



























































































































































1.4

1.7

24

2.7

34

1.7
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5. par re mem-brer  que j'en - du - re 6. les dous mauls pour douce et gen - te,

I
7.quen chant faire en met m'en-ten - te.

Se j’ onques a mon vivant

Oi d’amer au cuer pointure,

Tant en sent ore avivant

En moi ’'amoureuse ardure,

Par remembrer que j’endure

Les dous mauls pour douce et gente,
Qui’en chant fuire en met m'entente.

If ever in my lifetime

I have felt the sting of love in my heart,

I now feel so keenly

in me its amorous burning,

as | remember that I suffer

the sweet pains for a sweet and lovely creature,
that I give my attention fo composing a song.

Mes qu’en iroie estrivant,

Quant du chant m’est cause pure

Cele qu’en li descrivant

Nommer puis sanz mesprenture
“Flour de beauté”? J’ai droiture,

Dont son cuer tant m’atalante

Qu'en chant faire en met ni'entente.

But would it take any effort,
when the pure reason for my song is
the lady whom, when I describe her,
I can with no exaggeration call
“Flower of beauty”? 1. am right {to do it],
for her heart so inspires me with love
that I give my attention fo composing a song.

Franc cuer qu’en voit eschivant
Touz mauls, cors tout tel d’erdure
Qu’en le puet dire ensivant,

Vis d’angeline figure,

Merci! Tant me plaist la cure

De vous amer, que qu’en sente,
Qu’en chant fuaire en met m’entente.

Noble heart that one sees eschewing

all wickedness, body just like it in regard to filth,
50 that one can call it compatible [with the heart],
face of an angelic figure,

have mercy! I so enjoy the task

of loving you, whatever [pain] I may feel,

that I give my attention fo composing a song.

Rejected readings: 1.7 met] meit 2.3 Tele; Gennrich and Dahnk re-
fain the MS reading; they also place a question mark at the end of
2.1 and print the rest of the stanza as a single sentence, the result is
unsatisfactory in both meaning and syntax 3.2 derdure emended
by Gennrich and Dahnk to verdure, which, fike their omission of
any punciuation between mauls and cors, suggests incomprehen-
sion; Lozinski proposes d’erdure, which would represent either
d'ardure or d'ordure, but can go no further in elucidating the verse;
our inferpretation takes Lozinski's proposai as its point of departure
3.4 angelin (1}

Music note: 1) punctum divisionis.
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RL1

42, Folio 26¥a-c. Semi-iyric composition.

H pp.367-380, D pp.LIX-LXVI and 139-142. The composi-
tion represented in our musical transcription is a complete
song independent of the non-melodic eleven-stanza elabora-
tion whose text and translation follow. Listed in Raynaud-
Spanke as song 895a, it occurs in Br 3v and on the guard
leaf of BN5 and also serves as the point of departure for
No0.55 below. In Br the composition appears as one voice of
a motet—indeed the part properly called the motet; and the
passage in the Fauvel that announces the piece uses that
word to identify it; Dahnk likewise calls it a motet, and

Hoepffner speaks of a “motet farci” in reference to the
seri-lyric elaboration. Since, in this larger text, the dis-
jointed segments of the original song have the appearance
of refrains, both Gennrich and Boogaard include them as
such; they are listed as follows: Refrain 1: G2 no.378 (p.236),
B n0.776, and see fatras, No.55 below; Refrain 2: G2 no.382
(p.236), B n0.482; Refrain 3: G2 n0.394 (p.236), B no.634;
Refrain 4: G2 no.d41 (p.236), B no.1876; Refrain 5: G2 no.211
(p.237), B no.762 (second half also occurs in two other texts;
sec B); Refrain 6: G2 no.214 (p.237), B n0.923 (for other
source, sce B).

mauls que la belle au  vis

pour - rai fe trou - ver

cler 4. me fait sen - tir si as -

2. con-seil, con - fort na-le - ge - ment

pre - ment?

/- -

7. Vrai  Dieus, com - ment de ce tour -

.. — R J— !
. A "R R P 2 I S—
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A ——

ment 8. por-roie is tre  se i - re ment?

n'ai que

fe - re! 12, Jai ce qui me

Han, Dieus! ou pourrai je trouver—
Han, Dieus! de tout le monde sire,

En quel réaume, en quel empire,
En quelle contree ne terre,
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pre-vost na mai - re.

Oh, God! where can I find—

Oh, God! lord of all the world,
in what kingdom, in what empire,
in what country or region,



1.4

R1.2

2.4

R2

34

R3.1

4.4

54

R4

Qui est qui le me sache a dire,
Tant lointaign pais sache eslire?
Ou pourrai je frouver par querre

Conseil, fconfort n'alegement]?

De quoi trouver conseil, confort
N'alegement? Si me confort
Amour, pas cler n'i puis veoir

A confort trouver; c’est moult fort!
Mes dont vient ce grant desconfort?
11 se couvendroit pourveoir

Des mauls que la belle au vis cler
Me fait sentir si asprement.

Dont il vient? Des maus que la belle
Au vis cler (et de cors est telle;

Belle sanz per) e fait sentir

Si asprement que I'estencelle
D’amour m’art tout souz la mamelle,
Qui m’en puet de mort garantir?

Du tout en tout a moi grever se delite—

Comment sera il que n’en muire,
Quant celle en qui confort deduire
Me deiisse tant me despite

Que pour moi pour faire au cuer cuire
(Du tout fen] tout ce me doit nuire)
Trop en moi grever se delite?

—ef g escient,

Et a escient ¢’est, sanz doute,

Qu’el m'esloigne en place et en route
En regarz pour [moi] tant grever.
D’amoureus atrait n’i truis goute,
Ne priere de moi n’escoute.

Bien me doit dont le cuer crever.

Vrai Dieus, comment de ce tourment
Porroie istre—
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who is there who can tell me,
can choose a place however far away?
Where can 1 find, through searching,

counsel, comfort, and relief?

Find counsel, comfort, and relief

for what? So help me

love, I cannot see clearly

how to find comfort; it’s very hard!

But where does this great discomfort come from?
It would be right to take precautions

against the woes that the radiant-faced beauty
makes me feel so bitterly.

Where it comes from? From the woes that the radiant-faced
beauty (and in body she is the same:

peerlessly beautiful) makes me feel

so bitterly that the spark

of love sets fire to my breast.

Who can protect me from death?

She utterly delights in hurting me—

How can it be that I won't die,

if the one in whose comfort I should
rejoice detests me 50 much

that in order to singe my heart

(this will surely be utterly harmful to me)
she greatly delights in hurting me?

—and deliberately.

And deliberately it is, no doubt,

that in public, in the street, she dismisses me
with a glance in order to hurt me so.

I find no drop of amorous attraction on her part,
and she listens to no prayer of mine.

My heart, then, is surely bound to burst,

True God, how could I escape
Jrom this torment—

6.4

R4.2

74

8.4

R52

9.4

R6.1

104

Vrai Dieus, set I'en chemin ne voie?
5l a ci nul gui ¢ler i voie,

Par pitié le m’ensegne et die
Comment de ce tourment pourroie
Istret Meschief faire en voudroie
Pour istre de s’aspre enreidie—

—selirement.

Voire, istré m'en setirement,

Que bien sai que tout quittement
Par mort m’en istrole, mes puis
Qu’istre en pensé sainement
Mieulx me pleroit. Mes vraiement,
Quant ne plest ma dame, ne puis.

Las! quant mercy pri dovcement—

Certes, bien pert que pas ne plaise
A ma dame que ma mesaise

Puist sanz ma mert faillir, quar, /as!
Quant mercy pri, si com j’ai l'aise,
Doucement, qu’il ne 11 desplaise,
Savez que li truis en ce cas?

Elle me dit crueusement:
“Fui de ci! De toi n'ai que fere!”

Comprendre puis sensiblement
Qu’elle me dit crueusement:

“Fui de ci! De toi n'ai que faire!”
Quant en chiere et contenement
Je voi qu'el quiert 'estongnement
De moi sanz point ver li atraire.

“J'ai ce qui me vient a falant™:

Sirai bien tant gn moy savoir
Que quant mes gieux, mes dis n'a, voir,
A cuer, ainz met en nonchalant
Ce qu’a gré li voi d’autre avoir,
Qu’assez me fait ce mot savoir:

“Fai ce qui me vient a talant.”
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True god, does anyone know of a road or a path?
If there is anyone here who sees clearly,

let him out of pity show me and say

how I could escape from this torment!

I would willingly commit a misdeed

in order to escape from her harsh stubbornness—

—successfully.

Indeed, I will escape successfully,

for I well know that I would escape

quite freely through death—but then

it would please me more to escape

in good health, in my mind! But truly,
since it does not please my lady, I cannot.

Alas! when [ beg for mercy gently—

It is indeed quite clear that my lady

is not pleased [by the thought] that my trouble
could end without my death, for, alas!

when I beg for mercy, as it suits me to do,
gently, lest she be displeased,

do you know what reply I receive in that case?

—She says to me cruelly:
“Go away! I have nothing to do with you!”

I can keenly understand
that she says to me cruelly:
“Go away! I have nothing to do with you!”
when in her face and in her behavior
I see that she secks to be far away
from me, with no attempt at all to draw me close.

“I have what I desire”:

Indeed, 1 have great awareness [of the situation],
because, since she does not, truly, cherish my performances
or my songs, she rather shows indifference
to what I see her welcome from another man,
[and] because she often lets me hear this line:
“I have what I desire!’



Ré6.2

11.4

Ainssi en moi choisist et prent
Sanz parier a prevost n'a maire,

S’ainssi 1a bele sanz reprouche,
Douce de vis, riant de bouche,

En moi choisist et prent sanz bourde,
Sanz parfer, quar en riens ne touche
A prevost n’a maire, et je couche

Ma vie en li, que qui m’en sourde.

Thus she picks and chooses in me
without speaking to any authority.

And thus the blameless beauty,

with gentle face and smiling mouth,

picks and chooses in me, with no jesting,
without speaking, for it is of no concern,

to any authority, and {yet] I dedicate

my life to her, whatever may thereby befall me.

Rejected readings: 1.1 Hau 1.2 en] nen (+1), emendation as in
Hoepffner and Dahnk R1.2 Both music and two-thirds of the line
are omitted, as is an illuminated capital C. Missing material is sup-
plied from the following stanza. 2.1-2 De} Le; Hoenffner, followed
by Dahnk, emends to Ne poi and reads Ne poi trouver conseil,
confort, / N’alegement, si me confort / Amour; 3.5 m'art] mar,
emendation as in Hoepffner and Dahnk 4.1 MS lacuna between
Com and sera filled as in Hoepffner and Dahnk 4.4 Repetition
of pour creates synfactic awkwardness; delete second pour and read
dissyllabic fairé? 4.5 MS lacuna filled as in R3 5.3 —I; emenda-

43. Folio 27¥a, Single-stanza song with refrain.
Gl n0.363, D no.58. Refrain alone: G2 no.147, B no.441.

tion as in Hoepffner and Dahnk R4.2 Porrai ie 1. ¢+1), emendation
as stggesied by porroie in line 6.4; others preserve MS reading
7.1 m’en] me, emendation as in Hoepffner and Dahnk 8.3 Puit
94 etenc (+1) 101 Dahnk reads S'irai  10.3 met] moit, emenda-
tion as in Hoepffner R6.3 n'al nea i) 11.2 Hoepffner misreads
de vois

Music notes; 1) punctum divisionis  2) notes for next six syllables
omitted; emended from No.55 below 3) longa rest 4) longa;
emended

me veul con - for - ter

u

FT g PE_gF 1. 1T STy ’-

5.Da-me, s'au - cun con- fort nal 6. de

Dame, se par bien amer Lady, if for loving sincerely

— -.—
L §] --
(g1 3 -—Ill‘- F ingl | o 4 "

A "'---.'- .l:_“ r= i "

vous, du - rer ne por-rai.

Me voulez a mort jugier, you want to sentence me to death,
A cc me veul conforter I will take comfort in this:

Que vo vrai martir serai. that I shall be a true martyr to you.
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Dame, s'aucun confort n'ai Lady, unless I have some comfort
De vous, durer ne porrai. from you, I cannot endure.

Music note: 1) punctum divisionis.

Note: In the absence of a fourth line ending in -er, Gennrich takes
this minimal poem to be an incomplete ballade and prints the text
with a blank line between our 3 and 4. While the text’s formal clas-
sification is not clear, there is no doubt that it is quite complete
semantically and syntactically as it stands.

44, Folio 27¥a-b. Virelai.
Gl no.364, D no.59, Refrain alone: G2 no.883, B no.615.

T3 .
I R P L o P
r- T & g 1 "' 4

| 4 .-‘-----'_ ’--l.-

4 sanz mef - fai - re
5. ai ser - vi, ne du ¢ - trai-re
6. ne se - rai  par dou - teur trai-re 7. ja temp - tez.

] e rm—
T — e . T
L o P

¥ 8. §’a - mant doit par jour bien de ser vir,

Douce et de tout noble afaire, Gentle lady, noble in all things,
Nassentez do not consent
Qu’en languissant mon cors s’uze en vous servir. that, languishing, I should waste away in your service.

I have served for a long time sincerely

Al servi, ne du retraire and with no misdeed, and I will never be

Ne serai par douleur traire tempted, because of suffering pain,

Ja temptez. to withdraw.

S’amant doit par ce nul jour bien deservir, If a lover is thereby to deserve success one day,

Lonc temps de cuer sanz meffaire
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15, Fauvel and Fortune. Below, the opening lines of No,44, {(f.27¥)

2.5

3.5

Douce et de tout noble afaire,
[Nassentez
Qu’en languissant mon cors s°uze en vous servirj,

Onques ne vous daigna plaire

Moi oir n'a vous atraire,

Et plus sui par tel contraire

Tourmentez

Quant vers vous me veul oncor plus asservir.

Douce fet de tout noble afaire,
N'assentez
Qu'en languissant mon cors $’uze en vous servirj.

De vous prier, debonnaire,

De secours ne me puis taire,

S’en priant sanz faus tour faire

Ne sentez

Pour grace enquierre endurant sanz messervir.

Dauce [et de tout noble afuire,
Nassentez
Qu'en languissant mon cors s’uze en vous servir],

gentle lady, noble in all things,
do not consent
that, languishing, I should waste away in your service.

Never have you deigned to wish

to hear me or to call me to you,

and I am alf the more tormented

by such a rebuff

as [ want even more to be your servant.

Gentle lady, noble in all things,
do not consent
that, languishing, I should waste away in your service.

I cannot restrain myself, gracious lady,

from begging you for succor

if, although I plead without taking a false step
[and] although 1 persist in serving flawlessly,
you do not acknowledge my quest for grace,

CGentle lady, noble in all things,
do not consent
that I should waste away in your service.

Rejected readings: 1.1 mesfaire 3.1 De] le =le), emendation as in Music notes: 1) punctum divisionis  2) music for lines 3-8

Gennrich and Dahnk  3.3-5 unclear

45. Folio 27¥b. Ballade,

omitted; emended from refrain.

G1 no.365, D no.60. Refrain alone: G2 n0.1273, B no.580. For another source of the refrain, see G2 p.253 and B.

! 3 N 1 3 ﬁz
e - Y— e L o
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ot ey dy PP Eeyd, 4d
§ 1. Jo - lis sanz rai - son cla - mer 2. me doi bien et vueil,
3. qu'a-mé ai et plus d’a - mer 4, art  que je ne  sueil

3

—
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(et

5.vous,chie - re dame, et d’a-cueil

6. et d’es - gart vous  truis tant du - re.

7. Dieus! Yo cter com-ment l'en -
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du - re?




2.4

2.7

34

3.7

Jolis sanz raison clamer

Me doi bien et vueil,

Qu’amé ai et plus d’amer

Art que je ne sueil

Vous, chiere dame, et d’acueil

Et d’esgart vous truis tant dure.
Dieus! vo cuer comment Uendure?

Qu’a souffrir ne m’est ¢’ amer
Dont pour vous me dueil,

N’a autre pour reclamer

De secours n’ai I'ueil,

Las! et de vous n’en recueil

Fors desdaing, et muir d’ardure.

I should, and will,

call myself groundlessly cheerful,

for I have fallen in love with,

and more than ever burn with love for

you, dear Lady, yet in greeting

and in glance I find you very cold [/it. harsh].
God! how can I endure your attitude [lit. heart]?

For I do not find it bitter to suffer

my Mourning on your account,

and I have no mind [/it. eye] to seek
succor from another woman,

alas! yet from you I reap

only disdain, and I am burning to death.

Dieus! vo cuer fcomment endure]? God! how can I endure your attitude?
S’en m’a volu diffamer,

Gent cors sanz parueil,

Ne vous veulle ire entamer
Qu'en mes griés consueil

Ne metez, qu’ainz mal n’orgueil

If there has been an attempt to defame me,
lovely, pecriess being,

may you not be moved by wrath

to deny me relief of my torments,

for I have never spoken ill

or arrogantly, yet my pain lasts.

God! how can I endure your attitude?

Ne dis et douleur me dure.
Dieus! vo cuer fcomment Uendure]?

Rejected readings: 1.2 veul 1.4 Art] Gennrich misreads ait and Music notes: 1) brevis  2) punctum divisionis.
“corrects” to ai; Dahnk accepts this emendation; neither offers any

comment on meaning; seuil 1.5 et dautueil 2.1 sousfrir; ce amer

(H) 2.7voscuers 3.1 disfamer 3.4 conseil 3.3-6 unclear 3.7

VOS cuers

46. Folio 27¥¢, Ballade.
Gl1 n0.366, D no.6l. Refrain alone: G2 no.1123, B no.483.

1. Se de S¢ - COUIS pou ne point 2.ne sent de cel - e ve - nir
3. 1a cui a - mour si me  point, 4.si n'o - se ja ce te - nir,
3 1 B,

N N ;
| I | 17 1
i

¥
nir 6. quaide i, tou - te sai-son 7. dés-tre jo-lis ai rai-son.

seul dous sou-ve

¥ 5. que, du
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1.4

24

2.7

34

37

Even if I sense little or no succor
coming from the lady

love for whom so stings me,

I dare not let that give me pause,
for, from the sweet memory alone
that I have of her, at all times
fam right to be of good cheer.

Se de secours pou ne point
Ne sent de celle venir

La cui amour si me point,
Sin’osej’ a ce tenir,

Que, du seul dous souvenir
Qu’ai de li, toute saison
D’estre jolis ai raison.

For in body so lovely and lively,

in style, in fine bearing,

no one else comes so close to matching her
that, whatever suffering might then befall me,
I would ever be led to refrain

from loving otherwise than well.

Tam right to be of good cheer.

Car de cors tant gent ne joint,
D’atour, de biau maintenir,
Nulle a li par ne se joint,

Que, pour grief dont qu’avenir
M’en puist, d’amer retenir

Me doie ja se [bien non ?].
D’estre jolis fai raison].

S*amour ja grace me doint,
Qu'aim mieus ses maus soustenir
Qu’a souffrir les me pardoint,
Qu’a merci par ¢’ avenir

Pens; et s'ainz m’en faut fenir,
Quant d’amer vient P’achoison,
D’estre [folis ai raison],

May love for her grant me grace,
for I would rather sustain its woes
than suffer being freed of them,
for I shall thereby achieve mercy,

I think; and even if I must die instead,

since love is the reason,
Iam right to be of good cheer.

Rejected readings: 1.4 jea(+7) 2.1 decours 2.6 —2 (lacuna

in MS) 3.3 sousfrir 3.4 parce(+1i)

47. Folio 27Y¥¢, Rondeau.

Music note:

G2 1n0.367, D no.62, B no.57. Refrain alone: G2 no.642, B no.849.

1) punctum divisionis.

N

A ;
N I—3 N
L.4.7. Hé  las/ jai fail -l a joi - e,
3. %a - mour con-fort ne m’en-voi -
5. car celle a qui tout §'0- troi - e

H¢ las! jai failli a joie,
Quant l'en ne m’apele ami.
S’amour confort ne m’envoie,
Hé las! j’ai failli a joie,

Car celle a qui tout s’otroie
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Alas! I have failed fto gain] bliss,
Sfor Iam not called a lover.

Love for her brings me no comfort.
Alas! I have failed to gain bliss,

for the one to whom my heart

len ne m'a-pele a-mi,

cuern’a cu-re



Mon cuer n'’a cure de mi. is wholly devoted has no interest in me.
Hé las! jai failli a joie, Alas! I have failed to gain bliss,
Quant l'en ne m’apele ami., for I am not called a lover,

Rejected reading: 5 qui du tout ¢+1); deletion as in Gennrich and Music notes: 1) brevis rest in line 3 2) no rest in line 8.
Dahnk

48, Folio 28bisT-28terY, Lai,
D no.64, M pp.328-331.
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17. plus  la tres gricf  pen - se - e 18. par qui il lan-guit or-en - droit,
23. tres pes-me des - ti - ne - g, 24. ¢chas - cuns de rai-son m’of-fer - roit.
_A 5) ‘
T I i . T
19. quant il pense au gent cors bel droit 20. de la tres bien a - me - e,
25. A - mour proi, par-don - né li soit, 26. puis qu'ama dame a - gre - e,

gZ?. Aus -~ si me sont chan- gié 1i  ver,28. com qui  fe - roit d’es-té I’i - ver.
29. Bes - tes sui com-me sunt i ver. 30, Mort, pren mot, si m’a - ront i ver.
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16. Fauvel addressing his lament to Love in No.48, stanza 7. (f.28bis")
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53. Ore en  tris - tessc et en lan - gour 54, sou - pir et plour 55. et me de - vour
58. Mar vi son gent cors de biau tour, 59. son bel a - tour 60.plain de dou - gour

[ (T2~

1. z'ﬁ

temps pas - chour, 47 tout de-duit, tou-te  joi - e,
51, et biau des - tour 52.ou je la  sou-hai- doi - e.
56. cn grief dou - lour; 57 riens ne me plait que voi - c.
61. et sa va - lour, 62.quant ain-si me guer-roi - e.
5) ) 95 5
.-=.-0_55== =1.-1-_‘ —
X } }
63. A - mours,vous fai - tes mes -pri - son,64.qui souf-frez que pour 1'a-choi - son
73.Vous me ren - dez mau guer-re - don,74d.qui ai es - t& tou - te sai - son,

I LA ] |
Q 65.d’a - mer n’i sai au - tre rai - son) 66, sui re - fu - sez
75. et sui, en Vo sub - jec - ci - on 76.pour bien grie - tez.

| I Fr ]
e cel-le dont jes-toiea - mez 68, de fin cuer bon. 69, Par sem - blant amen-ten-ti-on
en-a - mou - rez 78. ne se -rai, non! 79. A qui fe - roi-e demoidon,
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-
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70.vousen  per - drez, 71. cer-tes, et 1a bon droit, as - sez 72. de VO bon non.
80. las! quant pi - tez 81. n'est en ma dame ou maint biau - tez 82. a grant  foi - son?
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y 83. Las! tra -y m’ontsi ri-ant ueil, 84.qui par leur gra-ci re - gart
87. A - moursme na-vra a2 mon vueil. 88. Or $¢ sunt tour-né tre part
_ﬁ. % 5) ——1 w— —h— N I i — — T T L
= e e ]
y 85. me fu-rent de si bel a - cueil 86. que fan-toust d’un a reus dart
89. pour autre a - mer ou par or - gueil, 90, dont mescuers dar-deur mi part.
Dg sy . 113 1} _5) 5) 5)
w l = I | 1D —— i -| | 5
991. Mar vi son  vis plain de de - pors 92. et ses crins  sors 93. cres - pes,re - tors,
97. Las! li plait il que s0i - e mors 98, en tels des - cors? 99. N'est droiz, mes tors!
103. Quar a nul -lui ne me con - fors: 104. Es - poirs est hors 105.de moi des lors
109. Douz pen-sers i s'est le col tors 110, et de - sir mors 11l li - vra au porTs.
5) 2) ) 5 e PN p! 2.4 gy,
; | i S e ———— vits 5 G —
94, luj-sans et clers com est fin  ors, 95.quant ses con-fors 96. m’est des-con-fors.
100. A - ri - vez sui; duel est mes pors.10l. En sou-pirs fors 102. ne sui 2 mors?
106, que je  vi  fail - lir noz a- cors. I07. A - mours trop cors 108. je  m’en de - tors.
112. Ain-si  de riens ne me de- pors; 113. a  mort m’a-cors. 114, Ve - nez au  cors!

dame, il mlest a - vis, 116, puis qu’a - mours est  de - lis
119. qu'au- tres est vos a-mis 120, ou pou

—]

” }

117, de plus jo - lis

sui  en- ri - chis, 2} pou biaus ou pou fai tis
5),————-_"\1__‘———\ Wy

9318 et me voi es - con-dl - - -
122.ou li mon-des em-pi - -

5¥123. ou me - di - sant par i - - - re 124, si vous ont vou - lu di - re
127, car qui  a bien s’a- ti - - - re 128.joi-¢  da-moursde - si - re
A 1 | T S 1) 5)r—;
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?125.00 qui me  fait de - spi - - re. 126. Fen sui es - ba -
129.qui fait jou - er et ri - re. 130.Qui  n’aime, en vaut
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131, Tres a - mou - rew - se cre - a tu - re,
134. S’en mon lay ai dit mes - pri su - re,
137. par voustre  es - con - dit sanz droit tu - re
140. que de nulle autre a - mer n’ai cu - re?
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1.2.7

f1. iz, 12y 1)

132. doucect de tres gen - te  fai - tu - rc, 133, pour Dicu, mer - ¢

135. ce vient de I'a - mou - reuse ar - du - re 136. qui m’a sal - sl
138, Et  pour quol m'es - tes vous si du - re, 139, quant vous ain si
141. Re - me - tez men ¢cn - vol - se - 0 - re, 142, e vOus cn pri,
Xin _ e
L 1"_\' ] [ —
e yg—g
. 4 .
143, I‘'rans  cuer, cn vostre or - de - nan - ce 144, du tout mne ne - tral
150, Pour ¢’a - mour sanz de - ce -  van - ce 51, proi au mieus  que sai
257 i)

lone  vos - tre veil - lan - c¢ce 146, bien ou mal a - rai.
nous  deus Ya o - cor - dan - ce 153. face, et lors se - rai

147. 8'il vous plait, jc lan - gui - ray; 148, mes s’a - mours m’i fet ai - dan- ¢e,149.n%1 es - mai.
154.jo - lis  plus qu’oi-siaus en mai 155.et  vous en bonne es - pe - ran- ¢e 156.scr - vi - ral.

To find relief
from the woes that [ have,

Pour recouvrer alegiance
Des maus que je trai,

En tant que fais elloingnance while I am far
De celle en qui j’ai from the one whom I desire
Mis mon desir de cuer vrai, with a true heart,
Ferai en sa remembrarnce I shall in remembrance of her compose

Piteus lay. a moving lay.

In my very youth love made me
her high-spirited lover,

and for her tender delightfulness
I loved her more than myself;

[ gave up any other love,

Alas! She insists on separation,
and I shall die of it.

Amours m'a fait des m’enfance
Son amant tres gay,

Et par sa douce plesance

Plus que moi ’"amai;

Toute autre amour en lessai.
Las! de moi fait decevrance;
J’en mourai.

Certes, mourir bien mie plairoit, Indeed, { would be pleased to die,
Quar lors mes cuers ne soufferroit for then my heart would no longer bear
Plus la tres grief pensee the very grievous preoccupation
Par qui il languit orendroit, that now makes it languish

as it thinks about the lovely, straight posture [/i. body)

of the well-beloved

Quant il pense au gent cors bel droit
De la tres bien amee,
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4.1.2

5.1.2

522

542

6.1.5

Qui me guerpit, et sanz nul droit.
Se mon cuer aussi li faisoit

Tres pesme destinee,

Chascuns de raison m’offerroit.
Amour proi, pardonné li soit,
TPruis qu’a ma dame agree.

Aussi me sont changié li ver,
Com qui feroit d’esté 'iver.

Bestes sui comme sunt li ver.
Mort, pren moi, si m'aront i ver.

Que je die voir, bien apert;
S’amour me tenoit gay, apert.

Or sui com hens qui ce qu’a pert;
Pour ¢’ a touz le moutre en apert.

Se je me plaing et dueil adés,
Je n’en puis mes:

C’estoit mes conforz et ma pes
Et mon dous mes

De desir et d’espoir aprés
Et loins et pres.

Las! or me lesse a touz jourz mes,
Et ne la les,

Je souloie amer pour s’amour
Roses et flour,

Bois et verdour

Et temps paschour,

Tout deduit, toute joie,

Et compaingnie nuit et jour
De gens d’onour

En grant baudour,

Et biau destour

Ou je fa souhaidoie,

Orc en tristesse et en langour
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who abandons me, and without any right.
If my heart treated her

to the same dreadful fate,

everyone would consider me justified.
[But] 1 ask iove that my lady be forgiven,
since that is her pleasure.

Thus things have taken a bad turn for me,
just as if summer were turned into winter,

I am an animal just as squirrels are.
Death, take me, and the worms will have me.

That I am speaking the truth is quite clear;
love for her kept me high-spirited [and] alert.

Now I am like a man who loses what he has,
and so I show it openly to everyone,

If I go on lamenting and grieving,
I am not capable of anything:

she was my comfort and my peace
and my sweet portion

of desire and then hope,
both far and near.

Alas! now she leaves me forever,
vet [{it. and] I do not leave her,

For love of her I used to love
roses and flowers,

woods and verdure

and springtime,

all pleasureg, all bliss,

and day and night the company
of honorable people

in high spirits,

and a beautiful lane

where I met her as [ wished.

Now in sadness and in languor



6.4.5

7.1.10

7.2.10

8.2.2

8.4.2

Soupir et plour

Et me devour

En grief doulour;

Riens ne me plait que voie.

Mar vi son gent cors de biau tour,
Son bel atour

Plain de dougour

Et sa valour,

Quant ainsi me guerroie.

Amours, vous faites mesprison,
Qui souffrez que pour ’achoison
D’amer (n'i sai autre raison)

Sui refusez

De celle dont j’estoie amez

De fin cuer bon.

Par semblant a m’entention
Vous en perdrez,

Certes, et a bon droit, assez

De vo bon non.

Vous me rendez mau guerredon,
Qui ai esté toute saison,

Et sui, en vo subjeccion

Pour bien grietez.

Desoremez enamourez

Ne serai, non!

A qui feroie de moi don,

Las! quant pitez

N’est en ma dame ou maint biautez
A grant foison?

Las! tray m'ont si riant ueil,
Qui par leur gracieus regart

Me furent de si bel acueil
Que tantoust d’un amoureus dart

Amours me navra a mon vueil.
Or se sunt tourné d’autre part

Pour autre amer ou par orgueil,
Dont mes cuers d’ardeur par mi part.
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I sigh and weep

and am swailowed up

in grievous sorrow;

nothing that I see is pleasing to me.

Woe that [ saw her lovely, beautifully shaped body,
her fine manner

full of gentleness,

and her virtue,

if she thus takes arms against me.

Love, you are making a mistake,

you who tolerate, because

I love (I know no other reason),

my being rejected

by the one by whom I was once loved
with a true, good heart,

Clearly, to my mind,

you will thereby lose,

truly and for good reason, much

of your good reputation.

You are giving a poor reward to me
who have always been,

and am, under your dominion,
tormented in exchange for devotion.
Henceforth I will not be

in love; no!

To whom could I dedicate myself,
alas! if there is no pity

in my lady, who has much beauty
in great abundance?

Alas! I was betrayed by her smiling eyes,
which with their gracious glance

showed me such a beautiful welcome
that, with a love dart, love soon

wounded me to my satisfaction.
Now [her eyes] have turned elsewhere

[either] to love another man or out of pride,
wherefore my heart, in its ardour, is torn apart,

9.1.4

9.4.4

10.1.4

10.2.4

11.1.4

Mar vi son vis plain de depors
Et ses crins sors

Crespes, retors,

Luisans et clers com est fin ors,
Quant ses confors

M’est desconfors.

Las! li plait il que soie mors
En tels descors?

N'est droiz, mes tors!

Arivez sui; duel est mes pors.
En soupirs fors

Ne sui a mors?

Quar a nullui ne me confors:
Espoirs est hors

De moi des lors

Que je vi faillir noz acors.
Amours trop dors

Je m’en detors.

Douz pensers si §’est le col tors,
Et desir mors

Livra au pors.

Ainsi de riens ne me depors;

A mort m'acors.

Venez au cors!

Ma dame, il m’est avis,
Puis qu’amours est delis
De touz le plus jolis

Et me voi escondire,

Qu’autres est vos amis
Ou pou sui enrichis,
Pou biaus ou pou faitis,
Ou li mondes empire,

Ou mesdisant par ire
Si vous ont vouly dire
Ce qui me fait despire.

J’en sui touz esbaiz,

Car qui a bien g’atire
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Woe that I saw her face full of delight
and her golden hair

curled, twisted,

gleaming and bright like pure gold,

if her strength

robs me of mine,

Alas! is it her pleasure that I die
in such discord?
It is not right, but wrong!

I have reached the shore; grief is my port,

With heavy sighs
am I not on the verge of death?

For in no one do I find comfort:
hope has been gone

from me since the time

when I saw our harmony end.

I twist away

from love, [which is] too cruel.

Sweet thought has had its neck wrung,
and death has fed

desire to the swine,

Thus I take delight in nothing;

I run toward death.

Come for the corpse!

My lady, it seems to me,
since love is the most lively
delight of all

and I see myself rejected,

that another man is your lover
while I am not made rich,

not handsome, not attractive,
while the world deteriorates,

in which slanderers, out of spite,
have resolved to tell you

things that cause me to be despised.
I am amazed by it,

for whoever seeks the good



i1.2.4

12.i.3

12.2.3

12.3.3

12.4.3

13.1.4

13.2.4

Joie d’amours desire
Qui fait jouer et rire.
Qui n’aime, il en vaut pis.

Tres amouretse creature,
Douce et de tres gente faiture,
Pour Dieu, merci!

S’en mon lay ai dit mesprisure,
Ce vient de I’'amoureuse ardure
Qui m’a saisi

Par voustre escondit sanz droiture.
Ft pour quoi m’estes vous si dure,
Quant vous ain si

Que de nulle autre amer n’ai cure?
Remetez m’ en envoiselire,
Je vous en pri.

Frans cuer, en vostre ordenance
Du tout me metrai

Et selonc vostre veillance

Bien ou mal arai.

S’il vous plait, je languiray;
Mes s’amours m" fet aidance,
N’ai esmai.

Pour ¢’ amour sanz decevance
Proi au mieus que sai

Que de nous deus ’acordance
Face, et lors serai

Jolis plus qu’oisiaus en mai
Et vous en bonne esperance
Servirai.

desires the bliss of love,
which brings pleasure and laughter.
Whoever does not love is the worse thereby.

Very lovable creature,
gentle and of very noble stamp,
for God’s sake, have mercy!

If in my lay [ have said anything offensive,
it comes from the passion
that has seized me

as a result of your unjustified rejection.
Why are you so cruel to me,
when I love you so much

that I have no interest in loving any other woman?
Reinstate me, then, in joyousness,
I beseech you.

Noble heart, under your command
I will place myself wholly

and according to your will

shall experience good orill.

If you like, I shall languish;

but if love comes to my aid,

I am not dismayed.

Therefore I beg love, honestly

and as well as [ can,

to bring the two of us together,

and then I shall be

meore high-spirited than a bird in May
and will serve you

in full confidence.

Rejected readings: 1.1.4 De] Des, emendation as in Dahnk  1.2.6 de profonds soupirs” 9.3.5 reading unclear, Dahnk has Amours

Dahnk reads detenrance, which, as Langfors points out, is an error 11.1.1 maidisant 11.2.2 Joi (1) 12.3.1-12.4.1 Daknk has no punc-

2.1.2 sousferroit  2.2.4 mosferroit 4.2.2 ce a (+1}) 6.2.4 Dahnk
reads, and Langfors apparently accepits, d’estour (=?)  6.4.1 son}
sont; emendation as in Dahnk 7.1.2 sousfrez 7.1.10 vo] vau
7.23vo)vau 81.1euil 8.3.1veil 9.2.6 Lozinski would read je
sui amors (from amordre), understanding “je me livee &, je pousse
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tuation qfter droiture, comma after dure, question mark gfter si, and
question mark after cure, which is incomprehensible 12.4.2 men
enen, (-} 13.2.1 ce amour ()  13.2.3 nous] nuls, ernendation as
in Dahnk

_i._‘.

17. Fauvel announcing his imminent
death, Specifically, the miniature illus-
trates the final lines of No.48, stanza 9.
(f.28terT)

T

Music notes: 1) longarest 2) no accidentals in lines 12,32, 49,
59, 60, 75, 145, 147, 151, 152, 153 3) double bars 4y the flat
written earlier in the staff in line 15 §) punctum divisionis in one
line or two parallel lines 6} longa rest in line 32, double bars in
line 34; same in lines 72/82 7) 3 breves in line 35 8) 3 semi-
brevesinline 46 9) brevis and a longa rest in line 63 10) brevis
rest inlines 68, 71, 78 11} duplex fonga in lines 78, 97, 101, 103,
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113 12)longainlines 112, 114, 142, 146
ten in the thythm ) | b} J.

13) next five notes writ-
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49. Folio 28ter¥b. Refrain. (No music: siaff without notes.)

G2 no.1107 (p.237), D p.160, B no.759. Also appears as incipit of RS song 1161a and as proverb (Morawski, n0.790).

Fois ne voit en sa folie se sens non,

50. Folio 29ra. Conductus, Author: Philip the Chancellor.

A K 3, Dno.65. Lines 1-11 also in F 416v-417r, but with different melody. T.o. in CB 83v, Da 31, Esc 178v, OAdd 63r.

The fool sees only sense in his folly.

1. Va-dere- tro Sa - ﬂld na'

1/ 1
1 I U 1 ¥ i 7

2. Tu- as tol - le fa - bu-las!

3. Quic-quid ¢

)'ﬁﬁﬁ ] Wr q:tl':ﬁ— =

4. fal - si-ta - tis

or - ga-na 5. Vo - ces a - clu-lan -

:@,—"—dt\““ — au:‘ E 7 F J ¥ -?H:r

que fo - ve-o0 8. blan - di - en
" 1 ] " ]
o c— o — *H—ﬁ*‘ﬂ — —N— i
i o —# 1 Il — e g

9. sed pal - po

no - men ca - vi, 100 cu - dus

= T

T

Vade retro, Sathana!
Thas tolle fabulas!
Quicquid enim consulas
Falsitatis organa.

Voces adulancium
Devoveo

Nulliusque foveo
Blandiendo vicium;

Sed palponis nomen cavi,
Cuius semper declinavi
Fraudis artificium.
Thum factum noxium
Nosce! Dic: erravi!
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11. frau- dlS ar - fti- fi - ci-um.

Get thee behind me, Satan!

Away with your empty propositions!
For whatever your recommendations
[they are] songs of falsehood.

I curse the voices

of flatterers,

and I do not encourage anyone’s
vice by offering flattery;

rather have I avoided the name of flatterer;
for I have always rejected

cleverness and deceit.

Recognize your sinful deed!

Say: I have erred!

12. Tu - um fa-ctumno - xi-um 13. no - sce!

Music notes: Mensural notation. 1) longa 2} longa rest. Note: The first eleven lines of this piece constitute the seventh of
eight stanzas in the original poem. The last two lines are unique
to the Fauvel.

51. Folio 297a-c. Lai. Author: Philip the Chancellor.
A K 57, D no.66. Lines 1-50 also in F 438y, LoB 20v-22v. T.o. in PrK 38r.

. h—'— = \’\JI[
P
&

1. Fau-vel, co-gi-ta, 2. quod  pre-ter-it 3, mun - di  fi-gu - ra.
4. Tu-git su-bi-ta; 5. sic in - ter-it 6. qua - si pi-ctu-ra. 7. Flo-ret ut cu-cur-bi-ta

- &
8. cum in- ge-rit 9. se nox ob-scu-ra; 10. bre-vis or - bi-ta tl. cum  stc- te-rit, 12.¢i - to la~-psu-ra.

I 3
. R = #"—4====ﬁgfu” o h
oL, NI J
| - ) B
13.Dul - ¢ce - scit, 14. scd in - se - rit 15 a - ma - ra plu - ra.
19. Ta - be - scit 20, ct de - pe - rit 21, tan - quam li - tu - ra;

2 N N E— 1 "‘*:u
N él ! 'n
[ . ) ) e -
16. Quis ne - scit 17 quod e - sc - rit 18 fal - Iax mix - tu - ra?
22.va - ne - scit, 23. cum fu - ge - rit 24. non red - i - tu - ra.
e — - {;*-—-—H——'ﬁi — —?\—J[—ﬁ
- — - - 1'” — R —
TR —— s
25, Quan-ta va - ni-tas! 26,80 - bli - mi-tas 27.ca - su - ra 28. um - bra fra - gi-ljs,
3. Quan-ta vi - Ji-tas 32.est di - gni-tas 33.mun-da - na! 34, Spu - ma gra - ci-lis,
%ﬁt&} e — = AN e ——"
@ — : "77 = - e = h - . Y -!I.‘, i_# I_’l__‘fﬂ i'k\ I 1 1 .11 i-l
ﬁ. Lu% P & ﬂ.il HE— . J — me. 1"\__ ‘lL 1|
29. nec sta - bi-lis 30.ne - que se-cu - ra.
35. flos
v 3 ste - ri-lis, 36.spcs va - na.
1) R Y }\ i
T J——— Tk T T*f Y TNy (e— 1Y =y T
- =J | | { ! N LI ] IS P LA i o (LD}
e = s s =—=""
3) 37. O qua - lis, 38. quam mi - se - ra, 39.mors est, quam du - 1a,
ﬂL—'ﬁj—‘—& Jl\' e —
AP | 2 S— R, V) 1 ] —1
¥ o -
41. et - spe - ta 42, nec mo - i - tu - ra!
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Py
43. Tam  re-co - gi-ta 44 de tem - po-ris ia - ctu - ra; 45, sic sol-1 - ¢ - ta
47, Cul - pam ca - ve-as 48 ¢t ve - ni-am pro - cu - ra, 49, Tre - menspa - ve - as
S T — 5 224
46. de cor - po-ris fra-ctu - ra.
50. de v - di-cis cen-
e D e S A e = e
51 Quid di-ce - tem [)ll.; - ra?  52.0-mnis ho -mo iu - ra 53, si - bi pro-fu-tu - ra 114
o [ — =
S iy o I S wli— Y : .
o —0 - N i - . E
54. in do - mo Do - mi-ni S5 per - dit fa -vens cri - mi-ni, 56, (i - bi, tu - 0o $¢ - mi- ni.
- _1_:, —N —Iv - '%
—— ﬂ;J#ﬁwJ# e S R SE
57.Tu, ma - la pun-ctu-ra, 58 An - ti-chri - sti nun - ¢i-us  59. di - ce-rnis  pro-pi - ci-us. 1.2.4
b —— 8)
i e |
e P R
- bi fran - get ocru - rag - tu - ra
Fauvel, cogita, Fauvel, reflect
Quod preterit that the shape of the world 44
Mundi figura. is passing away.
Fugit subita; It disappears suddenly;
Sic interit it perishes
Quasi pictura. like a picture.
Floret ut cucurbita It flourishes like a gourd
Cum ingerit when the dark night 5.1.4
Se nox obscura; comes on;
Brevis orbita when its short course
Cum steterit, stops, [it is]
Cito lapsura. destined to fall back quickly.
5.2.4
Dulcescit It grows sweet
Sed inserit but introduces
Amara plura, many bitter things.
Quis nescit Who does not know
Quod leserit that this deceitful
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Fallax mixtura?

Tabescit

Et deperit
Tangquam litura;
Vanescit,

Cum fugerit
Non reditura.

(Quanta vanitas!
Sublimitas
Casura

Umbra fragilis,
Nec stabilis
Neque secura,

Quanta vilitas
Est dignitas
Mundana!
Spuma gracilis,
Flos sterilis,
Spes vana.

O qualis,
Quam misera,

Mors est, quam dura,

Penalis
Et aspera
Nec moritura!

[am recogita

De temporis iactura;
Sic sollicita

De corporis fractura.

Culpam caveas
Et veniam procura;
Tremens paveas
De iudicis censura.

Quid dicerem plura?
Omnis homo iura
Sibi profutura

In domo Domini
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combination hurts?

It withers

and perishes

like an erasure;

it vanishes,

not to return

once it has disappeared.

How great is vanity!
High position,
destined to crumble,
is a fragile shade,
necither stable

nor secure,

How worthless

is worldly

honor!

[It is] a thin foam,
a sterile bloom,

a vain hope,

Oh, what is the nature of death!
How wretched,

how hard,

painful,

harsh,

and inevitable!

So think

about the loss of time;
consider now

the breakup of the body.

Avoid sin

and seek pardon;
tremble and fear
the judge’s censure.

What else might I say?

Every person in the house

of the Lord, favoring transgression,
destroys the laws



6.5

6.10

1.4

which would profit him,

[as they would profit] you [and] your seed.
You, curséd stinger,

are said to be the propitious

messenger of the Antichrist.

Your legs will be broken;

your offspring are destined to perish.

Perdit favens crimini,
Tibi, tuo semini.

Tu, mala punctura,
Antichristi nuncius
Diceris propicius.

Tibi franget crura;
Tua proles est peritura.

Rejected readings: 1.2.1 flores 123 nos 211 dulgessit  2.1.4 que 6) the next six notes are written in the rhythm |J J’J M N ; emended

2.2.6non]si 3.1.2cassura 3.2.4 gracialis 73 this notes is omitted; emended  8) longa rest.

Music notes: Mensural notation. 1) no flat  2) this note is re- Note: This composition differs from the original text in that it sub-
peated in line 34 to accommodate the rejected word gracialis 3) G slitutes the vocative “Fauvel” for “O mens” in line 1.1.1 and adds an
inline47 4)noflatinline44 5)no flat is written from here on extra section of eleven lines at the end.

52. Folio 29¥¢, Conductus. Author: Philip the Chancellor.
A K 32, D no.69. Stanzas 1 and 2 also in F 428y, but with a different melody. T.o. in Da 4r, BN4 Ar.

I. 1. Fal - vel - e, qui tam mo - re - s, 2.qui def - flu-is co - ti-di-e,
3. ui  scis quod he-ri fu - e - xis 4 ma-lus ¢t pe - ior ho- di-e,

os non  ap - pc- 1is, 6. qmd vi-te vi - am de - sc

¢ - bri - us

Fauvel, you who are now dying,
who decline each day,

who know that you were bad
yesterday and [are] worse today,
why do you not open your eyes,
why do you desert the road of life
and make yourself drunk

on the fumes of empty glory?

Falvelle, qui iam moreris,
Qui deffluis cotidie,

Qui scis quod heri fueris
Malus et peior hodie,
Cur occulos non apperis,
Quid vite viam deseris

Et ebrius efficeris

Inanis fumo glorie?

Do you not see that the world
and its glory pass away,

Non vides quod pretereat
Mundus et mundi gloria,
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2.4

2.8

34

38

Quod fenum carnis marceat that the grass of the flesh withers

on this day of destruction?

Whether a man is of noble birth or humble,
whether wealthy or in want,

he must pass from here,

for the world is transitory.

Hac di¢ perhemtoria?

Sit nobilis vel sordeat
Homo, dives vel egeat,
Opeortet quod hinc transeat,
Nam res est transitoria.
Homo, quem humus genuit, Man, whom the earth has produced,
takes his name from the earth;

the nurturing earth held him

and he will afterwards end in the earth,
Why then has it pleased you

to err, when it was not right for you?

My heart has [always] held this for certain
and continues to do so here and now.

Ab humo nomen retinet,
Quem nutrix humus tenuit
Et in humum post desinet.
Quid ergo tibi placuit
Errare cum non decuit?
Hoc cor meum retinuit

Et in presenti retinet.

Rejected reading: 2.5 sic

Music notes: Mensural notation. 1) puactum divisionis  2) no flat
inline 1 3) no flat in lines 5-7.

Note: The original poem is addressed to “Homo” rather than
“Falvelle” and includes two stanzas in addition to our first two. The
third stanza of the present text is unique.

53. Folio 30va. Conductus,
A L2l Dno72,

r f :
Fal - vel-lus ni-mi - um 2. <1111 -4 per in - for-tu - ni-um

3 cre - dit ha - be - I gra - ci-am 4. For- tu - ne per kL - cen - i - am
s
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“vop farn o tep zo}owﬁnue {
C av o coSam & cfle ot nanme

afl ﬁﬁm;ﬂ et fi fammamne
C ar tefewnalee fi & foe
wﬁﬁvgmn "&ﬂbu mmc

| ?L“ai'é?m.ema

19, Fauvel and guests at the wedding feast. (£.32¥)

020 quanr ﬁt our @ op .3

@Lrgy Bwoment n cﬂaﬁ
e and Yone mouls ferehne

ﬁ lulfﬁ;uum air 1 fa pme ﬁmt»

18. Fortune granting Vainglory to Fauvel
as his bride, as stated in the text immedi-
ately above the minjature. Below, the
opening lines of No.53. (£.30%)

7. re - ple -tusim-mun-di -ci - a 8.du-ca - tur Va-na Glo-ri - a.

Gaudet Falvellus himium Fauvel rejoices too much,

Quia per infortunium because he unfortunately believes

Credit habere graciam that he has the favor of Fortune,

Fortune per licenciam, as he has had

Quam habuit redeundi, the chance to return.

Omnis spiritus immundi May the whole spirit of the foul one,

Repletus immundicia filled with corruption,

Ducatur Vana Gloria. : be led to marriage by Vainglory.

Rejected reading: 1 favellus early 13th century. The notation is quite inconsistent, raising doubt
as to its actual intent. A second version, more regular but alternating

Music notes: Mensural notation? This late song, apparently com- between modes 1 and 2 is therefore offered. 1) double rest: & 7

posed for the Fauvel, shows the typical irregular rhythms of the 2) no rest in MS 3)]? 4)longa rest  5) }T 6 )
time, which nevertheless still depend on the rhythmic patterns of the 7)m

54, Folie 33¥a-b. Section of sequence. Author: see note below.

D no.85.
T | T
. [ &) 1 4 i 1 | T &) 1 [ |
B . T i b 5
I I — — . 5 v Ca— z
I. In hac val - le mi- se -1 - @ 2. n0 - bis suc-cur-ras ho -di - e
3. ma - fer mi - se-r - cor-di - e 4. nam ho - stes sunt in a-c - e

5.Mun - dus, ca - o, de- mo-ni - a 6. di - ver-sa mo - vent pre-li - a.
7.Fau - wvel et Va-na Glo-ri - a 8. pa- rant no - bis con - fra -ri - a.

123 SONGS



In hac valle miserie In this vale of misery

Nobis succurras hodie, please help us today,
Mater misericordie, mother of pity,
4 Nam hostes sunt in acie, for the enemy is on the battleficld,
Mundus, care, demonia The world, flesh, [and] demons
Diversa movent prelia. provoke different kinds of battles.
Fauvel et Vana Gloria Fauve! and Vainglory
8 Parant nobis contraria. prepare hostilities against us.
Music notes: Non-mensural notation. The transcription represents Note: The first six lines of this piece are derived from the sequence
the most probably original performance practice as part of plain- No.44, “Superne matris gandia” by Adam of St. Victor, another
chant. 1} perhaps J m—" 2) this bar may not mean a rest. part of which constitutes the tenor of the Fauvel motet “Jure quod
in opere” {Dahnk no.5).
55. Folio 34¥a. Fatras.
H p.374, D p.LXVI and 184. For other previous edition, see D. Refrain alone: G2 no.378, B no.776. Cf, first refrain of No.42
above,
w.d,7

) I 3

1. An, Dieus! ou por - ral je frou - ver 2. com - fort, se - cours na-le - ge - ment.

3: An, Dieus! ou por - rai fe trou - ver

4. I'o - me qui  of - fri g prou - ver 5, que Dieu n’a riens  en fir - ma - ment?

6. Ainz dit qu’il e fist es - to - rer

7. pour se8 o - {5 met-tre cou - ver, & & le tient Dicus ma-ve - s2 - ment.
9. Sur ce ju - re, i ne H - rent,

10. qu’il le fe - ra tel a - tour - ner 11, a un  coq qui a non Cli - ment

12, que nus ne 51 pour-ra  don - ner 13.con - fort,se - cours na-le - ge - rment.

An, Dieus! ou pourrai je trouver
[Confort, secours n’alegement.]

[An, Dieus! ou pourrai je trouverf
L'ome qui offri a prouver

Que Dieu n’a riens eu firmament?
Ainz dit qu’il le fist estorer

Oh, God! where can I find
comfort, succor, or relief.

Oh, God! where can 1 find

the man who offered to demonstrate
that God has nothing in the firmament?
He says rather that God created it

5 Pour ses oés mettre couver, in order to start his geese hatching,
Si le tient Dieus mavesement, yet God governs it poorly,
Sur ce jure, s'il ne li rent, Thereupon He swears that, if he does not apologize to Him,
Qu’il le fera tel atourner He will have him treated in such a way
20. Fauvel approaching his bride, while, A un coq qui a non Climent by a rooster named Clement
outside, the wedding revelers, in grotesque 10 Que nus ne li pourra donner that no one will be able to give him

disguise and banging on pots and pans,
carry on their charivari. (£.34)

Confort, secours n’alegement.
g
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comfort, succor, or relief.



the refrain. What the Fauvel manuscript actually provides for No.55
is the first line of the refrain and its melody, followed by the stanza
with no melody and then the second half of the refrain and its
melody. For No.56 the manuseript provides the two-line refrain and
its melody, followed by the stanza alone, with no melody. It is en-
tirely possible that these two fatras, like the later ones, were, with the
obvious exception of their refrains, meant o be recited rather than
sung. (See Porter, who does not recognize the existence of the Fauvel
pieces, and Uh, who speaks of their relation to sottes chansons,
fatrasies, and the later fatras.)

Rejected readings: 1 Au 2 Lame q. osfri 9 cog 10 douner
Mausic notes: 1) punctum divisionis 2) longa rest

Notes: The point of this text is not clear, but the reference in line 9
is no doubt to Pope Clement V (d.1314). While identified in the
Fauvel as “sotes changons,” this piece and the following one are in
all likelihood the first extant examples of the genre that came to be
called the “fatras! It is on the model of the later compositions that
we have organized the two picces as we have: a two-line refrain +
the first line of the refrain + nine-line stanza + the second line of

i
4 PSR —

*'_tf:ﬁitT‘“jf““"“

e -

i <3lcr on yourml 1€ THOLL sicr
S lame g offn aponuct-gie Do na nens.
o Byt amn i iy RA® cfozer -
Lo feg (V8 mucrie ot Mule aene ey
mamfammr fur @ we e Baene €
& fan el amumer 2 un og- qui a4 non-
cﬁmm\r gue o ne i ponrma Quner’

i ;
. Confirr o “nale 5& mms;g)

3i. Revelers in a cart, making a fearsome
noise on a set of wheels spun around

fixed iron spokes. Mechanism and revelers
are described in detail in the narrative
immediately below. To the left of the
miniature is No.55 (f.34v).
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56. Folio 34Ya. Fatras.

D p.185; Langfors, p.60. For previous edition, see D. Refrain alone: G2 no.725, B no.663.

N 4—%%——#‘1—4— ﬂ
1. En non Diew, a - gace, ga - ce, 2. vous n’ - rez plus  vo
3. En non Diew, a - gace, a - ga - ce
4. il n'est nul  qui ne vous ha - ¢e 5 pour «ce q'uns ba - lais tous - si
6. quant on 1 dit: “Sant fo - a - ce,
7. pour ce qu’il it en sa mna - ¢gc 8 la gran - cle de Ru - me - gni
9. Mes pour ce qu'il sen - dor-mi
10. a I’is - sir d'u - ne cre -va - ce 1. 1 dist e fours de Gai - gni:
12. “Se je  nai  trois cops de ha - che, 13, vous ni fe - rez plus ve ni”

En non Dien, agace, agace,
Vous n’i ferez plus vo ni.

[En non Dieu, agace, agace,]
II n’est nul qui ne vous hace
Pour ce g’uns balais toussi
Quant on li dit: “Sant foace;’
Pour ce qu’il mit en sa nace
La granche [de] Rumegni.
Mes pour ce qu’il s’endormi
A I'issir d*une crevace,
Li dist le fours de Gaigni:
“Se [je] n’ai trois cops de hache,
[Vous n’i ferez plus vo ni.”}

In God’s name, magpie, magplie,
you’ll no longer make your nest there.

In God'’s name, magpie, magpie,
There is no one who does not hate you
because a broom coughed
when it was told: “I smell bread”,
because he pulled into his net
the barn of Rumegny.
But because he fell asleep
upon leaving a certain crack,
the oven of Gagny said to him:

“unless I get three blows with an axe,
you’ll no longer make your nest there.”

Note on lines 6-7: Another possibility for net is behind (buttocks),
as suggested in the Note to our French text, and it is possible that
barn should be replaced by bent, crooked pole (see groge in Tobler-
Lommatzsch) or snout {sae groigne).

Rejected readings: 3 Dakhnk et al,, except Lozinski, read coussi but
offer no gloss 4 sant] sanz, emendation as suggested, but with no
gloss, by Langfors 6 =1 10 =

Note: See our note to Ne,55 above, Dahnk finds this poem “pas
clair” and prinis it in a way that in fact acknowledges little under-
standing. The edition by Langfors, p.60 in his review of Dahnk,
makes more sense of the (characteristically parodic) text but still
leaves many questions both unasked and unanswered. Langfors’s
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principal interest is in the proper nouns: in line 6 he sees an allusion
to the commune of Rumigny, near Amiens, and in line 9 he finds
several localities named Gagny in and around the lle-de-France, but
none in the area of Amiens (see note to the following sotte chanson).
While the poem is clearly puzzling in its details, it seems to us quite
clear in its overall obscenity: its author is not the first to find sexual
metaphors in birds, nests, brooms, bread, ovens, and so forth. The
text seems to make reference to an earlier sotte chanson of the same
orientation: no.XVI (RS 406) in A. Léngfors, Deux recueils de sottes
chansons (Helsinki, 1945). While the messages do not appear to be
related, it is striking that the poems share a number of rhyme-words:
nace (in the sense of ‘buttocks’), foace, crevace, agace, hache, It
is odd that Langfors makes no mention of this surely deliberate
allusion,



57. Folio 34¥a. “Solte chanson” refrain.
G2 no.690 (p.238), D p.185, Langfors p.60, B n0.1208; for Driesen, see D.

B A I —— —
}i:»Lg PIFEEE I SR
- =y ra
. Lau-trier de-hors Pin-qui - gni 2. vi un chat en - se-ve - i, 3. dzt (e 'es - pot-se - ra lun - di.

Lautrier dehors Pinquigni The other day, outside Pinguigny,
Viun chat enseveli;
Dit gqu’espousera lundi.

I saw a buried cat;
he said he would marry Monday.

Rejected reading: 3 que espousera (+1) Note: According to Ldngfors, pp.59-60, the text refers to Renault,
lord of Picquigny and vidame of Amiens, who in 1307 imprisoned

a group of Knights Templar in the underground cells of his castle.

58. Folio 3d4Ya, “Sotte chanson” refrain.
G2 no0.852 (p.238), D p.185, B no.656, For Driesen, see D.

; - | I -
L. n Hel - le-quin e quin 2. n'e-le  en Hel - le-quin, Hel-le - quin.

En Hellequin le quin n'ele en Helflequin, Hellequin]. {See Note.)

Note: Hellequin {(Germanic Erlking and later, in Italian comedy, to play meaninglessly with the syllables of the name. The final

Harlequin), mythological leader of a band of infernal spirits orig- repetition of the name, not in the MS, is suggested by the last three
inally terrifving, later simply mischievous. The present refrain seems notes of the melody.
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59, Folio 34¥a. “Sotte chanson” refrain.
G2 no.244 (p.238), D p.186, B no.640. For Driesen, see D.

El-les ont peux ou cul, nos da - mes.

Elles ont peux ou cul, nos dames. Our ladies have lice in the ass.

Rejected reading: culj cu

129

22. Hellequin (the Eriking) and his fright-
ful followers, as the lines immediately

following make clear. To the left, their
silly songs, Nos.59-63. (f.34%)
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60. Folio 34¥a. “Sotte chanson” refrain.
(G2 no.925 (p.238), D p.186, B no.1795, For Driesen, see D.

Tren -te qua - tre pez mMoOYy-Sis.

Trente quatre pez moysis Thirty-four mouldy farts

Note: Final word is followed by efc.

61. Folio 34¥a, “Sotte chanson” refrain,
G2 no.l244 (p.238), D p.186, B no.1850. For Driesen, see D.

=
.. 1»

I LA 7 '
?_ Vos - tre be - le bou-che be-se - ra mon cul

Vostre bele bouche besera mon cul, Your beautiful mouth will kiss my ass.

62. Folio 34¥a. “Sotte chanson” refrain.
G2 no.1245 (p.238), D p.186, B no.1147. For Driesen, see D.

Je vi les peus de mon cul, I'saw the lice in my ass.

Note: cu! is followed by en efc. This additional phrase should pre-
sumably contain four syllables, corresponding to the final four notes
of the melody.
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63. Folio 34¥a, “Sotte chanson” refrain.
G2 n0.298 (p.238), D p.186, B no.443.

Dame, se vos fours est chaut Lady, if your oven is hot

Note: Final word is followed by efc.

64, Folios 34Ve-36Y, Lai.
D no.90, M pp.321-3285.

L ! ' Ty rr
1. En ce dous temps d’es-té, tout droit ou mois de may, 2. qu'a-mours met par pen - sé maint cuer en grant es - may,
§. Je,qui sui leur mes-tresse,a-vant le com-men-¢ai 9. et en le fai-sant non de descort li don-nay,

¥ 3. fi-rent les her-le-qui-nes ce  des-cort dous et gay. 4. Je, la Blan - che Prin - ces-se, de cuer les em pri-ai
10.quarse-lon la mate-re ce non si li estvrai. I1.Puisleur dis:*Mes pu - cel-les, moult tres grant de-sir ai

§ 5.ct vousgqu'em le fai-sant de-is - sent leur pen-ser, 6. se c'est sens ou fo - li - e de fai-retel es-say,
12.quen fe-sant ce des-cort puis- sons tant bien par-ler 13. qu'on n'i truist que re - pren-dre,que pour ve-ri - té sai
A N A 2)
- i N f\) } |f) 1 T 3 Wﬁf—ﬂ
7.com de met-tre son cuer en  par a - mours a - mer.
14. que  plu-scurs le vou-dront et o - ir et chan-ter.”
|
Fal [B] s | Y I N |
3 1 .Y [ I Y T T 1 Y I 1 }
L8] | Ji) d—‘__}_h I | I L &f ]
P - I | / ]
T * I b T ") ,JL- I " 1
15.%]Ie, qui  sui la du - chesse Or - guejl - len - se d’A - mours,
19. que cil  qui en a - mer se tien - nent pour meil - leurs
A DEN 1) 1, nll, 3) fine
: A :
Q 16. si di qu’il mest a - vis que ce  soit grans fo -lours
20. si y ont poude joie et sou - vent grans dou-leurs.”’
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)] ) 4 1 1) _—11)d.c. al fine . ; .
-- — U R W RO 1T 1 == i
‘“ -- -_-‘-I_—- | [ &1 ] _.l----_-- I . O
l..-.‘=lu-.--'-‘-'-'- -=I-'I.-l.-'- _==[_I-'-'-'-'-l. .---l'-'---l_'.‘-'.ﬂ| { #
—
17. de com-men-cier les cho-ses pour s’en tost  re-pen-tir; 18. et pource ledi je qulai ve-U a-ve-nir 36.ains n’a - mai  par a - mours a nul jour de ma vi - g
42. si ma to - lue :\ cer - tes de la sou - e mes - ni - g,
48.s’a - mour doit moult vou - loir que bien soit em - plo - 1 - e
1
m £ N . )1 1 .Y N %—“——1})
Ful — - - — f 1Y |
- I Hﬂj—i—‘ﬂ = m—— i T
= LA - o
I)V 37.si m'en est plus es - trange as - sez ces - te ma - ti - re”
2. La tres no-ble mar - qui - e si a dou - ce ; ment  tis, 43.En - si  com des es - chés en  puis par raj - son di - re:
24, qui bonne a-mour a - vez si tres for - ment blas - me - e N 1 d. c. al fine

27.Mais  jen doi bien  par - ler, quar  gi ai  mon cuer  mis N '\! - 1 1 " B X , |
30.vous ont  pargrant fo - lour a ce di - re me - ne - e, ¥ o r.g' ﬁ i j ; 3 i Ay j’ ; : '1!

v. 22

A N : e — N — 1?' 38. Et. quant elle ot ce di_t, un  pou  bas - set sou-pi - re.

: ] > = = . - 44 Qui ne don - ne ce qu'aim - me, ne prent ce que de- sir - re.
- §P )

% t 4 —— | l;-_-ﬁ 1 1)7

22.A - mou - reu- se la Bel - le, puis dist: “Il m’est a - vis

25, s en a - vez ou - vrt com - me des-a - vi - se - e,

28. a touz jours sanz re - trai - re; si sai  bien que les dis

3l.que la joi-e d’a - mours {cest ve - ri- té prou- ve - ¢)

¥ 49, Biau sot par - ler Fai-ti - sce et gra - ¢ - eu - se - ment.
56. que de jo - ar d’a-mours; et nuls n’i va fail - lant

23. que vous a - vez, du - ches - se, un pe - ti- tet mes- pris,
26.qu'on ne doit blas-mer cho - se qui ne l'a es - prou-ve - e, ) ]
29.qu'a- vez au- cu - ne foiz en ces chan-gons o - i 50.Dame  est de la Fon-tai - ne que Pen dit de Jou-vent.
32. est plus grant que nulle au -  tre, mes chier est a - che- te - e’ 37. qui la veull o - ba-r et ser - vir Joi - au-ment. g .
\ | A 4 2)
Y
[l
= 1 T I
- ve  moult a - mi- a - ble - ment:
N D . 1} 58. Et pour ce  Vous lo  je que sol - ez de sa  gent.”
POy E') r — ill Y ” 7 '; {'/' i i p— ¢ 5
? 33. La pa -role a - mou - reu - se fu de  bon cuer o - 1 - e &
. ke . . ¥
39.Et  puis  en haut par - lall ef dl.St. Quoi  que nuls dl. - e, ?52_“1:0[“ Dieu, ne vous veil - lez, dame, ain - si de -  ce-voir
45. Bt pour ce  que bien  sai qua painne est - com- pli - ¢ 54. mais a - mez par a - mours, quar je vous di pouT voir ]
d. c. al fine
A ! A D 1
| 17T |
gjv Il ‘y] — P, % * L IVI Ir l_ﬁ___'_—y__l
34. dc tou s tes les com - pal - gnes et 16 - e et pri - s1 - & 53. de pen - ser qu'a - mours lait ' les siens en  non - cha-loir,
40. a - mours §1 est puis - sant ct naoble ct' sein - gneu - i - e 55.quecest la grei - gneur joi . e que nus  hons puist a - voir
46.1'a - mour bien e - gau - ment entre a - mis et a - mi - g
1 1
. | e e e = ALk
=SS S s ==
?35. La tres plai - sant Pen - 81 - vwve li dist: “Ma douce a - m - e,
41.mais  la pa - our que  j'ai d’en es - tré en - gi - ni - e
47. ne vous on - ques a - mer, quar da - me qui o -~ tri - e 9.Jo - i - e sanz A - mour  si a dit: “Par ma foy,
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60. Fe - tice, il m'est a - vis gquc trop grant tort a - VCZ,
b # b
1 h— ,4_;*_-_5;{_'_%;\_ o pe———
. — gy - i I
P E V m— e = — t* ﬁj,__J_._
?6l.qui par bel - les pa - ro - les fai - re croi - re vou - lez
J— - — L L i
] e Pl | N — — - 5 p—
E— i - —— f  I—
_‘_-_5,41.44—,53-_4:5354&%@&;@
9 62.que c'cst  joi - ¢ d’a - mer, et le con - traire en voi;
63.quar ceus qui sont loi - n’i  trueu -vent fors qu’a -
2] —— _["\ I-IB_‘ j | T ﬁ‘ﬁl—f ; Jk) i e s —— o —
o A R ek L s by . —
& - ¥ T + "7
64. et en  chan-tant le di - ent com - me des- es - pe - rez.

65 Et quant li  bon en sont si crii - el - ment me - nés,
3
|
af 1
—l
66.1en  doit donc bien ha - Ir I'a - mer et pri - sier poi.”
V]]
1 '_%ﬁ l) 1)
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En ce dous temps d’esté, tout droit ou mois de may, In this mild time of summer, right in the month of May,
Qu’amours met par pensé maint cuer en grant esmay, when the thought of love brings dismay to many a heart,

Firent les herlequines ce descort dous et gay. the Erlking’s ladies composed this sweet and gay descort.
Je, la Blanche Princesse, de cuer les em priai
Et vous qu’em le faisant deissent leur penser,
Se c’est sens ou folie de faire tel essay

Com de mettre son cuer en par amours amer.

I, the White Princess, invited them to do so

and wished them, as they proceeded, to express their opinion
on whether it is sensible or foolish to attempt such a thing

as devoting one’s heart to being in love.
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Je, qui sui leur mestresse, avant le commengai
Et en le faisant non de descort li donnay,
Quar selon |a matere ce non si li est vrai.
1.2.4 Puis leur dis: “Mes pucelles, moult tres grant desir ai
Qu’en fesant ce descort puissons tant bien parler
Qu’on n’i truist que reprendre, que pour verilé sai
1.2.7 Que pluseurs le voudront et oir et chanter.”

“Je, qui sui la duchesse Orgueilleuse d’Amours,
Si di qu'il m’est avis que ce soit grans folours
De commencier les choses pour s’en tost repentir;
2.4 Et pour ce le di je qu’ai veil avenir
Que cil qui en amer se tiennent pour meilleurs
Si y ont pou de joie et souvent grans douleurs.”

La tres noble marquise si a doucement ris,
Amoureuse la Belle, puis dist: “Il m’est avis
313 Que vous avez, duchesse, un petitet mespris,

Qui bonne amour avez si tres forment blasmee;
Si en avez ouvré comme desavisee,
3.2.3 Qu’on ne doit blasmer chose qui ne I'a esprouvee.

Mais j’en doi bien parler, quar g'i ai mon cuer mis
A touz jours sanz retraire; si sai bien que les dis
3.3.3 Qu’avez aucune foiz en ces changons ois

Vous ont par grant folour a ce dire menee,
Que la joie d’amours (¢’est verité prouvee}
3.4.3 Est plus grant que nulle autre, mes chier est achetee.”
La parole amoureuse fu de bon cuer oie
De toutes les compaignes et léee et prisie.
La tres plaisant Pensive li dist: “Ma douce amie,
4.1.4 Ains n’amat par amours a nul jour de ma vie,

Sim’en est plus estrange assez ceste matire.”
4.1.6 Et quant elle ot ce dit, un pou basset soupire.

Et puis en haut parla et dist: “Quoi que nuls die,
Amours si est puissant et noble et seingneurie,
Mais la paour que j*ai [d’]en estré enginie

424 Si m’a tolue a [certes] de la soue mesnie,
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I, who am their mistress, began the composition

and in doing so [ gave it the name of descort,

for, given the subject, that name was appropriate.

Then I said to them: “My girls, I greatly desire

that in composing this descort we can speak so well

that no one could find a flaw in it, for I know for a truth
that many people will want both to hear and to sing it.”

“1, who am the Duchess Proud-about-Love,
say that it seems to me that it is great folly
to begin things and then soon change your mind;
and I say this because I have seen it happen
that even those who in love regard themselves as most adept
find little joy in it and often find great suffering.”

The very noble Marquise, Amorous-the-Beautiful,
gently laughed and said: “It seems to me,
Duchess, that you have made a bit of a mistake

in so very roundly condemning good love;
you were ill-advised to behave that way,
for one should not condemn a thing without having tried it.

But I must speak well of it, for I have given my heart to it
forever, with no turning back; and well I know that the words
that you have occasionally heard in these songs

have led you very foolishly to speak this way,
for the joy of love (it's a proven truth}
is greater than any other, but it carries a high price.”

The statement on love was heard with good wiil

and praised and valued by all the companions.

Very charming Thoughtful replied: “My dear friend,
I have never ever been in love in my life,

so this subject is exceedingly foreign to me.”
And when she had said that, she uttered a little sigh

and then spoke up and said: “Whatever anyone may say,
love is indeed powerful and noble and lordly,

but the fear that I have of being duped by it

has certainly kept me away from its coterie.

434

5.1.3

524

5.3.3

6.4

6.8

712

7.22

73.2

7.4.2

Ensi com des eschés en puis par raison dire:
Qui ne donne ce qu’aimme, ne prent
ce que desirre.

Et pour ce que bien sai qu'a painne est acomplie
Lamour bien egaument entre amis et amie,

Ne vous ongues amer, quar dame qui otrie
S’amour doit moult vouloir que bien soit emploie.”
Biau sot parler Faitisce et gracieusement,

Dame est de la Fontaine que 1’en dit de Jouvent.
Elle a dit a Pensive moult amiablement:

“Pour Dieu, ne vous veillez, dame, ainsi decevoir
De penser qu’amours lait les siens en nonchaloir,
Mais amez par amours, quar je vous di pout voir
Que ¢’est la greigheur joie que nus hons puist avoir

Que de joir d’amours; et nuls n’i va faillant
Qui la veult obair et servir loiaument.
Et pour ce vous lo je que soiez de sa gent.”

Jolie sanz Amour si a dit: “Par ma foy,

Fetice, il m’est avis que trop grant tort avez,

Qui par beles paroles faire croire voulez

Que c’est joic d’amer, et le contraire en vol;

Quar ceus qui sont loiaus n’i trueuvent fors qu’anoy
Et en chantant le dient comme desesperez.,

Et quant li bon en sont si crilelment menés,

L’en doit donc bien hair 'amer et prisier poi.”

Fierete si a dit, la noble chastelainne
Du Chastel Amoureus, par moult tres grant irour:

“Jolie, je vous tieng, certes, pour trop vilainne,
Qui dites qu’il n’a pas loiauté en amour;

Et certes s’i a plus qu’en chose terrienne,
Car elle fait aus bons avoir joie et honneur

Et aus mauvais souffrir annui, travail

et peinne.
Ainsi rent a chascun selon soi son labour.”
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I can with reason say, as if speaking of chess:
He who does not surrender what he loves, does not take
what he desires.

And because I well know that love tends

not to develop very smoothly between two lovers,
1 have never desired to love, for a lady who grants
her love must try hard to have it treated well.”

Lovely-Form knew how to speak with eloquence and grace.
She is the Lady of the fountain called the Fountain of Youth.
She said to Thoughtful very amiably:

“For God's sake, Lady, please do not thus deceive yourself
into thinking that love is indifferent to its followers,
but be in love, for I tell you truly
that it is the greatest joy that anyone can have,

to know the bliss of love, and no one fails to attain it
who is willing to obey and serve loyally.
For that reason I advise you to join its entourage.”

Vivacious-without-Love said: “Upon my word,
Lovely-Form, it seems to me that you are very wrong

in trying, with fine words, to make [us] believe

that it is bliss to love, while [/it. and] I see the opposite;
for those who are loyal encounter nothing but trouble
and in their songs they express hopelessness.

And as good people are so cruelly treated,

one must indeed hate love and have little regard for it.”

Haughty, the noble Lady of the Castle of Love,
said, in a great rage:

“Indeed, Vivacious, I consider you very crass
for saying that there is no loyalty in love;

in fact, there is more than in anything else on earth,
for love brings joy and honor to the good

and makes the wicked suffer unpleasantness, torment,
and hardship.
It thus rewards everyone according to his labor.”



8.4

9.1.3

9.2.4

10.1.3

10.2.2

10.3.3

11.4

12.1.4

Celle de I'Ille Blanche, qu’on appele Simplete,
Siadit en riant: “Damoisele Fierete,
D’amour loer vous voi un petit trop asprete.
C’est a tort, ce m’est vis, que nus qui s’entremete
De la servir ne faut a la trouver durete.
Pour ce tieng a folie que nul

son cuer i mete.”

“Bien doi parler d’amours,” ce a dit la daufine,
“Quar j’ai non Bien Amee et ce non me destine

Que je doie savoir auques de son couvine,

Si fais je, par ma foy; pour ce ne me terroie

Pour riens que ne deisse les grans biens qu’ele otroie.
q g

A ceus qui cuer et cors metent en sa saisine
Et qui veulent user de sa sage doctrine,

Leur honneur et leur bien acroist et monteploie
Et de leur desirrer acomplir les avoie,
Qui est de tout ce mont Ia souverainne joie.”

“Je, la Blanche Princesse, voi bien que d'un acort
N'estes pas, mes pucelles, en faisant
ce descort.
L'une si 1ée amours, I'autre le blasme fort.

Pour ce vuel que vous quatre qui encor n'avez dit
De ce vostre pensé me jugiez sanz respit

Lesquelles em parlent d’amours ou droit ou tort.
Or le faites tres bien, quar le vostre recort
Tendrons entre nous toutes sanz faire nul ressort.

“Jupiter la contesse, je vueil, et si me plest,
Qu’entre vous et Noblete de la Fate Forest
Faites le jugement du debat qui ci est.
Eiireuse la Fee de cest conseil sera
Et la belle Gaiande, ou mout de raison a.
Or le faites vous quatre tel comme il vous plaira.”
“Nous quatre, en affinant ce descort, si y veon
Qu’amours si est tant noble et de si bon renon
Que de la blasmer n’a nulli bon achoison,
Si com par nos paroles clerement mousterron.
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The Lady of the White Island, called Modesty,
said with a laugh: “Lady Haughty,
I find you a bit too harsh in your praise of love.
It's wrong, it seems to me, that no one who undertakes
to serve love fails to find it cruel.
For that reason I consider it folly for anyone to put
his heart into it.”

“I must speak of love,” said the Dauphine,
“for my name is Well-Loved and this name destines
me to know something about love's business.

And upon my word, I do; and so I would consider myself
worthless if I did not say what great benefits it bestows.
For those who cede heart and body to its possession

and who wish to abide by its wise teaching,

it enhances and increases their honor and their welfare
and leads them to achi¢ve what they desire,
which is the highest bliss in the whole world.”

“I, the White Princess, clearly see that you are not
of a single mind, my girls, in composing this descort/
in expressing such discord.
One praises love, another severely reproaches it.

For that reason I want the four who have not yet voiced
their opinion on the subject to judge for me with no delay

which ladies speak of love rightly and which wrongly.
Now do it very well, for we shall, all of us,
accept your ruling without making any appeal.

“Countess Jupiter, it is my pleasure and my desire
that you and Nobtle of the Enchanted Forest
render a judgment in the present dispute.
Happy-the-Fairy will be part of your [/if. this] panel,
as well as beautiful Giantess, who is very sensible.
Now, the four of you, proceed as you please.”

“We four, bringing this descort/discord to an end, see in it
that love is so noble and of such good reputation
that no one has good grounds to condemn it,
as in our statement we shall clearly show.
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23. The accompanying narrative says that  guises, words, and deeds, in every way, no

“Onc chalivali si parfaiz/Par desguiser, charivari had ever been so perfect as this
par diz, par fziz,/Ne fu com cil en toutes one; their mouths were always open,
choses;/N’avoient pas de bouches closes/  shouting and braying]? Above, the end of
De bien crier et de fort braire [In dis- No.64 and No.65; below, No.66. (f.36V)



12.1.8

12.2.4

12.2.8

Il est bien verité que mesdisant felon

Si tiennent a folie par leur grant fauseté
Lamer, pour ce qu’il veulent tollir le guerredon
A ceus qui loiaument I’ont touz jours desirré.

Se d’estre amé fesoit amours a chascun don,

Trop petit d’avantage y aroient 1 bon;

Mais ceries ce n'est pas la seue entencion

Qu’elle doint a nulli confort ne garison,

S’n li n"a attemprance, loiauté et raison;

Et s'elle fait aus siens souffrir peinne ou grieté,
C’est pour tant seulement qu’el puist sanz mesprison
Acomplir leur desir em plus grant seirté,”

It is indeed the truth that criminal slanderers,
in their great dishonesty, regard loving as foliy
because they want to deprive of their reward
those who have always desired it loyally.

IT love gave to everyone the gift of being loved,

the good would gain very little advantage:

but it is indeed not love’s intention

to grant any person comfort or remedy

who does not have temperance, loyalty, and reasonableness;
and if love makes its followers suffer hardship or difficulty,
it is only so that it may with no error

grant them their desire with greater surety,”

Note on 4.3.2: French egaument might give ‘equally’ as well as
‘smoothly.” Note on 10.2 and 12.1.1: Both meanings of descort are
so clearly pertinent here that we show both in the body of the En-
glish version.

Rejected readings: 1.1.5 vous] nous, emendation as proposed by
Ldingfors 1.1.7Cam 1.2.2desort 3.2.6 Est]Et 4.1.2 prisee
4.2.3q.iaien? ™ s Mestre e., not clear whether the superscript is
d or a; note that neither Dahnk nor Léingfors acknowledges either
the existence of a superscript letter or the apparent lack of a sylia-
ble (which we have dealt with by making estre dissyllabic, as sug-
gested by the music)  4.2.4tolu; a is followed by a blank space in
the text, clearly meant to contain a single syllable or, as suggested
by the music and supported by the frequent occurrence of “epic™
caesuras it this section, one stressed syllable followed by an un-
stressed; the missing syllables would probably combine with a ro
Jorm an adverb, such as our proposed a certes; soue is misread as
sove by Dahnk  4.3.3 vous]nous 5.1.3 appensive, emendation
as i Dahnk  5.2.1 Dahnk reads Pour diew ne vous, which
Ldngfors tacitly accepts, the pronoun looks more like nous than
vous, but the latter is preferable semanticatly 6.2 m’est] met,
emendation asin Dahnk 6.8 lammer  7.1.4 qu’il] qui, ernenda-
tionasinDahnk  7.2.3 aus] au; sousfrir 8.4 sentremecte 10.6

65. Folio 36Y. “Sotte chanson” refrain,
G2 no.1090 (p.238), D p.191, B no.1753.

Langfors would emend parlent to parolent, thus substituting an
“epic’’ caesura for a “lyric,” q substitution not warranted by the
music 111 veil 11.2 Dahnrk and Léngfors read Noblece; Fate]
faee (+1), which Dahnk misreads as face, suggesied by
Ldngfors 12.1.4 paroles] parbles  12.2.3 Dahnk misreads senc
Jor seue

Note on thyme: -eur = -our (cf. 4.2 .4 soue and 12.2.3 sene, which
are also spelling variants of the same word).

Music notes: 1) punctum divisionis in one or more parallel
lines  2) long bar in lines 7, 14, 48, 58, 74 3) double bars in
lines 66,90, 98,120  4) brevis plustwo semibreves  S)norestin
line 54 6) no accidental in lines 68, 70 7} three semibreves in
line 82 B8)brevis 9) A-flat written 10} next four notes are lig-
ated in line 105 11} this note is repeated in line 115

Notes: For the herlequines (the *Erlking’s ladies’} in line 1.1.3, see
note to No.58 above, Line 4.2.6: ¢f. Morawski, proverb 2023: Qui
ne dong que aime ne prent que desirre. Dahnk cites two Latin ver-
sions: 8t non das quod amas, non habebis quod desideras and Qui
non dat quod amat, non obtinet ille quod optat.

Sus,  sus, a la dan - ce d’Er- me-nion!
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Sus, sus, a la dance d’Ermenion!

Let's go, let’s go, to the dance of Ermenion!

Note: The allusion here is perhaps to a primitive ritual dance blend-
ing a celebration of the demi-god Ermenio (or Irmenio}, legendary
founder of the Germanic nation called the Hermeniones, with
practices of witcheraft still current in the northern reaches of
France at the time of the Fauve!, Such an allusion seems consonant

66, Folio 36Y. “Sotte chanson” refrain.
G2 no.582 (p.239), D p.191, B no,1385.

with the charivari and with the appearance of the Erlking and his
ladies in this part of the Roman, see notes to Nos. 58 and 64. (For
this hypothesis, as well as its documentary grounding, we are

deeply grateful to Dr. Patrice Uhl, who has made a study of the

question.)

.4 I |
1. Nous fe - rons des pre - laz gor - piz

Nous ferons des prelaz gorpiz
Et des larrons mestres.

67. Folio 36", “Sotte chanson” refrain.

mes - fres.

2. el des lar - rons

We'll turn prelates into foxes
and thieves into masters.

G2 no.791 (p.239), D p.191, B no.1686. For another source, see G2 p.89 or B.

L4

r
? 1.8 je wni a -loi-e, 2.je ni-roi-e mi-e

Si Je w’i aloie, je n’iroie mie.

68. Folio 37Th-37¥a, Sequence.
D no.93. Also in numerous liturgical MSS.

I

IfIdidn’t go, I wouldn’t ever go.

g

9 L. Vir - gi - nes e - gre - gi-e, 2.vir - gl - nes sa - ¢ra - te,
5. In e - ter - na re - qui-e 6.5ur - sum su - bli - ma - te,
b ——
£ = A B K ﬁ T— R I N i |
! "’ f L] I Y 1 | 1 I\’ } _‘i AR _"l!_ l[ E !_f .]I
e . . ) '
3. co - ram ve - stri fa - ¢ -e 4. spon - si coO - 0 - na te;
7.can - ti- cum le - i - ¢ -e 8. Do - mi - no can - ta - te!
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24, Angels miraculously appearing in
order to encourage the Virtues as they
prepare for battle against the Viges, (£.377)
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) i A | f—- —1 - I rui T — I
. o | _-f_|_.L, I B — ks ] 7] |
& Sl oot 1]
-re pu - di - e - ¢l - e 18. ve - stre re - ser - va - to,
- bi - to mun -di - ¢ - ¢ 22.pre - mi - © do - na - to,

19 car - na - lis la - sci - vi - ¢ 20. mo - tu re - frc - na - to,
23.as - si -de - tis so - ¢ - ¢ 4. vir - gi - ma - i na - to.

25.Non e-stis de fa - tu-is, 206.que cumva- sis va - cu-is 27, spon-sum pre - sto-lan - tur;
28.im - mo de pru-den - ti-bus, 29.que “ple-nis lam -pa - di-bus 30. be - nc pre - pa-ran - tur
L 3)
N DRt |
By Je 1 4]
Z N bt |
— ¢ ; =
fq’ 31. Fa- tu-is  wvir-gi - ni-bus 32, o - ]L - cd-ren - ti-bus 33, spon-sus est  di- clu - rus:
34“Vo- bis non ap-pe - ri-am; 35 pru- clcn-tes [¢-ci - pi-am 36, pre - mi-um da- tu - rus.
Virgines egregie, Excellent virgins,
Virgines sacrate, consecrated virgins,
Coram vestri facie gather round in front
Sponsi coronate! of your bridegroom!
In eterna requie Raised on high
Sursum sublimate, in eternal peace,
Canticum leticie sing a hymn
Domino cantate! of joy to the Lord!
Castitatis Hlium You once gnarded
Olim custodistis the lily of chastity
Propter Dei filium, because of the Son of God,
Cui placuistis. to whom you were pleasing.
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Non estis de fatuis, You are not of the foolish,

. }'1 ' Que cum vasis vacuis who wait with empty vessels
413 Sponsum prestolantur, for the bridegroom,
; _ _ _ Shr & o Immo de prudentibus, but rather of the wise,
- o e S Ve lenis lampadibus who are carefully prepared
bt e " A O e e . Quep
b . \
P : 2 ) e ) R ¥t e 1t foemble quc tout fn Ao ;
7 BEhodglc A q{m atictie ot foe monft Gien 4.23 Bcne" preparantur. with full lamps.
O ue e opfihr o fon mmone
& Mo que fen e an fr mensene Fatuis virginibus To the foolish virgins
?1 W mellenr Dofes o Oleo carentibus who have no ail
ne . . .
.k- cnpom 513 Sponsus est dicturus: the bridegroom will say:
“Yobis non apperiam; “To you I will not open [the door];
Prudentes recipiam the wise I shall receive
5.2.3 Premium daturus.” and will give them their reward.”

Rejected readings: 1.1.3 nostri  3.1,2 nostre reservacio 4.1.1 est
5.11 atuis

Music notes: Mensural notation. 1) no flat in line 23  2) longa
rest in line 24 3) no rest in line 36,

4 @ Xy crome
1 ROk ne yeofyyae

& ondefiner faresfitc oue tme

B affteour fr metee a fo yome

\"@ mml;;mm auele o0 By Tomt (see Matthew 25) contains one or more stanzas not included in the
A0 ace ot fon cfu amfence present version.

B 5 alince amompgie.pine e

Note: In various MSS this sequence in praise of the Wise Maidens

i

25, Top left, combatants preparing to
joust; bottom left, as the narrative points

. 69, Folio 39va. Conductus.
out, Chastity overcoming Fornication. To

Templum sancti Spiritus You wanted to be the right, Patience defeating Pride. (f.407) D no.lllL
Esse voluistis; a temple of the Holy Spirit;
Tactus et concubitus for that reason you shunned
224 Ideo fugistis. caresses and sexual intimacy.
Flore pudicicie With the flower of your
Vestre reservato, chastity preserved
Carnalis lascivie [and] the passion
314 Motu refrenato, of carnal license curbed,
Debito mundicie you have received the reward
Premio donato, due moral purity
Assidetis socie and you sit as companions
3.24 Virginali nato. to the Son of the Virgin. ¥ 4. 5.nam De - us
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26. The Fountain of Youth, in which
Heresy wants to prolong the life of
-Fauvel and his offspring. (f.42)

¥ 6. Cas-sat ad-ul - te ri-um, 7. lu- xus la - bat vi B = - ci - um.
Virgineus sensus The virginal impulse
Qui superat which prevails
Bene sensus successfully defeats
Carnales superat, carnal impulses,
Nam Deus hinc aderat, for God assisted with this.
Cassat adulterium, It destroys adultery [and]
Luxus labat vicium. the vice of lewd desire starts to fail.,
Rejected readings: 3 Etb. census (+17) 7 abat mensural, making a few necessary emendations. b) The other

takes the ornaments as clue to a more regular rendering: 1) abar
Music notes: This is a later song, showing the typical irregular instead of a note; emended  2) no rest in the MS  3) two single
thythm of the early 14th century. Two transcriptions are of- notes to accommodate the rejected reading
fered: a) The first one interprets the notation as essentially early

70. Folio 41th, Conductus.
D no.115,

1. Plebs fi de - lis

=5

Fran-<i - e 2. lau-dat De-um glo-ri - e, 3. mun-di red-em- pto - rem,

oo 4)

='--I-I-Il-.-“---l- _l. - F |
[ ¥ J & g Yy e |
) T

::;0;%5&
L
|
hi
!
W
il

{
i

L)
. . { .
4, qui dat e-i mu-ne - ra ° 5. ad sa - nan—da vul-ne - ra 6. vir - gi-num splen - do-rem

¢ 1 _| _— N el Y, DU S 1]
-—I-‘.‘_' L g ;a--'- .'_=.4_I

)
7. et se con-tra sce-le - ra - 8. Fal- vel
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Plebs fidelis Francie The faithful populace of France

Laudat Deum glorie, praises the God of glory,
Mundi redemptorem, the redeemer of the world,
Qui dat el munera who gives them as a gift

Ad sananda vulnera for healing their wounds
Virginum splendorem the splendor of virgins

Et se contra scelera and offers himself
Falvellique federa as defender against the crimes
Prebet deffensorem, and alliances of Fauvel.

Music notes: Early mensural notation (?). A late song with mixed
rhythms, but the consistent incidence of ornaments on weak syl-
lables may suggest the rhythm. Two transcriptions are offered:
the first takes the notation as essentially mensural, making a few
necessary emendations; the other takes the ornaments as the clue
te a more regular rendering. 1) m 2) no flat 3} all binary
ligatures seem to beﬂ 4) brevis S)longa  6) longa plicata.

71. Folio 457, Refrain,
G2 no.562 (p.239), D p.217, B no.370. For another source, sec these editions.

e AT S R P

1 L4 T
? 1.Ci me faut un tour de vin. 2. Deus! quar lL me don - nez!
Ci me faut un tour de vin. Now I need a drink of wine.
Deus! quar le me donnez! God! iet me have it!

27. The author addressing a final
prayer to the triune God. (f.437)
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Appendix:
Poetic

and Musical
Forms

N.B. In music, lower-case letters designate lines of melody;
capitals, where used, designate larger sections. A superscript
one (1) shows that a line of melody is varied, i.e., is similar
to a previous one but not identical; a superscript two (2)
shows a second such variation, and so forth. Subscripts
one (), two (3), and so forth, refer to transpositions of a
phrase. In verse, all letters designate rhymes or assonances;
capitals, denoting refrains, signal not only rhymes but also,
from stanza to stanza, exact repetition of entire lines. When
two letters are joined by a vertical line (|), the first represents
an internal rhyme. In French verse, the plus sign {+) after
4 rhyme letter indicates that the only difference between
this rhyme and another denoted by the same letter is the
presence of a following, textually unstressed, syllable; the
prime sign () indicates assonance (or imperfect rhyme).

Numbers are used in the metrical analyses, of which
there are two, The first analysis shows the number of syl-
lables per line. In French verse, the plus sign (4 after a
number denotes the presence of an additional, textually un-
stressed, syllable at the end of the line (a so-called feminine
line ending). In Latin verse, the letter p after a number
means that the final word of the line is a paroxytone, while
the absence of p means that it is a proparoxytone.

The second metrical analysis expresses classical metrics
and musical rhythm. The digits represent the number of
syllables from first stress to last, with the hyphen (-) used
for anacruses or feminine line endings and a subscript digit
showing the number of stresses in the line. Information is
thus provided about iambic, trochaic, or dactylic meters or
mixtures thereof. In both metrical analyses, a vertical line
(|} is used to show subdivisions of a verse.

In the rhyme schemes, melodies, and first metrical analy-
ses of some compositions, a single dot (.) helps to show
structure within the stanza, while a double dot (..) is used
to separate two stanzas.



No.24 7 7 7 7 7 7 7 7
o 4 T, Ty Ty B4y T, 34

BALLADE
Stanzas Three, all showing the same rhyme scheme and the same rhymes. No.27, with only one stanza, is fragmentary. No.47 T+ 7 T+ T+ 7+ 7 7+ 7
Rhyme scheme 1 a b a b b a A

No.20 Melody a b a b ¢ d ¢

Ty Te T Ty Ty T Ty VIRELAI
Rhyme scheme 2 a b a b b c C Stanzas Three, all showing the same rhyme scheme, No.44 shows the same rhymes as well, while No.26 introduces
slight changes.
No.27 Melody a b a b ¢ d b g Bes
7+ throughout No.44
7-,4 throughout
Rhymes A B C a a a b c A B C
No.41 Melody a b a b ¢ d e Melod .
7 T+ 7 T+ T+ T+ TH clody a ¢ a a a b ¢ a b ¢
To T4 Ty Ty Ty T Ty Meter T+ 3 1 T+ 7+ T+ 3 1 7+ 3 11
No.45 Melody a b a b c d e Ta B BT Ta Ty T 3 BT T4 3 -3Y7,
7 7 T+ T+ No.26
7 7 7 7 7 7- 7-
! * * ! ) ) ) Rhymes A+ A A+ A b ¢ b c a+  a a+ a A+ A A+ A
No.46 Melody a b a b ¢ d d!
St.2 d c d c
7 throughout
74 throughout St.3 d c’ d c’
Rhyme scheme 3 a b a b < c d D Melody a B a bl ¢ d ¢ 4 g b a bl a b a Bl
No.19 Melody a b a b c d € f Maeter 7+ 7 w7 7 5 7 5 7%+ 7 7. 7 747 747
7+ 5 7+ 5 5 5 7 7 To T4 T T T S5y Ty Sy Ty Ty Ty Ty Ty Ta T4 T
Tog 53 T4 S5 5, 5, T, T,
RONDEAU FATRAS
Stanzas One. Stanzas One,
Rhymes A B a A a b A B Rhymes A B A a b a a b b a b a B
Melody a b a a a b a b Melody a b la a b a a b b a b a b
Meter Meter
No.16 7+ 5 T+ T+ I+ 5 7+ 5 No.55 8 throughout
T-4 5 Ty T4 T4 5 T4 5 -7, throughout
No.22 7 7+ 7 7 7 T+ 7 T+ Neo.56 T+ 7 T+ 7+ 7 T+ 1+ 7 7 7+ 7 T+
74 T4 74 '74 “,1,1 ”,’.4 74 ';‘-4 Ty 74 7‘4 T-4 74 T-4 T4 T4 74 T-4 T4 T4 7y
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SINGLE-STANZA SONG

No.43
Rhymes
Melody

Meter

7 throughout
To o To 3% 7y T T

LAI (French)

Stanzas

No.21

Many, each showing some kind of repetition in
the text, melody or both; the pattern of repeti-
tion in the textual stanza does not necessarily
coincide with that in the melodic stanza. As the
double-column arrangement below makes clear,
Nos.21 and 48 show a marked degree of inter-
stanzaic symmetry, in that the first and final

stanzas, the second and penultimate, and so

c d e d f g h g

To Ts T4 -3y Ty 3y 7435 74 -3,

ala a b x4
a b c/d x2
33+ 7+ 03
T4 T4 3y
a a b b x4
a b ¢ d x4
7 7 T+ M+
Ta T4 T4 Ty

a a b x4
a b c d/e x2
T+ T+ T+ 5+
T-4 T-4 T-4 5-3
a b x8
a b/c x4
T+ 5
T4 5
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X2
X2

14,

12.

forth, tend toward similar structures. No.23
The four lines of letters/numbers provided for

each stanza below represent Rhymes, Melody,

and two Metrical analyses, respectively. In

melodies, a slash (/) separating two letters

indicates different endings of a repeated melody,

a so-called “ouvert/clos” arrangement.

a a a b b a a b b a x2

g h g x2 .
7 7 7 4 7T 4 7 4 7 4

To 7o Ta-32 T4 -3y 743, 7, -3,

o
[=%
43
'_I:L
—

alb x8

a 4 a a; a; a; b b ¢
314+

T-4

a a X8

through-composed
7+ 3+
T-5 3

a a x8
a b ¢ d x4
T+ 5+
T-4 5+

a a a a x4
through-composed
313 3 7

3, 3, 3, 7,

6.

1.

a a a a x4
through-composed

4 4 4 8
235 -3, -3, T,
a a b a x4
a b ¢ b’ x4
5+ 5+ 5 5+
5-3 5-3 53 54

NB. Melody of St.14 is the same as that of St.1,

a b x2

a b X2

10 10

104 10,

a a b b ¢ b b b b c
a b a b ¢ x2

T+ T+ 1+ T+ 7
Ty Ty T4 T4 7,

a a a a . b b b b
a b ¢ d x2

7+ throughout

7 -4 throughout

a b a b . ¢ d ¢ d
a b a ¢ x2

7 throughout

74 throughout

a a b x2
ala,  ala; alb  x2
T+ T+ ki

T-q T4 7.

a a x4
b x4

T+ T+

3,[3,)1- 7+

a x4

a b x2

7

T

157 APPENDIX: POETIC & MUSICAL FORMS

e = B -

™

x4
x4

x4
X2



8. a b x4 No.64 1. a a a a b a b X2

a b x4 a b a b ¢ bt x2
7 54 12 throughout
74 5o 6;3]-5; x2 plus 6-4)5; x2 plus 6;]-5; plus 6+4]5, x2
9. a x4 2. a a b b a
a b x2 a b c ¢l a b
T+ 12 throughout
7o 641343, x2 plus 6-43;]3, plus 64353, x3
10. a b ¢ b 3. a a . b b b x2
a b c d a b ¢ x4
T4 T+ 7 12 12 12 124 12+ 12+
Ty 4 T4 Ty 5(-3i-5 x3 “5(-)3]-5-4 %3
No.48 1. a b a b b a b x2 13, a b a b b a b x2
4. a a a a . b b x2
a b a bl ¢ bYd bF x2 a b a b c d b X2
755 745 7 1+ 3 745 745 7 743 Bom o m &b X2
12+ throughout
T4 53 Ty 53 Ty T 3 Ta 3y T3y Ty Ty 6(-)4)6-, throughout
2. a a b x4 12, a a b x4 plus a x4
a b ¢ d e ¢ x2 a b cfc! x2 a a a; @
8 8 6+ &8+ 8+ 4 12+ throughout
17, £7, 115-4 By 83y 6(-);/6-5 throughout
3. a x4 1. a a a b x2 5.a a a . b b B b . a a a
a b/b! a b ¢ d x2 . a a b . c d ¢ d . a a
8 6+ 6+ 6+ 6 12 throughout
117, 155 74 -5 24 : 646, %3 plus 6,-6, x4 plus 646, x3
4, a x4 10. a a a b x2 6. a b b a 2
a b x2 a b c d/d
a b ¢ a . a;, ¢ b oa
?lu ?|53 ;“ 23 j: 12 throughout
-5,]-5, throughout
5. a a x4 9. a a a a a a x4
a b/bl X2 a b ¢ d e f/f, x2 7. a b x4
8 4 8 4 4 8 4 4 ' @ o/ X2
17, 13, 17, 4, 4y 543, 4, -3 12+ 12
12 12
6. a a a a b x4 8. a b x4
a b ¢ d ele x2 a b/bl X2 8. a X6
8 4 4 4 6+ 8 8 a A & ay A  a
17, -3, 3, -3, -5+, 17, -4 12+
7. a a a b b a a b b a X2 6064
a b ¢ d e f g h i i X2 9. a a a . b b a a . b b b
8 8 8 4 8 5 8 4 8 4 ' a al a? al a2 al a2 a al ay
W7, -7y -7, -3 7410 -3 34055 351 71 3,01 12+ throughout

1]11-¢ th hout
NB. Melody of 8t.13 is the same as that of St.1. |11+ throughou
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10, a a a . b b a a 5. a a a b . b b b a
a a  al ag?  ag a;  a,l a b ¢ d x2
12 throughout 8p throughout
124 throughout 7-4 throughout
1. a a a b b b 6. a a b b c ¢
through-composed a b a b a bl
12 throughout 8p throughout
124 throughout 7-4 throughout
12..a a a a a b b x2 7. a a b b
a b a b ¢ d di/dz2 a x2
12 throughout 10 10 &p
124 (or 134) throughout T3, T3y Ty
8. a a b . ¢ ¢
b X2
6 6 Tp
5y 64 T4
L AT (Latin} 9. a b ©
Stanzas Many, each showing some kind of repetition in thereof) at least once in every stanza, and likewise a b x2
the text, melody or both; the pattern of repetition uses a certain rhyme (-ura) in every stanza, these 7 6p
in the textual stanza does not necessarily coincide repetitions are designated below by a superscript T4 54
with that in the melodic stanza. Interstanzaic letter x (%), 0. a a b b
repetition is a significant feature of No.51, which The four lines of letters/numbers provided for a b c/c!
shows the same melody for stanzas 2 and 4, uses each stanza below represent Rhymes, Melody, 8 8 o
a certain line of melody (or some variation and Metrical analyses, respectively. 117 53, -5
4 3192 3
No.18 1. a b ¢ x2 1. a b a b c c
aboc x2 a b c d e %3
7 throughout 8 throughout
74 throughout -7, throughout
2oa a b .ocoe b 2. a a b . ¢ ¢ ¢
@ boc x2 a b ¢ X3
7T 8 throughout
Ta Ta 15 -74 throughout
3. a a b . ¢ ¢ b 3. a a b . ¢ ¢
2 boe x2 a b ¢ x2
8 57 8 throughout
Wa T4 5 -7, throughout
4. a a b b ¢ ¢ a d d e f f d 4 a2 b < 2
a b c d e f g x2 a b c s
8p 8p 8p 8p 7 T 8p

8 throughout
Tog Toa T3 T4 Ta T4 T -7, thraughout
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15. a b a b ¢ . d ¢ ¢ d ¢
a b ¢ d x2
8 throughout
-7, throughout

(3]

6. a b x2
a b a ¢
8 throughout
345y T4 -1y Ty

No.25 1. a a b a . a a b a b x3
a b a, e f g h x2 plus
303 3 3 3 3 3 3 4 4
3303 3 3 3 3 3 335

2. a @ b a a a b a a x3
a b ¢ d e e a ag!f x3
4 4 4 4 4 4 4 4 8§
13, -3;-3; -3; -3; -3; -3; -3, -7
3. a a a a X3
a al ¢ x2 plus a b al d
5 5 5 6 55 5 5
5, 53 53 3,3, 55 5 5, 5
4. a b plus a a b x3
a b c d e x3
Tp 5 5 7p
55 -5+ 5, 55 -5+
5. a a b
a b ¢ d b e plus f g h i j
4p 4p 6p
35 34 54
6. a b x3 plus a a a a a b
a b x3 ¢ d ¢ f g h
5p 6 4 4 6 5 6p
Ty 3al1- 53 -3 3y Bk 5y 5y
7. a a a b b a ¢
a b ¢ d e o F
5 5 5 3 5 op
5, 5 53 3, -I- 55 5-
8, a a b
a b ¢ d ¢ f
4p 4p 6p
3 35 54
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a

x8
x3

x3
X3

x3
x3

x4
X2

9. a a b a a b b . c a b c a
a b ¢ d e f f X2 plus
4p 4dp 6p 4p 4p 4p 6p/6p/Tp
3oy 3oy 5o 3oy 34y 34 5/5/551-

10. a al x2
a a b b
6 6
i3 303

11. a b x5
a b ¢ d a b ¢ d ¢ d

6p
Ty 5

12, a a a a a b b a
a b c d B € f g
6 6 3 3 6 4 4 4
Y PR T PR PR PR Y K PR | K PR 113,
NB. Rhymes in St.12 are the same as those in St. 1.

No.51 I. a b ¢ a b < a b ¢ a b ¢
a b ¢ a b c¢x.. d b ¢ e b ¥
5 4 5p x2 plus 7 4 5p 5 4 5p
5, 35 -3+ 74 =35 235 53 -3, -3

2, a b cx x4
a b ¢ a bl d X2
31 4 5p
32 '32 "3"2

3. a b ¢ ¢ bx .. a a d ¢ c d
a b ¢ a d e . a b ¢ a bl ek

5 4 3p5 4 Sp. 5 4 3ps5s 4 3Ip
S, -3y -1- 53 <3, 3, S5y -3 -l- 5y 3y -l

4. a b X X2
a b ¢ a bl dx
3 4 5p
3, -3; -3,

5.a b a bx .. ¢ bxc b
a b a bi/bX™
5 7p 5 7
53 -5-y 53 -5+
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6. ax a* ax b b at ¢ ¢ a¥ ar Melody In every multistanzaic work, the same melody few lirtes in Nos.7 and 70 are variations of earlier
f

b
a b ¢ d e g h ¢ i #m serves for all stanzas. The first four pieces lines), and their melodies are therefore not
6p 6p 6p 6 7 7 6p 7 7 6p 9Yp presented below show the musical form AAB; all indicated below.
5-3 5-3 5y H|537, T4 53 74 Ty 5+ T1- those following are through-composed (though a
No.52 a b a b . a a a b
b by d
SEQUENCE 2 a b ¢ e f
8 throughout
Stanzas Several, cach composed of two melodically each stanza below represent Rhymes, Melody, -1, throughout
identical parts. and Metrical analyses, respectively. .
P . . yses, resp iad NB. Musical rhythm irregular
The four lines of letters/numbers provided for
No.11 b a b . a b a b
No.54 a x4 plus b x4 ° .
a b a b . c d e f
a b x2 ¢ d x2
7 throughout
& throughout
7, throughout
-74 throughout
. b b . b b b d d
No.68 . a b ” No-4 ¢ N @ X ¢ . ¢ . - .
¢ e i
b ¢ b x2 4 £ !
6p x5 plus 7 7 ép
6p 7 5 7 7 5
7, 54 4 3 4 14 3
No.12 a b ¢ a b ¢ d d e e
2. a b a b .. ¢ b ¢ b
¢c a b ¢ d e f g
a b ¢ d x2
7 4p x2  plus 7 7 7 7T 4p
7 607 6p 7 7 3 7 7 7 7 3
Ty 5374 54 4 fa 2 4 T4 da s 2
No.2 a a a a a a b ¢ b ¢ ¢ b v d a d b ¢ ¢ ¢
3. a b x4
6 x10
a b ¢ d x2
4, ~4, x10
7 6p
7y 5+ No.7 a a a b b ¢ ¢ b b a d d a
4 b 7 throughout
. a ¢ ¢
-3313; plus 74 x12
a a x2
7 T 6p No.53 a a b b ¢ ¢ d d
Ty 75 54 g8 8 8 8 8p 8 & 8
84 74 T4 -7 Ty 1-4 14 -7
5 a b c ¢ b 4 la Ty iy s {4 ~lg iy
b x2 ] No.14 a a b ¢ b ¢ d e f d e f d
6p 8 x4 plus 8 8 4p x3
7. T4 54 7, s PR R P x3
No.70 a a b ¢ ¢ b ¢ ¢ b
6
CONDUCTUS
s g 5e
1a Texts with only one st r with t how th s
.y stanza or with two or m(')re show the same rhymes as well as the same rhyme No.8 4 a b ¢ ¢ b d d d b
stanzasshlowmgthcsame rhymlescheme. With scheme, all works change rhymes from one stanza S 8p 7 Sp 8p 7 8p 8 8p 7
the exception of No,13, whose first two stanzas to the next.

Tog T Ty Tog T Ta Ty Toy Ty Ty
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No.13 a b a b a a b B 1 a a b b a b a b
8 throughout

b 2 a a4 ¢ a a ¢ a c
74 throughout 8 throughout
No.3 a b a b a b a a b b b b ¢ ¢ d d e e e e e Ty Ty e Ta Ta 35 34155 3905,
5 x8 plus 8 plus 5 x10 plus 3 7 c a b a b a b a b
3 Ta % o 8 throughout
No.1 a b a b a b a b b a b a a b b b b ¢ -74 throughout
plus 6 x14 plus 5 5 9 No.10 A a a b b ¢ d d c
74 1|54 5, 5 Tl 7 7 6 7 T 6p
No.69 a b a b b ¢ ¢ To Ty T4 T4 55 T4 Ty 54
bp 4 dp 6 7 7 7 B a b a b a b a b
173 3 6 6 6 T 8 throughout
No.5 a b b a a b a a ¢ ¢ ¢ a d d e e a -7, throughout
T 7 8 Tp Tp 8 Tp W 8 4 4 3p &8 4 4 8§ Ip No.15 A a b a b ¢ d ¢ d
6-3 -6y T4 -5-3 -5-4 Uy -5-3 53 -7y -3, -3, -1 -7, 3y -3 7, -5 . 2 8 8 8 Tp
No.50 a b b a ¢ d d ¢ e e ¢ ¢ & A A A A
7 7T 7 7T 7T 4 7 7 8p 8 1 T 6p B a a b b c d d <
To Ta Ta T4 Ty 3 T4 Ty T Ty Tg 74 54 7 7 7 7 6p 71 7 6p
1b Text with several metrically identical stanzas, which keep the same rhyme scheme but not the same rhymes. To T Ty Ty 5 Ty Ty 59
Melody Through-composed, serving for all stanzas. C a a b . b ¢ ¢ . d d
Melody a b ¢ . a b ¢ . d
No.9 6 x6 plus 6 4 3p
Rhymes a b b a ¢ ¢ d e e d St.1and?3 -5y 53 -3 -l-
a b a b ¢ ¢ d e e d St.2 and 4 No.17 A a bbbabbb b b R R
Meter 8 8 8 8 8 8 7p 8 8 7p a b ¢ d e f g h i
70 7T T 57 5y 11p 4/6 4|Tp4j6 10 10 10 1lp 10p
. 10-4 104 16~ 10, 104 10, 104 10-4 9-4
2 Texts that fall into compositionally different scheme but not the same rhymes. InNo.6 the
sections each of which contains only one stanza second stanza of A shows neither and that of B NB. Musical rhythm irregular
or two metrically identical stanzas. With the shares one rhyme with the first stanza; in No.15 C B alb ala alb c/d ad cd ad R R
exception of No.6 A and B and No.15 C, the only the final lines of the two stanzas rhyme, a b K 1 m n h i
stanzas in each section show the same rhyme 47p 416 417p 416 46 46 46 1lp I0p
Melody Except where indicated, melodies are through-composed. In every section, the same melody serves for both 10-, 10, 10-4 104 10, 10, 104 10-4 94
stanzas. NB. Musical rhythm irregular
No.b Al a b a b a a a b
2 ¢c d d ¢ d ¢ c d

8 throughout
Ta Ty Ty 3|5 1|74 3315, 3515, 33153
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Glossary

Anacrusis. One or two unstressed syllables preceding the
first stressed syllable of a line; known in music as an
“upbeat.”

Ballade. In music, an AAB form with a refrain at the end.
A poem usually composed of three stanzas of seven to
ten lines each, with the same rhyme scheme and the
same rhymes in each stanza. Rhyme and meter of the
first two lines are repeated in the third and fourth, while
the following lines show a different thyming pattern; the
final line is a refrain.

Brevis. See Pre-mensural notation,

Caesura. The principal rhythmic break in a verse line of
more than eight syllables, normally occurring between
the fourth and fifth in a decasyllabic line and between
the sixth and seventh in a dodecasyllabic line. The
“epic” caesura adds an extra, atonic final syllable be-
fore the second halfline, necessitating in the melody an
irregular division of the pre-caesural note or note group
into two sherter notes or note groups. The “lyric” cae-
sura, following a fourth (or sixth) syllable which is
atonic rather than tonic, involves no change in the nor-
mal syllable-count and thus entails no meledic-rhyth-
mic adjustment.

Cauda. A melisma in a conductus.

Conductus. A Latin song that emerged in the 12th century
to accompany movement from one place to another in
church processions, liturgical plays, and the like; it of-
ten contains several stanzas; it may be subdivided into
several sections, each with several stanzas. In the late
12th and early 13th centuries, conductus were often set
for two or three voices.

Coniunctura. A type of descending ligature employing dia-
mond-shaped notes.

Contrafactum. A poem created to the same music as a pre-
existing poem, often in a different language (French,
Latin, Provengal, German, et al.).



c.o.p. (= cum opposita proprietate} stem. An ascending
stem attached to the first note of a ligature, indicating
that the first two or three notes of the group are short
notes (semibreves).

Fatras. A usnally non-musical, single-stanza composition
comprising a two-line refrain followed by arepeat of the
first line of the refrain, a nine-line stanza, and arepeat of
the second line of the refrain.

fsosyllabism. In a musical setting, the assignment of equal
time to every syllable; this is often modified at the end of
the verse line.

Lai. Here a secular Latin or French song composed of sev-
eral, formally varied sections, each normally showing
melodic repetition.

Ligarure. A group of connected notes.

Longa. See Pre-mensural notation.

Melisma. Several ligatures sung to a single syllable.

Mensural notation. A notation, used from the mid-13th
cenutry on, alt of whose symbols give information
about relative note lengths. ‘

Modal notation. A notation, used in the late 12th century
and early 13th, that indicates relative note length by the
grouping of ligatures which themselves give no infor-
mation about the relative lengths of their constituent
notes.

Modal rhythm. See Rhythmic modes.

Motet. Originally, ca. 1200, a poem added to the upper part
of a pre-existing two-part, untexted composition, this
texted upper part called a “motetus.”
whether Latin or French, is normally irregular in line
length and rhyme scheme. The same word also desig-
nates the complete two-part sciting. In the 13th century,
motets of three and four voices also came {0 be com-

The poem,

posed.

Motet enté, A text that begins and ends with portions of a
single refrain; in some cases, however, the frame is
formed by two different refrains.

Non-mensural notation. A notation resulting from break-
ing Up the ligatures of modal notation in order to assign
the separate notes to the syllables of a text; such notes do
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not symbolize relative lengths of time.

Plica. A curved line descending or ascending on the right
side, sometimes on both sides, of a note, indicating a
sliding tone between this note and the next one.

Pre-mensural notation. A notation in which some signs,
particularly those for single notes, have different shapes
to show their relative length (longa, brevis), while
others, particularly iigatures and rests, do not.

Punctum divisionis. In mensural notation, a dot that, like a
maodern bar line, separates thythmic groups.

Refrain. A short, pithy fragment (or apparent fragment) of
a song, usually attached to French songs and motets but
sometimes used independently. In some songs, the re-
frain text and music are repeated from stanza to stanza,
while in others the refrain material changes with each
successive stanza,

Rhythmic modes. A set of standard rhythmic patterns, sym-
bolized by the carliest musical notation to indicate
rhythm, the modal notation, created late in the 12th cen-
tury.

Rondeau. A single-stanza composition interlacing refrain
and non-refrain matertal, basically showing the line-by-
line form ABaAabAB, with capital letters denoting the
lines of refrain text. The melody consists of only two
phrases: a,b.

Sequence. A liturgical Latin composition of several sec-
tions, each usually with its melody repeated once to a
different text.

Sotte chanson. As used in the Fauvel, a composition
marked by some kind of silly or mocking content and in-
corporating a refrain.

Through-composed work. A composition without melodic
repeats.

Transposition. A shift of musical phrase to another pitch
level.

Virelai. A composition of several stanzas interlacing re-
frain and non-refrain material, basically showing the
section-by-section form AbbaA, with capital letters for
refrain text. The melody consists of only two elements:
a,b.

Incipits

Incipits that are refrains
are shown in italics

Song 38
34
22
55

58
56
39
52
51
24

49
53
42

33
47

54

28
29
37
40
36
23

A jointes mains vos pri, 94

A ma dame servir, 93

A touz jours sanz remanoir, 70
An, Dieus! ou pourrai je trouver
(L’ome qui offri a prouver)}, 125
Ay, amours, tant me dure, 58

C'i me faut un tour de vin, 150
Clavus pungens acumine, 24
Cristus assistens pontifex, 30
Cui magis commictitur, 39
Dame, a vous me sui donné, 93
Dame, se par bien amer, 100
Dame, se vos fours est chaut, 131
Douce dame debonaire, 56
Douce et de tout noble afaire, 101
Elles ont peux on cul, 128

En ce dous temps d’esté, 131

En chantant me veul complain-
dre, 89

En Hellequin le quin, 128

En non Dieu, agace, agace, 127
Et quant il vous plaira, 95
Falvelle, qui iam moreris, 120
Fauvel, cogita, 117

Fauvel est mal assegné, 76
Floret fex favellea, 20

Fols ne voit en sa folie, 116
Gaudet Falvellus nimium, 121
Han, Dieus! ou pourrai je trouver
(Han, Dicus! de tout le monde
sire), 97

Hé, Dieus! tant joliement, 93

Hé las! j ai failli a joie, 105

Heu, quo progreditur, 15

In hac valle miserie, 123

In precio precium, 27

Inter membra singula, 49

J ai amé et touz jourz amerai, 90
J aim dame d’ onneur et de pris, 90
J'apelerai, se Dieus me gart, 94
J' atendrai ainssi, aimi, 95

Je puis bien dire, 94

Je, qui poair seule ai de confor-
ter, 70

62
45
57
66
12
17

1
70

48

26
i0
13
32
46
41
67
31

65
21
30
60
50

15
25
68
69

61

Je viles peus de mon cul, 130

Jolis sanz raison clamer, 103

L’ autrier dehors Pinquigni, 128
Nous ferons des prelaz gorpiz, 143
Nulli beneficium, 36

O labilis sortis humane status, 47

O varium, 16

Omni pene curie, 35

Plebs fidelis Francie, 149

Porchier mieus estre ameroie, 44
Pour recouvrer alegiance, 106
Presum, prees: verbum dignum, 28
Providence, la senee, 86

Quo me vertam, nescio, 33

Rex et sacerdos prefuit, 37

S’ amours m' ont mon cuer emblé, 92
Se de secours pou ne point, 104

Se j’ ongues a mon vivant, 95

Si je n'i aloie, je n'iroie mie, 143
Son dous regart m’a mon cuer
emblé, 92

Sus, sus, a la dance d’ Ermenion, 142
Talant que j'ai d’obeir, 59

Tout le cuer m’en rit de joie, 92
Trente quatre pez moysis, 130
Vade retro, Sathana, 116
Vanitas vanitatum, 22
Vehemens indignacio, 41
Veritas, equitas, 76

Virgines egregie, 143
Virgineus sensus, 147

Virtus moritur, 18

Vostre bele bouche besera, 130



