 

Jugement dou Roy de Navarre, Le, 5 n. 13, 209-11, 259, 267, 315; and Black Death, 38, 
210; and Bonne of Luxembourg, 25 and n. 94, 33, 209-10; and Charles of Navarre, 25, 33, 
209; date, 33, 38, 190, 191, 192 and n. 7, 209-10, 274; iconography of, 151; influence of, 
62, 325, 327, 211; and the Lay de Plour, 365; literary sources for, 6, 211; and Machaut 
biography, 8 n. 20, 23, 210; manuscript tradition of, 96 n. 31, 209, 238; quotations from,
5, 6, 20 and n. 73, 210; translations of, 55 n. 10, 209 

Jugez, amans, et voiez ma dolour! (ballade [opus dubium], LoA20, Balade de plour et 
jugement. L ’amant), 110, 115, 255
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Kyrie eleyson. See Messe de Nostre Dame

L’ amour de vous, qui en mon cuer remaint (rondeau [Peronne], VD22), 225 
L ’amoureuse flour / En I’estat (anon, motet), 297 
L ’Istoire de Grisilides, Marquise de Saluces, 119
L ’ueil, qui est le droit archier (virelai, Vn35=Wilk. 278=V34=VD9), 224, 302 n. 45, 335-36 
La dolour ne puet remeindre (ballade, Lo33=Wilk. 116), 248 
La grant ardeur de mon plaisant desir (rondeau, Lo99=Wilk. 240), 249 
La grant dougour de vostre biaute fine (ballade, Lol91=Wilk. 117), 252 
La loyaute, ou mes cuers se norrist (ballade, Lo25=Wilk. 118), 247, 259 
La mort Machaut, le noble rethorique (double ballade refr.). See Deschamps, Eustache in 

general index
La Vie du Prince Noir. See Chandos Herald in general index
Lais je  fu i jadis contrains (Lay de Plour). See Deschamps, Eustache in general index
Lak o f Stedfastnesse (balade). See Chaucer, Geoffrey in general index
Lamentations de Matheolus. See Le Fevre, Jean in general index
Lancelot. See Chretien de Troyes in general index
Languepoignant, aspre, amere et aigue (ballade, Lol90=Wilk. 119), 252, 262 
Lanval. See Marie de France in general index
Las! Amours me soloit estre (ballade, Lo52=Wilk. 120), 120, 248, 259
Las! et ses cuers ne me fait qu escondire (ballade refr.). See Certesje croy
Las! fa y fa illi  a mon tres dous desir (ballade, Lo70=Wilk. 121), 249, 260
Las! je  voy bien que ma dame de pris (ballade, Lol03=Wilk. 122), 249
Las! tant desir /’ eure que je  vous voie (ballade, Lo63=Wilk. 123), 248, 260
Lasse! comment oublieray / Se f  aim / Pour quoy (motet, M l6), 230, 276 and n. 5, 336,

391; recordings of, 409-10 
Lasse! je sui en aventure (motetus). See f a y  tant / Lasse!
Lauda Sion (sequence), 296
Lay d’Esperance: as title of Diex, Biaute (V19), 313; as title of Longuement (L18/13), 337,

338
Lay de Bon Espoir, 219, 358, 368, 371-72
Lay de Bonne Esperance (lai). See Longuement
Lay de Corf or t (lai). See S’onques
Lay de Consolation (lai). See Pour ce que plus
Lay de Desir en Complainte. See Granson, Oton de in general index
Lay de I’ Ymage (lai). See Ne say comment
Lay de la Fonteinne (lai). See Je ne cesse
Lay de la Rose (lai). See Pour vivre joliement
Lay de la Souscie (lai). See Je ne me say
Lay de Nostre Dame (lai), 331. See also Contre ce dous
Lay de Plour (lai). See Malgre Fortune; Qui bien aimme\ see also in general index, 

Deschamps, Eustache, Lais je  fu i; Granson, Oton de, Livre Messire Ode 
Lay des Dames (lai). See Amis, t' amour 
Lay du Mirouer Amoureux (lai). See Se quanque Diex 
Lay du Roy. See Deschamps, Eustache in general index 
Lay Mortel (lai). See Un mortel lay
Le bien de vous qui en biaute florist (ballade, Lol79=Wilk. 124=VD29), 225, 251, 262 
Le Chevalier de la Charrette (Lancelot). See Chretien de Troyes in general index 
Le Doctrinal de la Secunde Retorique. See Herenc, Baudet in general index 
Le grand desir que j ’ay puise veoyr (anon, rondeau), 231, 350
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Le grant desir que fa y  de repairier (ballade, Lo22=Wilk. 125), 247 
Le grant desir que fa y  de vous veoir (ballade refr.). See Nes qu'on 
Le pain aufol est le premier meinge (ballade refr.). See Folle largesse 
Le Paradis d’ Amour (lai). See Amours, se plus 
Le Parlement d’Amours. See Herenc, Baudet in general index
Le plus grant bien qui me viengne dam er (ballade, Lol80=Wilk. 127=VD30), 90, 225 and n. 

85, 252, 262
Legend of Ariadne. See Chaucer, Geoffrey in general index 
Les biens que Diex et Nature ont plus chier (ballade refr.). See Tout ensement 
Les tres dous biens qui me viennent de li (ballade refr.). See f  aim tant 
Li cuers me tramble et la char me tressue (rondeau, Lol04=Wilk. 241), 249 
Li doulz parler, plein de toute dougour (ballade, Lol52=Wilk. 126), 251, 261 
L[i] enseignement de Chaton / De touz les biens / Ecce (motet, opus dubium), 65 n. 45, 122, 

127, 387-88; recording of, 427 
Li plus grans biens qui me veingne d'amer. See Le plus grant bien 
Libellus cantus mensurabilis. See Muris, Johannis de in general index 
Libera me (motet tenor). See Helas! pour quoy virent / Corde 
Liement me deport (virelai, V30/27), 337; recordings of, 410 
Lis et Marguerite. See Fleur de Lis et de la Marguerite, Le Dit de la 
Livre de Messire Ode. See Granson, Oton de in general index 
Livre des Quatre Dames. See Chartier, Alain in general index 
Livre des Trois Jugemens. See Christine de Pizan in general index 
Livre dou Voir Dit, Le. See Voir Dit, Le Livre dou 
Livre du Chemin de Long Estude. See Christine de Pizan in general index 
Livre du Cuer d’Amours Espris. See Rene d’Anjou in general index 
Livre du Due des Vrais Amans. See Christine de Pizan in general index 
Livres du Roy Modus et de la Royne Ratio. See Ferrieres, Henri de in general index 
Loange des Dames, 102, 190, 237-71; chronology of, 233, 243-46, 276; evidence of editing 

in, 239-40, 245; feminine voice in (see feminine voice in general index); grouping of lyrics 
in, 258-63; iconography of, 184-85, 237 n. 2; location in manuscripts, 190, 194, 243-46; 
manuscript families and organization of, 199, 243^6 ; themes in, 258-64 passim 

Loial amour est de si grant noblese (ballade, Lo219=Wilk. 130), 221, 253, 263 
Loiaus pensers et desirs deliteus (rondeau, Lo59=Wilk. 242), 248 
Loing de mon cuer et de ma douce amour (ballade, Lo86=Wilk. 128), 249 
Loing de vous souvent souspir (ballade, Lo30=Wilk. 129), 120 
Long sont mi jour et longues sont mes nuis (rondeau, VD35), 225 
Longue demouree fa it changier ami (proverb, Voir Dit), 226
Longuement me sui tenus (lai, L18/13=VD47), 226, 243, 337-38; recordings of, 410 
Loyal Amour et ma dame sans per (ballade refr.). See Nulz ne me doit; On verroit maint 
Loyaute me tient (rondeau). See Garinus in general index
Loyaute, que point ne delay (lai, L I), 60 n. 24, 338-39; iconography of, 186; recordings of,

410-11
Loyaute vueil tous jours maintenir (virelai, V2), 71. 339
Lyon, Le Dit dou, 200 n. 35, 215-17; and Bonne of Luxembourg, 26; date of, 21, 189-90 

and n. 4, 191, 192 and n. 7; iconography of, 131, 157-63; influence of, 59, 66 n. 51, 216-
17; literary sources for, 6, 216; quotations from, 12, 14; translations of, 55 n. 10, 216

[M’a; si] que trop crueus seroit / Li cuers qui pitie n en aroit (ballade refr.). See Helas! tant 
M’ amour premiers et ma dame seconde (ballade refr.). See Gente de corps 
M’i fait penser ades desiramment (ballade refr.). See Je ne fine 
M' ont ad ce mis que pour amer morray (ballade refr.). See Biaute qui
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Ma chiere dame, a vous mon cuer envoy (ballade, Bn45=B40), 206, 241, 242, 339; recordings 
of, 411

Ma dame a qui sui donne ligement (rondeau, Lo245=Wilk. 243)
Ma dame a tout ce qu’il faut (ballade, Lo222=Wilk. 131), 270 n. 41
Ma dame, li cuers vous demeure (ballade refr.). See D ’une si vraie
Ma dame m’a congie donne (ballade refr.). See Helas! mon cuer; Se je me pleing; (anon.

ballade), 66, 374 
Ma dame, n’aies nul espoir (ballade, Lol06=Wilk. 132), 250 
Ma dolour et mon martire (ballade refr.). See Quant de vous 
Ma doulce amour, je  (ballade). See Hasprois in general index 
Ma doulce amour ma dame souverainne (anon, complainte), 270
Ma fin  est mon commencement (rondeau, Rnl5=R14), 66 n. 51, 70, 339-40; recordings of,

411-12
Maintes fois oy recorder (lai, L I3), 340-41; iconography of, 187 
Mais de son bien, certes, c est tout le munde (ballade refr.). See Tout ensement 
Mais s'il leur plaist, il me plaist bien aussi (ballade refr.). See En Vonneur 
Malgre Fortune et son tour (lai, L I9/14), 7, 58, 59, 94 and n. 27, 116, 341 
“Manciple’s Tale,” See Chaucer, Geoffrey: Canterbury Tales in general index 
Marguerite, Le Dit de la, 231-32; date of, 190, 193, 231; iconography of, 183; influence of, 

47 n. 187, 54, 231-32, 234; and Pierre de Lusignan and Marguerite of Handers, 47, 231; 
translations of, 55 n. 10, 231 

Martyres sui de I’amoureus martyre (ballade, Lol56=Wilk. 133), 251, 261 
Martyrum gemma latria / Diligenter / A Christo (motet, M l9), 7, 10 n. 30, 19, 66 n. 50,

275, 276, 289, 342; recordings of, 412 
Mass. See Messe de Nostre Dame
Maugre mon cuer, contre mon sentement / De ma dolour / Quia amore (motet, M14), 276, 

342-43; recording of, 412 
Maugre mon cuer me convient eslongier (ballade, Lo87=Wilk. 134), 249 
Me feres vous tousjours languir (anon, rondeau), 82 n. 20 
Meditations. See Li Muisis, Gilles in general index 
Meliador. See Froissart, Jean in general index 
Memoires. See Rogier, Jehan in general index
“Merchant’s Tale.” See Chaucer, Geoffrey: Canterbury Tales in general index 
Merci vous pri, ma douce dame chiere (rondeau, R3), 316, 343 
Merciles Beaute. See Chaucer, Geoffrey in general index 
Mercy, merci de ma dure dolour (ballade, Lo89=Wilk. 135), 249 
Mercy ou mort (anon, ballade), 119
Merveillefu quant mon cuer ne parti (rondeau [Peronne], VD46), 226 
Mes cuers ne puet a nulle riens penser (ballade, Lo84=Wilk. 136), 249 
Mes dames qu'onques ne vi (ballade, Lo250=Wilk. 137), 241 n. 12, 254, 264; date and 

occasion of, 30, 38-39
Mes dous amis, a vous me vueil compleindre (complainte, Cp5=VD15 [Peronne]), 112 and n.

68, 121, 224, 242 n. 18, 266, 269 
Mes esperis se combat a Nature (ballade, Lo258=Wilk. 138=B39), 254, 265, 286 n. 37, 343— 

44; recordings of, 412 
Messe de Nostre Dame, 7, 70, 71, 72, 93, 277-78, 280, 281-82, 344-46, 391; and 

coronation of Charles V, 43-44, 344; date and occasion of, 49, 50, 51, 344; recordings of, 
423-26

Mi mal seront dous, plaisant et legier (rondeau, Lo259=Wilk. 244), 254 
Minor sum cunctis (responsory), 326
Miroir de Marriage. See Deschamps, Eustache in general index
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Mon cuer, m amour et quanque je desir (ballade refr.). See Je ne croy pas; Je ne cuit pas 
Mon cuer, m ’amour, ma dame souvereinne (complainte, Cp6), 112, 206, 266, 269-70;

iconography of, 185; and Pierre de Lusignan, 47, 231 
Mon cuer, m’amour, ma deesse, m’amie (rondeau, Lo255=Wilk. 245), 254 
Mon cuer, m’ amour, ma joie et mon espoir (ballade refr.). See Loing de mon cuer 
Mon cuer, ma suer, ma douce amour (complainte in the form of a letter, Voir Dit letter 23),

226
Mon cuer, qui mis en vous son desir a (rondeau, Lo67=Wilk. 246), 249, 260
Mon dolent cuer en estrange contree (ballade refr.). See Je maudi I’eure
Mon esperit (ballade), 115. See also Mes esperis
“Monk’s Tale.” See Chaucer, Geoffrey; Canterbury Tales in general index
Morpheus, 220 nn. 70 and 72-73, 221. See Fonteinne Amoureuse
Morray je  dont sans avoir vostre amour (ballade, Lo214=Wilk. 139), 252
Mors sui, se je  ne vous voy (virelai, V29/26), 346-47
Mort m’ont li oueil dont premiers je  la vi (ballade refr.). See Las! je voy bien
Morte Arthure, Alliterative , 217
Moult sui de bonne heure nee (virelai, V37/31), 66, 112, 311, 347; recordings of, 412-13 
Moy, las! dolent, qui muir pour vous amer (ballade refr.). See Morray je  dont 
Moy qui tous sui vostres sens decevoir (ballade refr.). See Douce dame, tant vous aim et desir 
Musicalis sciencia / Sciencie laudabili (anon, motet), 65, 65-66 nn. 48-^49

N ’en fait n’en dit ri en desir n en penser (ballade refr.). See f a y  par lone temp 
N ’en fa it n’en dit n’en pensee (ballade, B nl4=B ll), 7, 347
N ’en recroiray, quoy qu’avenir m en  doie (ballade refr.). See Douce dame, tant vous aim sans 
N ’est pas doleur qui me tient, eins est rage (ballade, Lo83=Wilk. 144), 249 
N ’onques nul jour afausser ne pensay (ballade refr.). See Pour Dieu, dame 
Nativitas gloriose Virginis (Alleluia), 328
Ne cuidies pas que li cuers ne me dueille (ballade, Lol76=Wilk. 140), 251, 262 
Ne cuidiez pas que d’amer me repente (ballade, Lol29=Wilk. 141), 82 and n. 17, 250, 261 
Ne le verres nullefois repentir (ballade refr.). See Douce dame, soies 
Ne me mettes en oubli (ballade refr.). See Loing de vous
Ne me soies de vostre amour longtainne (ballade refr.). See Dame, comment que vous soie 

longtains
Ne me soies de vostre amour lonteinne (ballade refr.). See Dame, comment que souvent 
Ne penses pas que je  retraie (ballade, Lol74=Wilk. 142), 251, 262, 348 
Ne pensez pas, dame, que je recroie (ballade, Bnl3=B10), 262, 281
[Ne pot tantfaire] qu’il eust .i..... [a] par soy (ballade refr.). See En oil estrange
Ne riens qui soit ne me destourne / Q ua vous ne pense, ou que je tourne (ballade refr.). See 

Ne pensez pas, dame 
Ne qu on porroit taYir la haute mer (ballade refr.). See De mon vrai cuer 
Ne quier veoir la biaute d ’Absalon (ballade, Bn38=B342=VD58), 227, 263. See also Quant 

Theseus
Ne quier veoir Medee ne Jason (ballade). See Froissart, Jean in general index 
Ne say comment commencier (lai, L14/9), 216, 227, 348-49; iconography of, 187 
Ne serez de mi (ballade refr.). See Se pour longue demouree 
Ne soiez en nul esmay (ballade [Peronne], VD54), 226 
Ne vous estuet guermenter (virelai [Peronne], VD12), 224, 332
Nes qu’on porroit les estoilles nombrer (ballade, Lo232=Wilk. 143=B33=VD16), 219, 225 and 

n. 82, 231, 253, 264, 349-50, 358; recordings of, 413 
[Nomme sont]Scens, Retorique et Musique (ballade refr.). See Je, Nature
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Notitia artis musicae. See Muris, Johannis de in general index
Now welcome, somer (roundel, Parliament o f Fowls). See Chaucer, Geoffrey in general index 
Nuit et jour en tel traveil (ballade [Peronne], VD52), 226 
Nulle dolour ne se puet comparer (ballade, Lol 19=Wilk. 145), 250, 260 
Nuls ne doit avoir merveille (lai, L5/4), 7, 351, 353, 357; iconography of, 186; recording of, 

413
Nulz horns ne puet en amours pourfiter (ballade, Lo96=Wilk. 146), 249
Nulz homs ne puet plus loyaument amer (ballade, Lol08=Wilk. 147), 239 and n. 6, 250, 260
Nulz ne me doit dore  en avant reprendre (ballade, Lo61=Wilk. 148), 248, 260
“Nun’s Priest’s Tale.” See Chaucer, Geoffrey: Canterbury Tales in general index

O dolce conpagno (anon, retrograde ballata), 340
O fleur des fleurs de toute melodie. See Deschamps, Eustache in general index 
O livoris feritas (motetus). See Fons / 0  livoris 
O series summe rata! (motetus). See Quant vraie amour / O series 
Obediens usque ad mortem (motet tenor). See Hareu! / Helas!
On dist souvent que longue demouree (ballade, Lol4=Wilk. 149), 247, 259 
On ne doit pas croire en augure (ballade, Lo264=Wilk. 150), 241 n. 12, 254, 265; and Siege 

of Reims, 39 n. 155
On ne porroit penser ne souhaidier (ballade, Lo7=Wilk. 151=B3), 7, 247, 258, 351-52, 390; 

recording of, 413
On ne puet riens savoir si proprement (ballade, Lol92=Wilk. 152), 252, 262
On parle de richesses et de grant signorie (lai, L8), 330 n. 58, 352; iconography of, 187
On verroit maint amant desesperer (ballade, Lo38=Wilk. 155), 248, 259
Oncques amour ne fu  si chiere (ballade refr.). See Douce dame, je vous
Onques dame ne fu  si belle (ballade, Lo221=Wilk. 153), 253
Onques mais nulz mam a si folement (chant royal, Lol9=Wilk. 5), 247, 259
Onques mes cuers ne senti (ballade, Lo218=Wilk. 154), 221, 253, 263
Onques nam a qui pour si po hay (ballade refr.). See De petit po
Onques si bonne jour nee (virelai, VD45), 226
opera dubia, 110, 116, 120, 240-42, and nn. 9 and 15-18, 243, 259
Opusculum artis musice (anon, music theory treatise), 68
Or voy je bien, ma dolour renouvelle (ballade, Lol2=Wilk. 156), 247, 259
Orloge Amoureus. See Froissart, Jean in general index
Ou lieu de ce que je  puis deservir (ballade, Lol55=Wilk. 72), 251, 261
Ou loyaute ne repaire (rondeau, Lo54=Wilk. 247), 248, 259
Ou mois qui est peres de joie (anon.), 59, 108
Ou pais ou ma dame maint (ballade, Lol7=Wilk. 157), 247, 259
Ovide Moralise (anon.): as source for Machaut, 6, 132 and n. 11, 165, 197 n. 19, 200, 211,

216, 220, 222, 227, 230

Par maintesfois (anon, ballade), 119 
Par maintes foys (virelai). See Vaillant, Jean in general index 
Par souhaidier est mes corps aveuc vous (rondeau, Lol23=Wilk. 248), 250 
Par trois raisons me vueil deffendre (lai, L6/5), 62, 351, 352-53; iconography of, 186 
Par trois resons c’on peut prouver (virelai [opus dubium], LoA17, Virelay. Des faux felons 

mesdisans), 255
Par vos dous yex sui si forment ateins (ballade refr.). See Douce dame, plaisant
Par vostre dous plaisant regart (ballade refr.). See Dame, ne regardez
Paradis d’ Amour (lai). See Amours, se plus. For the dit, see Froissart, Jean in general index
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Parliament o f Fowls. See Chaucer, Geoffrey in general index
Partues moy a Vouvrir de vos yex (rondeau, Lol 18=Wilk. 249), 250, 260
Pas de tor en thies pais (ballade, Bn35=B30), 225 n. 90, 353; recordings of, 413-14
Passerose de beauie (ballade). See Trebor in general index
Patrem omnipotentem. See Messe de Nostre Dame
Pearl (anon.), 234
Peinnes, dolours, larmes, soupirs et pleins (ballade, Lol47=Wilk. 158), 251, 261
Petre Clemens / Lugentium. See Vitry, Philippe de in general index
Phiton, Phiton, beste tres venimeuse (ballade). See Franciscus, Magister in general index
Phyton, le mervilleus serpent (ballade, Bn43=B38), 66, 219, 354; recording of, 414
Plaidoire de la Rose et de la Violette. See Froissart, Jean in general index
Plaisant accueil et gracieus attrait (ballade, Loll4=Wilk. 159), 250
Plaisant dame de noble accueil (ballade, Lol65=Wilk. 160), 251, 262
Plaisant dam eje  recueil plaisenment (ballade, Lol07=Wilk. 161), 250
Plange quasi virgo (responsory), 361
Plange, regni respublica! (motetus). See Tu qui gregem / Plange
Plourez, dames, plourez vostre servant (ballade, Lo229=Wilk. 162=B32=VD5), 67, 224, 253, 

264, 268 n. 37, 314, 344, 354-55, 402; recordings of, 414 
Plourez, plourez flour de chevalerie (refrain of ballade on death of DuGuesclin). See 

Deschamps, Eustache in general index 
Plus a destroit (anon, ballade), 222
Plus belle que le biau jour (virelai, Vn36=Wilk. 279=V35=VD10), 224, 302 n. 45, 356
Plus dure qu un dyamant (virelai, V31/28), 265, 302 n. 45, 356, 391; recordings of, 414
Plus qu'onques mais vous desir a veoir (ballade, Lo270=Wilk. 164), 242n., 254, 265
Pluseurs se sont repenti (ballade, Lol09=Wilk. 163), 250, 260
Policraticus. See John of Salisbury in general index
Porchier mieus estre amoeroie (anon, rondeau), 220, 267
Posuit coronam capiti meo (responsory), 383
Pour ce fain je  d  estre en joie / Et si langui pour amer (ballade refr.). See Ce que je fais 
Pour ce I’aim je de cuer entier (ballade refr.). See Certes mes dous amis 
Pour ce nameray je plus (ballade refr.). See Ceulx dient 
Pour ce ne sgay s’il li souvient de mi (ballade refr.). See D’un cuer si fin  
Pour ce qu’aim tant sa plaisant biautefine (ballade refr.). See De ma dolour ne puis 
Pour ce q u il m’a mauvaisement tray (ballade refr., Lo265=Wilk. 98). See II ne m est pas tant 

dou mal quej endure.. .par 
Pour ce qu’on puist miex retraire (lai, L3), 351, 356-57; iconography of, 186 
Pour ce que de li me part (ballade refr.). See Pres durer
Pour ce que grant chose est d  accoustumance (Lay de Franchise). See Deschamps, Eustache in 

general index
Pour ce que je ne say (rondeau). See Vaillant, Jean in general index
Pour ce que plus proprement (lai, L23/17), 243, 281, 357-58; recording of, 414-15
Pour ce que tous mes chans fais (ballade, Bnl5=B12), 7, 358
Pour ce que trop ensus de li demeure (ballade refr.). See Martyres sui
Pour ce que trop vous desir a veoir (ballade refr.). See Dame, pour vous; Maugre mon cuer me 

convient
Pour ce toudis ma pensee a vous tire (ballade refr.). See Veoir n’oir 
Pour che que je  ne puis (anon, ballade), 67, 260
Pour Dieu, dame, riamez autre que my / Car, par m afoy  (rondeau, Lo208=Wilk. 250), 252,

263
Pour Dieu, dame, n’ames autre que my / Car, par m’ame (ballade, Lol53=Wilk. 165), 251, 

261
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Pour Dieu, frans cuers, soies mes advocas (rondeau, Lol83=Wilk. 251), 252 
Pour Dieu vous pri que de moy vous souveingne (ballade, Lo34=Wilk. 166)
Pour la bonte dont Diex V a enrichi (ballade refr.). See Ja Diex 
Pour le desir que fa y  de vous veoir (ballade refr.). See Las! tant desir 
Pour ma dame que f  aim sans repentir (ballade refr.). See N ’est pas doleur 
Pour quoy me bat mes maris? (motet tenor). See Lasse! comment I Se fa im \  as monophonic 

song, 71, 336 
Pour recouvrer alegiance (anon, lai), 385 
Pour vivre en joieuse vie (rondeau [Peronne], VD3), 224 
Pour vivre joliement (lai, L21/15), 358-59; recording of, 415 
Pour vous que f  aim de tres loyal amour (ballade refr.). See Ou lieu 
Practica musice. See Gafori, Franchino in general index 
Pres durer ne loing garir (ballade, Lo93=Wilk. 167), 249 
Pri Dieu qu’a joie mi remeint (ballade refr.). See Ou pais 
Pris de rechief en prison amoureuse (ballade refr.). See Tenus me sui 
Prise d’Alexandre, La , 233-34; and Charles V, 47, 232; date of, 190, 191, 193; iconography 

of, 183-84; manuscript tradition of, 86, 95, 104, 233; and Pierre de Lusignan, 46-48, 233; 
quotations from, 7, 12, 13, 21, 25, 28, 43 and n. 166, 44, 47 n. 186, 48; translations of,
55 n. 10, 233

Prison Amoureuse. See Froissart, Jean in general index 
Prison d ’Amours. See Baudoin de Conde in general index
Prologue, Le , 49, 71, 102, 198, 203-5, 239; iconography of, 100, 131, 136, 145-7;

translations of, 55 n. 10, 203 nn. 43-44, 204 
“Prologue” to the Legend o f Good Women. See Chaucer, Geoffrey in general index 
Puis qu'a vous ay failli, doucette (ballade refr.). See Tant sui chetis 
Puis qu Amours faut et Loyaute chancelle (ballade, Lo252=Wilk. 168), 254, 264 
Puis qu amours li seroit dure (ballade refr.). See La loyaute 
Puis qu en amer ne puis trouver qu amer (ballade refr.). See Se je me fusse 
Puis qu' en douceur vo gentilz cuers se mue (rondeau, Lo256=Wilk. 253)
Puis qu en la douce rousee (motetus). See De Bon Espoir / Puis que 
Puis qu’en oubli sui de vous, dous amis (rondeau, R18), 66 n. 51, 71, 314, 359, 415 
Puis quEiirs est contraire a mon desir (ballade, Lol 13=Wilk. 171), 250 
Puis q u il mestuet de ma dame partir (ballade refr.). See Eimmi! dolens; Nulle dolour,; Or voy 

je  bien; also R.1441, 259, 260, 262 
Puis q u il s ’i est donnes pour miex valoir (ballade refr.). See J' aim trop mon cuer 
Puis q u il vous plaist, forme nt m'agree (ballade refr.). See Douce dame, vous ocies 
Puis que Desirs me veut dou tout grever (rondeau, Lo72=Wilk. 252), 249, 260 
Puis que Desirs ne me laisse durer (ballade, Lo71=Wilk. 169), 249, 260; also ballade refr. See 

Biaute parfaite
Puis que fem pris lam er premierement (ballade, Lo77=Wilk. 170), 249 
Puis que je  voy que j  ay le temps perdu (ballade, [opus dubium] LoA6, De ceulz qui ont perdu 

leur temps en amer), 255 
Puis que la douce rousee (motetus). See De Bon Espoir / Puis que 
Puis que languir sera ma destinee (rondeau, VD39), 225 
Puis que ma dolour agree (virelai, V7), 360; recording of, 415 
Puis que pour vous et pour amer morrai (ballade refr.). See He! gentils cuers 
Puis que tant a languir hai (ballade [Peronne], VD51), 226 
Pymalion, qui moult subtilz estoit (Cypriot-French ballade), 333

Q ua vous ne pense ades, ou que je soie (ballade refr.). See Douce dame, vous savez 
Q ua vous ne pense, ou que je tourne (ballade refr.). See Ne pensez pas
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Qu’ades la pri et riens ne me respont (ballade refr.). See Je puis trop 
Qu amour de femme a pou de conscience (ballade refr.). See J'ay mon bee jaune 
Qu’amours commencent en joie  / Etfenissent en dolour (ballade refr.). See Quant je  

commengay
Qu Amours lefuit et le nom d’amy pert (ballade refr.). See Aucuns dient 
Qu Amours le vuet et ma dame m’en proie (ballade refr.). See Puis que fem pris  
Qu’Amours ne veut et ma dame ne deingne (ballade refr.). See Li doulz parler 
Qu’an riens n’y ont les chiens mort desservi (ballade refr.). See Un mien voisin 
Qu asses rueve qui se va complaingnant (ballade refr.; proverb), 225 n. 85, 271. See also Li 

plus grans biens
Qu autre de li jamais avoir ne quier (ballade refr.). See Trop ne me puis 
Qu autre de vous jamais ne quier amer (ballade refr.). See Gent corps 
Qu’einsi languir sans merci esperer (ballade refr.). See Puis qu’Eurs 
Qu’en ce monde n a sa pareille (ballade refr.). See Amis.je t’aporte 
Qu’en cent mil ans desservir ne porroie (ballade refr.). See Dame, de qui 
Qu’en eaus servant sans joie ades languir (ballade refr.). See Puis qu’Amours faut 
Qu’en lieu de bleu, dame, vous vestez vert (ballade refr.). See Se pour ce muir 
Qu’en ma dolour languir jusqu’a la mort (ballade refr.). See S’Amours nefait 
Qu’il ait desir d’amer ou d’est re amez (ballade refr.). See Cuer qui se sent 
Qu’il me convient morir ou li veoir (ballade refr.). See Helas! pour quoy m est
[Qu’ilpeiist dire] qu’il eust .i..... [a] par soy (ballade refr.). See En oil estrange
Quanque je  vueil me vient tout au contraire (ballade refr.). See Amours me point
Quant a ma dame merci quier (ballade refr.). See Phyton
Quant Colette Colet colie (rondeau, Lo237=Wilk. 254), 253, 264
Quant de vous departirai (ballade, Lol01=Wilk. 172), 249
Quant Ecuba vit la destruction (icomplainte, Cp4), 221, 266, 270; iconography of, 185 
Quant en moy vint premierement / Amour / Amara valde (motet, M l), 79, 83, 276, 360-61, 

404; iconography of, 187; recordings of, 415 
Quant il m a fait avoir en piet la goute (ballade refr.). See Dou memoire 
Quant j ’aim la flour de toute creature (ballade refr.). See On ne porroit 
Quant j ’aproche vo dous viaire cler (rondeau, Lol24=Wilk. 255), 250 
Quant j ’ay I’espart (rondeau, R5), 221, 361; recording of, 415 
Quant j ’ay perdu la riens que plus amoie (ballade refr.). See Je preing congie 
Quant j ’ay veu et bien considere. See Deschamps, Eustache in general index 
Quant je  commensay I’amer (ballade, Lo246=Wilk. 173), 253 
Quant je  ly voy autre que moy amer (ballade refr.). See Se faire sgay 
Quant je  me depart dou manoir (rondeau, Lo236=Wilk. 256), 253 
Quant je  ne voy ma dame n’oy I Je (rondeau, Lo269=Wilk. 258=R21), 254, 265, 361;

recordings of, 415-16 
Quant je  ne voy ma dame n oy / Riens (rondeau, Lo260=Wilk. 257), 254, 265, 361 
Quant je  ne voy ma dame simple et coie (ballade refr.). See Helas! dolens, que porray; Le grant 

desir que fa y  de repairier 
Quant je  sui mis au retour (virelai, V13), 242, 361-62; recordings of, 416 
Quant je  vous voy autre que my amer (rondeau, Lo206=Wilk. 259), 252, 263 
Quant je  vous voy crier: {,a I’arme” (rondeau, Lol22=Wilk. 260), 63 and n. 36, 250, 260 
Quant je  voy autrui jo'ir / De ce que j ’ay tant ame (ballade refr.). See Las! amours 
Quant lonteins sui de ma dame jolie (ballade refr.). See Se pleins fusse 
Quant loyaute ne meint en son viaire (ballade refr.). See Helas! pour quoy virent onques mi 

oueil... Biaute
Quant ma dame est noble et de grant vaillance (ballade, Lo239=Wilk. 174=VD13), 224
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Quant ma dame les maus darner maprent (rondeau=Wilk, 261=R19), 240 n. 9, 362; 
recording of, 416

Quant ma dame me het et je  I’ aour (ballade refr.). See Riches d’amour
Quant ma dame ne m a  recongneii (rondeau, Lol51=Wilk. 262), 251
Quant mes cuers meint en grief doleur a tort (ballade refr.). See Grant merveille
Quant pour ma mort plaisance ailleurs I  amort (ballade refr.). See Douce dame, si
Quant seur tout I’aim et souvent ne la voy (ballade refr.). See Amours, ma dame
Quant tes cuers en moy ne maint (ballade refr.). See Dous amis, oy
Quant Theseus, Hercules et Jason (ballade, Bn39=B34l=VD57 [Thomas Paien]), 65, 227,

241, 242n, 362-64; and Froissart, 54 and n. 6, 90, 363-64, 390; recordings of, 416-17. 
See also Ne quier veoir 

Quant vous mapellez ami (rondeau in Voir Dit letter 6), 224 n. 79 
Quant vous moves de vo grace banni (ballade refir.). See De vray desir 
Quant vous plaira, de moy merci vous prengne (ballade refr., Lol00=Wilk. 33). See Dame, de 

moy tres loyaument amee / Sans 
Quant vraie amour enflamee / O series / Super omnes (M l7), 66 n. 50, 72, 276, 296, 364-

6 5
Quant vrais amans aimme amoureusement (ballade, Bn33=B292). See De triste / Quant / 

Certes
Quant vrais amans de sa dame se part (ballade, Lo216=Wilk. 175), 112, 243, 245, 252, 263
Quare non sum mortuus (motet tenor). See He! Mors / Fine
Que cuer et corps et penser m en resjoie (ballade refr.). See Un dous regart
Que de mon cuer estes la souverainne (ballade refr.). See Gentil dame de tres
Que fin  azur loyaute signefie (ballade refr.). See Qui des couleurs
Que f  aim dame, s’aten merci (ballade refr.). See Esperance
Que fa y  espoir de morir pour amer (ballade refr.). See Peines, doleurs
Que f e n  morray, se briefment ne la voy (ballade refr.). See Trop se peinne
Que f e n  muir en desespoir (ballade refr.). See La dolour
Que jamais je  n’en quier garir (ballade refr.). See D ’uns dous ueil
Que je  I’aie sans rouver (ballade refr.). See Amours me fait
Que je langui pour amer loyaument (ballade refr.). See J ’aim mieux languir en estrange
Que je  ne sgay congnoistre joie d ire  (ballade refr.). See Riens ne me puet
Que je ne sgay se je  sui mors ou vis (ballade refr.). See Se Diex me doint
Que je vous aim de cuer, sans decevoir (ballade refr.). See Douce dame, que fa im
Que je vous aim seur toute creature (ballade refr.). See La grant dougour
Que moy partir de son noble pouoir (ballade refr.). See Se ma dame me
Que on porroit espuisier la grant mer (ballade[?] within Voir Dit letter 6), 224 n. 79, 241 n.

15
Que pour vous sui de morir en paour (ballade refr.). See Douce dame, de joie 
Que pour vous sui mis a desconfiture (ballade refr.). See Eimmi! dame 
Que sur tout Vaim et pou souvent la voy (ballade refr.). See Riens ne me puet 
Qui bien aime a tart oublie / Por ce ne puis oublier (R.l 188). See Moniot d’Arras in general 

index
Qui bien aimme a tart oublie (lai, L22/16), 58, 62, 112, 190, 208, 209, 211, 238, 243, 274, 

365-66; iconography of, 187 
Qui de couleurs saroit a droit jugier (ballade, Lo272=Wilk. 176), 254, 265 
Qui de s onneur vuet faire bonne garde (ballade refr.). See Honte, paour 
Qui es promesses de Fortune se fie  / Ha! Fortune / Et non est (M8), 61, 66 and n. 50, 67, 276 

and n. 5, 366-68; recordings of, 417 
Qui femme croit se ce ri est sur bon gage (ballade refr.). See Puis que je  voy
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Qui riaroit autre deport (lai in Remede, RF1/L19), 112, 212, 243 and n. 19, 319, 368-69;
recordings of, 417-18 

Qui plus aimme plus endure (motetus). See Aucune gent / Qui plus 
Qui sert sefaire vuet a point (rondeau, Lo262=Wilk. 263), 254, 265 
Qui seur toutes est prisie (ballade refr.). See Se je riavoie 
[Qui te bail] Scens, Retorique et Musique (ballade refr.). See Je, Nature 
Quia amore langueo (motet tenor). See Maugre mon cuer I De ma dolour 
Quiconques vuet (rondeau). See Vaillant, Jean in general index

Recevez moy: fa y fa illi  a Perronne (ballade refr.). See Deschamps, Eustache in general index 
Regement o f Princes. See Hoccleve, Thomas in general index 
Reglas de canto piano e de contrapunto. See Estevan, Fernando in general index 
Regies de la Seconde Rettorique (anon, treatise), 5, 8, 56, 61, 62, 96 n. 34, 208. See also 

Herenc, Baudet in general index 
Regret Guillaume. See Jean de le Mote in general index 
Regrete la compaignie (ballade refr.). See Nuit et jour en tel
Remede de Fortune, 200 n. 35, 212-15, 258, 366; and Bonne of Luxembourg, 25 and n. 94, 

213; date of, 22, 190, 191, 192-93 and n. 7, 194; iconography of, 129, 130, 131, 138, 152 
n. 42, 152-57; influence of, 53 and n. 5, 54, 59, 112, 198, 215; lyrical insertions in, 212,
219, 238, 242, 243, 428 (see also Dame, a vous; Dame, de qui; Dame, mon cuer en vous; 
En amer; Joie, plainsance; Qui naroit; Tels rit)\ quotations from, 6, 213, 214, 225 n. 85; 
sources for, 6, 215; translations of, 55 n. 10, 213

Remede d'Amour, 103. See also Remede 
Rex autem David (responsory), 329
Rices d’espoir, vuis de toute ignorance (ballade refr.). See Froissart, Jean in general index 
Riche d’espoir et pouvre d’autre bien. See Chartier, Alain in general index 
Riches d ’amour et mendians d’amie (ballade, B5), 112, 258, 369; recording of, 418 
Riensfors merci tant ne me porroit plaire (ballade refr.). See Helas! dolans, que porray 
Riens ne me doit excuser ne deffendre (ballade no. 2, Prologue), 204 
Riens ne me puet annuier ne desplaire / Que je  puisse pour me dame sentir (ballade, 

Lo268=Wilk. 178), 254 
Riens ne me puet anuier ne desplaire / Que je  puisse pour me dame endurer (ballade, 

Lo29=Wilk. 177), 120, 254 
Roman de Cardenois (anon.), 59, 60 n. 24, 111-13, 259, 260, 263, 366 
Roman de Fauvel (anon, and Gervais du Bus): motets in, 321; lais in, 286 
Roman de la Rose (Guillaume de Lorris and Jean de Meun), 102, 107; as source for Machaut,

6, 7, 11, 38, 54, 152 n. 42, 153 n. 54, 192, 201 n. 35, 205, 206, 208, 211, 215, 216,
220, 222, 230, 234, 364, 372, 380. See also Renart, Jean in general index 

Roman de Melusine, or Histoire des Lusignan. See Jean d’Arras in general index 
Roman de Perceforest (anon.), 216, 222, 286
Roman des Deduis. See Gace de la Buigne in general index 
Roman du Caste lain de Couci. See Jakames in general index 
Romans de la Dame a la Lycorne (anon.), 230
Rose, Le Dit de la (Machaut), 232; date of, 190, 193, 232, 235; iconography of, 183. See 

also Christine de Pizan in general index 
Rose, lis, printemps, verdure (rondeau, Rn9=R10), 25, 67, 68, 70, 71, 72, 281, 369-70,

390 n. 4; recordings of, 418. See also Christine de Pizan in general index 
Roses et Us. See Egidius in general index 
Rubus ardens (contrafact), 128, 309 n. 49. See De Fortune 
Ruina (motet tenor). See Tant doucement m on t / Eins

S’ainsi est que ne vous voie (double ballade refr.). See Dame plaisant
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S'Amours le vuet et vos gentils cuers deingne (ballade refr.). See 11 ri est confors 
S'Amours ne fait par sa grace adoucir (ballade, B l), 68, 71, 370; iconography of, 187;

recordings of, 418-19 
S’Amours tous amans joir (motetus). See Sfil estoit / S'Amours
S’Amours vousist que chascuns fust peiiz (ballade [opus dubium], L0A I8, Chanson de Bon 

Espoir), 255
S'ares vous le cuir et les os (ballade refr.). See Ne penses pas que 
S’en sui amis loyaus, sans decevoir (ballade refr.). See En remirant 
S’en sui valles a drapier (ballade refr.). See Douce, plaisant, simple 
S'espoir n estoit (anon, ballade), 66, 125, 379
S’il a pooir de leur orgueil abatre (ballade refr.). See On ne doit pas croire 
S’il avenoit,fors seulement morir (ballade refr.). See Dame, comment qu’amez 
S’il cuide amer, ne fait il que hair (ballade refr.). See Loial amour 
S’il est voirs ce qu’on m’en a dit / Autrement, ne di-je en mon dit (refrain of the five 

responses to the five circles, Voir Dit), 227 and n. 101 
S’il estoit nulz qui pleindre se deiist / S’Amours / Et gaudebit (motet, M6), 371; recordings 

of, 419
S’il me convient morir par desirer (rondeau, Lol59=Wilk. 272)
S’il n’est d’argent ou de joyaux garni (ballade [opus dubium], LoA5, Des povres amoureus), 

115, 225
S’il ne vient de vous (ballade refr.). See Dame que j ’aim
S’on ne m’en croit, si pert il bien a my (ballade refr.). See Tant qy perdu
S’onques dolereusement (lai, L17/12), 41 n. 162, 219, 281, 358, 371-72; recording of, 419
Salve Regina (Marian antiphon), 320
Sanctus. See Messe de Nostre Dame
Sanctus namque Quintinus (responsory), 342
Sans cuer, de moi pas ne vouspartires (rondeau [Peronne], VD32), 225, 261, 373 
Sans cuer, dolens, de vous departirai (rondeau, Lol48=Wilk. 264=R4=VD31), 221, 225, 251, 

261, 311, 373; recordings of, 419 
Sans cuer m’en vois, dolens et esplourez (ballade, Bn9=B17^) / Amis / Dame, 243, 281, 

373-74; recordings of, 390, 419-20 
Sans departir est en mon cuer entree (ballade, Lo244=Wilk. 179), 253 
Sans esperer garison ne a'ie (ballade refr.). See Aucunes gens me 
Sans repentir, tant com durer porrai (ballade refr.). See Se j ’ai este 
Sans vostre amour avoir ou esperer (ballade refr.). See Se vo grandeur 
Science n’a nul annemi (ballade). See Matheus de Sancto Johanne in general index 
Se bons et biaus, pleins de toute valour (ballade, Lol98=Wilk. 180), 252, 263 
Se d’amer me repentoie (virelai, V20), 374
Se de Pallas me peiisse accointier (ballade). See Christine de Pizan in general index
Se Dieus et vous ne me prenez en cure (ballade refr.). See Plourez, dames
Se Diex me doint de ma dame joir (ballade, Lol62=Wilk. 181), 251, 261
Se faire sgay changon desesperee (ballade, Lo55=Wilk. 182), 98, 120, 248, 259, 293, 358
Se fortune (music theory citation), 67 n. 56, 309
Se Fortune ne le tient a amy (ballade refr.). See II mest avis
Se j ’aim mon loyal ami (motetus). See Lasse! comment / Se j ’aim
Se j ’avoie corage de fausser (rondeau, Lol85=Wilk. 265)
Se j ’ay este de maniere volage (ballade, Lo79=Wilk. 183)
Se je  chant mains que ne sueil (ballade refr.). See Pour ce que tous 
Se je  chant mains que ne suel (ballete), 358. See also Denis le Grant in general index 
Se je  me fusse envers Amours meffais (ballade, Lo24=Wilk. 184), 247, 259 
Se je  me plaing de Fortune (ballade). See Matteo da Perugia in general index
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Se je me plains, dame, f a i  bien de quoi (rondeau). See Froissart, Jean in general index 
Se je  me pleing,je n en puis mais (ballade, Bnl8=B15), 66, 374 
Se je  navoie plaisence (ballade, Lo35=Wilk. 185)
Se je ne sgay que c’est joie dam i (ballade, Lo6=Wilk. 186), 120
Se je  souspir parfondement (virelai, Vn33=V36/30), 66, 375, 391; recordings of, 420
Se je  vous aim de fin  loyal corage (ballade, Lo231=Wilk. 187), 253, 264
Se je  vous ay riens meffait (rondeau, Lo43=Wilk. 266), 248, 259
Se li espoirs qui maint en moy ne ment (rondeau, Lo257=Wilk. 267)
Se Loyaute m est amie (virelai, Vn22=V22=Wilk. 280), 375 
Se loyautes a vertus ne puissance (chant royal, Lol 17=Wilk. 6), 250 
Se ma dame m a guerpi (virelai, V6), 305, 375 
Se ma dame me mescroit, c’est a tort (ballade, Lo81=Wilk. 189)
Se ma dame n’en fait briefment I’accort (ballade refr.). See Mes esperis 
Se mes corps de vous se depart (ballade refr.). See Plaisant dame de 
Se mes cuers art et li vostres estaint (rondeau, VD21), 225 
Se mes dous amis demeure (ballade, Lol81=Wilk. 190), 252, 262 
Se mesdisans en acort (virelai, V I5), 375-76; recordings of, 420 
Se paour / Diex (anon, motet), 297
Se par amour ou par fiance (ballade, Lol86=Wilk. 191), 252, 262 
Se par amours n amie s autrui ne moy (rondeau, Lo207=Wilk. 268), 252, 263 
Se par Fortune, la lasse et la dervee (ballade [Peronne], VD60), 227 
Se pleins fusse de matiere joieuse (ballade, Lol45=Wilk. 192)
Se pour ce muir qu Amours ai bien servi (ballade, Lo248=Wilk. 193=B36= VD61), 120, 227, 

254, 263, 264, 314, 376-77; recording of, 421 
Se pour longue demouree / Bonne amour est oubliee (ballade refr.). See Jamais ne quier 
Se pour longue demouree / Sui (ballade, Lol6=Wilk. 194), 247, 259 
Se quanque amours puet donner a amy (ballade, Bn23=B21), 66 n. 51, 300, 377; recording of, 

421
Se quanque Diex en monde a fa it (lai, LI 1), 60 n. 24, 377-78; iconography of, 187 
Se temprement ne te voy (ballade refr.). See Amis, sans toy
Se tenir vues le droit chemin d’onneur (rondeau, Lo241=Wilk. 269), 219, 241 n. 12, 253,

264, 315
Se trestuit cil qui sont et ont este (chant royal, Lo48=Wilk. 7), 221, 248, 259 
Se vo grandeur vers moy ne sumilie (ballade, Lo263=Wilk. 196), 254, 265 
Se vos courrous me dure longuement / Einsois morir m estuet (rondeau, Lo68=Wilk. 270), 

249, 260
Se vos courrous me dure longuement / Einsois morray pour vous (rondeau, Lo247=Wilk.

271), 253, 264
Se vos regars, douce dame, nestoit (ballade, Lo9=Wilk. 197), 247, 259
Se vostre douce chiere ment (ballade refr.). See Dame, de tous
Se vous n estes pour mon guerredon nee (rondeau, R7), 66, 67, 93, 378-79, 390 n. 4
Secoures moy, ma dame chiere (ballade refr.). See Selonc ce que f  aim
Selonc ce que j  aim chierement (ballade refr.). See Tres douce dame debonnaire
Selonc ce que f  aim chierement / Et que (ballade, Lol35=Wilk. 188), 250, 261.
Series. See Hoccleve, Thomas in general index
[Seur] Dous Penser, Plaisance et Esperance (ballade refr.). See Je sui Amours
Seur lous amans me doy pleindre et loer (ballade, Lo3=Wilk. 195), 247, 258
Seur toute creature humeinne (ballade refr.). See Pas de tor
Si com je  sueil ne puis joie mener (ballade, Lol70=Wilk. 198), 251, 262
[Si grant] que trop crueus seroit / Li cuers qui pitie n en aroit (ballade refr.). See Helas! tant
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Si I'en mercy com ses loiaus amis (ballade refr.). See Plaisant accueil 
Si m ara tost selon droit oublie (ballade refr.). 224. See Quant ma dame est noble 
Si m’en estuet dou tout a vous atendre (ballade refr.). See Douce dame, savoir 
Si me merveil comment vos cuers I’endure (ballade refr.). See Dame, pour Dieu 
Sicut mater consolatur (responsory), 371
Sire, a vousfais ceste clamour (complainte, Cp7), 21, 27, 214, 225 n. 85, 241 n. 12, 266, 

267, 270-71; and possible patrons, 27, 37-38, 43, 44 n. 172, 46, 271 
Solemnitas gloriosae (Alleluia), 328 
Son gent corps fait a tour. See Vezci les biens 
Songe Saint Valentin. See Granson, Oton de in general index 
Songe Vert (anon.), 215
Souvenirs fait meint amant resjoir (ballade, Lo23=Wilk. 199), 63, 247, 259 
Souvent me fait souspirer (ballade, Lo32=Wilk. 200), 248, 259 
Soyes lies (anon, rondeau), 378-79 
Speravi (motet tenor). See De Bon Espoir / Puis que 
“Squire’s Tale.” See Chaucer, Geoffrey: Canterbury Tales in general index 
Storia de V amant Frondino de Brisona (anon.), 231, 350 
Super cathedram / Presidentes (anon, motet), 379 
Super omnes speciosa (motet tenor). See Quant vraie amour / 0  series 
Sur toutes flours tient on la rose a belle (ballade). See Froissart, Jean in general index 
Surge anima (or arnica) (contrafact). See Molins, Pierre des De ce que fo l pense in general 

index
Sus toutes flours j ’aime la margherite (ballade refr.). See Froissart, Jean in general index 
Sus toutes flours tient on la rose a belle (ballade). See Froissart, Jean in general index 
Sus un fontayne (virelai). See Ciconia, Johannes in general index 
Suspiro (motet tenor, M2). See Tous corps / De

Talant que i’ai d’obeir (anon, lai), 351
Tant ay perdu confort et esperence (ballade, Lo202=Wilk. 201), 252, 263 
Tant com fa y  au Richesce avecques mi. See Deschamps, Eustache in general index 
Tant com je seray vivant (rondeau [Peronne], VD59), 70, 227 
Tant com je vivray (ballade refr.). See N ’en fait
Tant com je vivray, sans meffaire (ballade refr.). See Tres douce dame que 
Tant con je vivrai (rondeau). See Adam de la Halle in general index 
Tant doucement m ont attrait / Eins / Ruina (motet, M l3), 7, 379 
Tant doucement me sens emprisonnes (rondeau, Rn8=R9), 71, 103 and n. 56, 379-80; 

recordings of, 421
Tant I’aim je et serf et desir loyaument (ballade refr.). See Je m aim trop
Tant me fait mal de vous la departie (ballade refr.). See Ne cuidies pas que li cuers
Tant me fist mal de li la departie (ballade refr.). See Hid ha .i. mois
Tant mon voler (lai). See Torroella, Pere in general index
Tant pour s'onneur, com pour la pais de mi (ballade refr.). See Trop me seroit
Tant qu’ en ce mont vous plaira que je vive (ballade refr.). See Riens ne me doit
Tant que Pite ou Amour li dira (ballade refr.). See D’ardeur espris
Tant sui chetis, las et maleureus (ballade, Lol05=Wilk. 202), 250, 260
Teille doit on amer teille (ballade refr.). See Ma dame a tout
Teille la doit on amer (ballade refr.). See Onques dame
Telle est d’Amours la noble signourie (ballade refr.). See Nulz homs ne puet
[Telle] que trop crueus seroit / Li cuers qui pitie n’en aroit (ballade refr.). See Helas! tant
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Tels rit au main qui au soir pleure (complainte in Remede, RF2), 206, 212, 215, 219, 266,
339 n. 65, 380-81; recordings of, 421-22 

Temps Pascour, Le , 62, 78, 85, 96. See also Jugement Behaingne 
Tenus me sui longuement de chanter (ballade, Lo36=Wilk. 203), 248 
Testament maistre Jehan de Meun. See Jean de Meun in general index 
Testament o f Love. See Usk, Thomas in general index 
Tieus rit au main qui au soir pleure. See Tels rit au main 
To Rosemounde. See Chaucer, Geoffrey in general index 
Tous corps qui de bien amer / De / Suspiro (motet, M2), 66 n. 50, 276, 381 
Toustans que mon esprit I Qui porroit amer (Cypriot-French motet), 302 
Tout ce que f a y  pour vous fait (ballade refr.). See Mes dames 
Tout ensement que la rose a I’espine (ballade, Lo8=Wilk. 205), 247 
Tout ensement que le monde enlumine (ballade, Lol96=Wilk. 204), 252, 262 
Tout pour I'espoir que f a y  de li veoir (ballade refr.). See Gais et jolis 
Toute belle bonne cointe et jolie (anon, rondeau), 230
Toute Belle que veulz-tu mon amy (anon, lyric that began a Burgundian chansonnier), 230
Toute Belle, vous m avez visite (rondeau, VD33), 225
Toute dolour sera de moy proc he inne (ballade refr.). See Amours qui m a
Trembler, fremir et muer me couvient (rondeau, VD41), 225
Tres-belle, riens ne m abelist (rondeau, VD2), 224
Tres bonne et belle, mi oueil (virelai, Lo205=Wilk. 281=V26/23), 240, 381-82; recordings 

of, 422
Tres douce dame debonnaire (ballade, Lol36=Wilk. 206), 250, 261 
Tres douce dame que j'aour (ballade, Bn26=B24), 71, 382; recordings of, 422 
Tres doulz / Ma dame / Cent mille, (triple rondeau). See Vaillant, Jean in general index 
Treschiers sires, vueillez remercier (ballade). See Deschamps, Eustache in general index 
Tresdoulce fleur toute blanche et vermeille (ballade). See Deschamps, Eustache in general 

index
Tresdoulz amis, f a y  bonne volente (rondeau [Peronne], VD34), 225 
Tresdoulz amis quant je  vous voi (rondeau [Peronne], VD28), 225 
Tresor Amoureux (anon.), 261
Tretis o f the Tua Mariit Wemen and the Wedo. See Dunbar, William in general index 
Tribulatio proxima est et non est qui adjuvet (motet tenor). See Christe / Veni 
Tribum / Quoniam. See Vitry, Philippe de in general index 
Tristan, 211; Prose Tristan, 230
Triste, dolent, qui larmes de sane pleure (ballade refr.). See De triste / Quant / Certes
Troilus. See Chaucer, Geoffrey in general index
Trop ay dure / Par sauvage (anon, motet), 367 n. 83, 368
Trop compere amours chierement (ballade refr.). See Amis, vostre
Trop est crueus li maus de jalousie (ballade, Lo51=Wilk. 207), 239 and n. 6, 248; attribution 

of str. 1-2 of, 259
Trop est mauvais mes cuers qu en .ii. ne part (rondeau, Lol26=Wilk. 273), 250 
Trop font de peine et de haire (refrain, Voir Dit), 226 
Trop me seroit grief chose a soustenir (ballade, Lo50=Wilk. 208), 248, 259 
Trop ne me puis de bonne Amour loer (ballade, Lo225=Wilk. 209), 230, 253, 263 
Trop plus est bele que biaute / Biaute / Je ne sui (motet, M20), 70, 276 and n. 5, 281, 286 n. 

33, 391, 382-83; and Bonne of Luxembourg, 25 and n. 96, 26, 382; recordings of, 422-
23

Trop sepeinne de mi mettre a la mort (ballade, Lol64=Wilk. 210), 251, 262
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Tu quigregem tuum ducis / Plange / Apprehende (motet, M22), 66 n. 50, 71, 221, 2fc7, 
383-84; date and occasion of, 36, 39-40, 40 n. 156, 43, 230, 268, 274, 275-76, 383; 
recordings of, 423 

Tu qui vues avoir mon cheval (complainte, Cp8), 241 n. 12, 266, 271 
Tuba / In arboris. See Vitry, Philippe de in general index 
Tuit mi penser (virelai, V28/25), 384; recordings of, 423

Un dous regart par desir savoure (ballade, Lo95=Wilk. 211), 249 
Un Lay d'Esperance: as title of Diex, Biaute (V19), 313 
Un Lay de Consolation (lai). See Pour ce que plus
Un mien voisin se complaignoit I’autrier (ballade [opus dubium], L0A I6, De la levriere et des 

chiens en gest), 255
Un mortel lay vueil commencier (lai, L I2/8), 7, 104, 329, 384-85; iconography of, 187 
Une vipere en cuer ma dame maint (ballade, Bn29=B27), 281, 385-86, 390 n. 4; cf. also En 

cuer ma dame

Veni, Creator Spiritus (motetus). See Christe / Veni 
Veni Sancte Spiritus (sequence), 321
Venus, je  t'ay tousjours servi (priere, VD44), 206-7, 226 and nn. 91 and 99 
Veoir n ’oir ne puis riens qui destourne (ballade, Lo238=Wilk. 212=VD8), 224 
Vergier, Le Dit dou, 200 n. 35, 206, 353 n. 73; date of, 11, 190, 191-92 and n. 7, 206; 

iconography of, 131, 147^8; influence of, 112, 206; and John of Luxembourg, 11 and n.
31, 17n; literary sources for, 6, 206; translations of, 55 n. 10, 206 

Vesci I’ordenance que G. de Machau wet qu il ait en son livre, 87, 199 
Veulz tu la congnoissance avoir. See Deschamps, Eustache in general index 
Vezci les biens que ma dame me fait, 49 n. 189, 232, 239; date of, 190, 193-94, 232;

iconography of, 183 
Videns Jacob (responsory), 322
Vidi Dominum (motet tenor). See Amours qui a / Faus Samblant 
Vision de Jean Dupin. See Dupin, Jean in general index 
Vo dous gracieus samblant (ballade, Lo92=Wilk. 213), 249, 260 
Voeux du Paon. See Jacques de Longuyon in general index 
Voie de Paradis. See Baudoin de Conde in general index
Voir Dit, Le Livre dou, 200 n. 35, 223-31, 259, 268, 313, 336, 361, 366; and Charles V,

27, 43, 45-46, 228; and the Court of Aragon, 60, 104, 223; date of, 4 n. 6, 190, 191, 193, 
275; and Deschamps, 56, 57-58, 110, 228; Deschamps reads passage from before Louis de 
Male, 57, 104, 223; historical references in, 30, 36, 228, 267; iconography of, 131, 177-
83; influence of, 53 and n. 5, 54, 59, 60, 62, 63 n. 30, 64, 70, 112, 230-31; and Jean de 
Machaut, 5 n. 14, 29; and John II, 27; lyrical insertions in, 238-39, 241-42 and nn. 15-
18, 258, 261-66, 269, 277, 285, 428 (see also Cilz ha bien; Dame, se vous navez; Dix et 
sept; Je ne me puis; V  ueil, qui est; Longuement; Nes qu on; Plourez, dames; Plus belle; 
Quant Theseus / Ne quier; Sans cuer, dolens; Se pour ce muir)\ and Machaut autobiography, 
5 n. 13, 13 n. 38, 26, 43, 228; manuscript transmission of, 48, 73, 90, 98 and n. 41, 100, 
115-16, 223; problems of Paulin Paris edition of, 195 and n. 16, 227; proverbs and 
exempla in, 200, 214, 225 n. 85, 298, 366; quotations from, 6, 14, 28, 29, 36 n. 142, 38, 
40, 45-46, 48; and Robert, duke of Bar, 46; translations of, 55 n. 10, 227 

Vos dous regars, douce dame, m a  mort (rondeau, Rnl0=R8), 58, 110, 221, 386 
Vos pensees me sont commandement (rondeau, VD23), 225 
Vos qui / Gratissima. See Vitry, Philippe de in general index 
Vostre langueur sera par moy sanee (rondeau [Peronne], VD40), 225 
Vostre refus que d'un[e] autre I’ottroy (ballade refr.). See Se vos regars 
Vostre suis jusquau mourir (ballade refr.). See Ne soiez



Vous ameray tous le jours de ma vie (ballade refir.). 112. See Amis, mon cuer 
Vous ne deves vo cuer de moy retraire (ballade refr.). See Se je  vous aim 
Vraiement, c’est petite amour (ballade refr.). See Douceur, charite 
Vueillies avoir de moy le souvenir (rondeau, Loll6=W ilk. 274), 250

Womanly Noblesse. See Chaucer, Geoffrey in general index

Ysopet (fables), 108-9
Yvain. See Chretien de Troyes in general index 

Zolomina / Nazarea (anon, motet), 368
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