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Introductory Remarks
Newly edited readings of works directly related to this study are presented in Appendix A.

The critical notes accompanying each transcription (or more correctly transnotation) are found in
Appendix B. The order in which transnotations appear in this volume reflects the order they are
referred too in Volume I of this study. The reader might ask whether it is indeed appropriate for
this study to present new editions of works which already appear in published transnotations.
Several points justify the inclusion of new editions of works as accompanying examples to the
present thesis. In the first instance the control over editorial issues in relation to a uniform
presentation (in terms of "bar" numbers, reduction of durations, as well as issues of pitch and
duration representation) was desirable, particularly in relation to the collation of variants between
concordances. The collation of musical variants (in the Critical Notes in Appendix B) in a manner
which demonstrates the slightest semiotic and semantic variations was essential for Chapters 2 and
3 of this study. The act of editing was also particular useful in this regard. It was also deemed
useful to have transcriptions, which I could be confident represented my editorial views and which
could be presented in this appendix so that the reader might easily consult the work in question.

It has been more than twenty years since the first volume of G. K. Greene's edition of late
fourteenth-century works including those of the ars subtilior were published in the monumental
Polyphonic Music of the Fourteenth Century (vols. 18-22): Although its place in the celestial sphere of
musical editions will continue largely by virtue of is peer volumes and enduring physical nature,
Greene's edition was not one without flaws, both in terms of presentation and in terms of critical
apparatus. 2 It is true that Greene's edition contains improvements on prior so-called monolithic
editions, such as Willi Apel's French Secular Compositions of the Fourteenth Centuty, 3 especially
concerning ligature and coloration indicators and the underlay of all strophes of a work's text. A
similar observation may be made in the case of early fifteenth century works which made their way
into Greene's edition and which are found in Gilbert Reaney's edited volumes entitled Early Fifteenth
Century Music,' although Reaney's conviction that ligature marks are pointless in a transnotation
shows through. Yet, despite various revisions published within the last twenty years in music
journals and the assurances of prominent scholars in the field that a new edition was forthcoming
from their hands,' there has been little effort to redress errors and out-of-date editorial assumptions
in these previous editions, let alone incorporate recent research, by means of a new edition.
Additionally, the discovery of several new sources and fragments and the progress in scholarship
during the last twenty years demands the revision of aspects such as problematic readings both
musical and textual, text setting and ntusica ficta.

The transnotation of works in the ars subtilior style often results in a visually complicated
score, which regrettably obscures the elegant simplicity of the original notation. However, while it
would be ideal if the performers of this repertoire worked from the original sources, several factors
hinder even the most informed reader wishing to read from a facsimile of the original. For example,
one of the three central sources of this repertoire (F-CH 564) has suffered water damage at the top
of many pages that renders a reading very difficult. Recent digital photographic techniques,
however, do much to improve the representation of the perfectly readable original. Additional
difficulties include omissions of passages and scribal errors of both a musical and textual nature.
Finally, there are the issues of musica ficta and text setting that must be addressed in the preparation
of a performance from the original. All add up to a veritable minefield for the well-intentioned
performer of this music.

It is particularly in relation to the treatment of manuscript accidentals and editorial
accidentals that the editions of Apel and Greene are seriously deficient. The editions of Apel and
Greene do not retain internal manuscript accidentals that coincide with the signature of that voice,
although their presence is noted in the critical apparatus by Greene. These signs are important

Monaco, 1981, 1982, 1982, 1987 and 1989.
2 Laurie Koehler, 'Review: Gordon K. Greene, Polyphonic Music of the Fourteenth Century, XVIII-XX, etc.',
Journal of the American Musicological Society, vol. 39, no. 3, 1986, pp. 633-641.
'Corpus Mensurabilis Musicae 53, 3 vols, [Rome], 1970-1972.
4 Corpus Mensurabilis Musicae 11, 6 vols, [Rome], 1955-1975.
5 Laurie Koehler mentions a forthcoming first volume of a her joint edition with Ursula Gunther and Irmgard
Lerch in her 'Review: Gordon K. Greene, Polyphonic Music of the Fourteenth Century, XVIII-XX, etc.',

. p. 641, fn. 34.
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indications of hexachord mutation that are best not hidden. Greene's sparing use of editorial
accidentals often sees perfect consonances uncorrected between voices and cadential functions not
given the necessary inflections. Apel is still sparing in his use of editorial accidentals, but shows a
greater tendency to apply nzusica ficta at major cadential points. My editions, on the other hand, are
closer to the position adopted by subsequent editors in relation to issues of editorial accidentals,
particularly Bent and Hallmark,' and von Fischer and Gallo,' wherein perfect consonances are
corrected and cadential and melodic functions are inflected. Additional editorial accidentals are
also indicated in my editions on account of the position in hexachord transpositions and 7nusica ficta
adopted herein.

All previous editions of this repertoire employ devices that are strenuously avoided in the
editions that follow. Previous modern editions of this repertoire have tended to use a 1:4 reduction
between original and edited durations. However, this reduction has been consistently doubled
(8:1) in any works or passages of a work wherein diminution by a half occurs (including void red
coloraiton). In several cases, the reader is left with no way of knowing the original durations. In all
but a few instances which are noted in the critical apparatus below, a 1:4 reduction is always
observed, even in passages of double, triple and quadruple proportional diminution. In works
where an inexact diminution is operative for the duration of the work, the same reduction of 1:4 is
preserved, but tick barring occurs at longa boundaries rather than brevis boundaries.

Similarly, the use of cross-bar tied notes according to the conventions of barred Music often
obscures the mensural process, especially in passages of displacement syncopation. The barline
itself has remained a dominant feature. The practice of Ursula Gunther and Greene to bar works
according to perceived contrapuntal/melodic structures in one that has been avoided by most other
editors of this repertoire. It is also avoided in the editions that follow. Reaney's editions of part of
this repertoire represent the only attempt to date to move away from the connotations imposed
through the use of modern time signatures. However, the substitute time signature system imposed
by Reaney across his edited volumes of early fifteenth century music embodies his own set of
assumptions that are brought to this music. Several editors, but not Apel and Greene, have
replicated mensuration signs above the stave. I take this process a step further by avoiding the use
of time signatures all together and replicating mensurations signs (both implied and actual) on the
staff itself. With a basic understanding of the meaning of these signs as set out below and
observation of unit counts between tick bars, the reader will soon come to an appreciation of the
perceived rhythmic organisation of each work

Thus, these transnotations are offered as illustration to this present study, as a guide to
those wishing to further investigate the original sources and to those who wish to avoid the (often
overemphasised) difficulties of mensural notation. They are documents of my era, shaped by my
own preconceptions, perceptions and perhaps misconceptions. They are translations, and as
scholars of languages know well, rendering a perfectly comprehensible passage in its original tongue
into one's mother tongue can often be interminably difficult and often hyperbolic. Musical
notation limits our ability to gloss to the extent that is possible in a text, but it does offer
economical means of expressing our relative intentions, despite the fact that it is ultimately a
blurring of the historical truth or at least the obscuring of a notational style which is elegant in its
own right. This is not an apology on the author's part, but rather a caution to the reader who
might be encouraged to see more in these modern translations than was implicit in the original.

Where a work survives in two or more transmissions, editorial policy follows a work-by-
work 'best text' principle, whereby the less erroneous and often more complete source form the
basis of a work's edition. The critical assessment of the suitability of a text (in the broadest sense)
for an edition is determined by the processes of textual criticism and its application to stemmatic
filiation as described in the body of this study. A reading containing fewer errors and/or a more
complete text is preferable for an edition, although all other readings retain a cultural/historical
significance, which has been emphasised throughout this study. Often the choice between sources
was a difficult one. The reader is asked to judge the merit of each choice based upon the list of
musical and textual variants listed in a transnotation's critical notes. Significant corrections and

Margaret Bent and Anne Hallmark, (eds), The Works of Johannes Ciconia, Polyphonic Music of the Fourteenth
Century 24, Monaco, 1985.

Kurt von Fischer and F. Alberto Gallo, (eds), Italian Sacred and Ceremonial music, Polyphonic Music of the
Fourteenth Century 13, Monaco, 1987.
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alternative readings in relation to previous published editions of a work have been briefly noted in
the Editions section of a work's critical apparatus in Appendix B.
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EDITED COMPOSITIONS
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Editorial Conventions
The transnotations that follow are presented in a format that has little resemblance to the raise-en-page
of the original in manuscript. In the first instance, the edited works are presented in score, whereas
the originals were universally written in parts, usually the voice bearing the text written out in full at
the top of the page, followed then by lower voices, usually untexted, written one after the other.
Whereas the original was written in square and diamond note shapes, often employing different
coloured inks and interspersed with ligatures, the following transnotations resort to modern, common-
practice note shapes which have no ligation system and upon which coloration has no effect. Even
the very basis of the ambivalent mensural system employed in the original is a great distance away
from the uniquely binary nature of common-practice notation. In order to render mensural notation
into score representations using modern common-practice note shapes as the representation of
durations interpreted from the original, the following conventions are observed.

Title, Genre, Source and Composer

The title, generic descriptor, manuscript source and composer are given at the beginning of a
transnotation. The title is based on the first hemistich or portion of text preceded by a syntactic
pause in the first line of a work's text. Additional criteria may apply to distinguish texts which
employ similar phrases, e.g. En attendant esperance con forte and En atendant sou 7r m'estuet rather than
En attendant in both cases. Additionally, the title of a composition may not correspond exactly to the
orthographies used in the body of the transnotation. This situation arose out of a desire to co-
ordinate the transnotations with the body of this study, which for the sake of simplicity has employed
standardised spellings throughout. Transnotations retain orthographies particular to the source
selected for editing. A notable example occurs in the case of the transnotation of Sus une fontayne
whose first hemistich in the source used for its transcription is Sus unne fontaine.

The generic descriptor is placed below the title and for the most part is derived from shared poetic
and music structures in the work. Additional sub-generic descriptors, mainly determined by musical
structures, are added where deemed appropriate, e.g. Isorlythmic rondeau, Canonic virelai. The full
RISM signature of the manuscript, in addition to the folio(s) on which the work occurs, is given at the
top left-hand corner of the first system of the transnotation. The composer of the work is shown at
the top right-hand corner of the first system of the transnotation. Where the source subjected to
transnotation lacks any indication of its composer, but is elsewhere ascribed to a particular composer,
the composer's name is italicised. Expansions of abbreviations in ascriptions are also italicised. Works
whose composers are unknown are attributed to Anonymous, although conjectural attribution may
occur in the accompanying critical notes.

Voices and Denomination of Voices

Parts or voices are arranged in score according to the range of the part. The part with the highest
range is placed at the top of the score, the voice with the lowest range, generally the T, at the bottom
of the score. In the case of near equal voices such as Ct and T, ordering is determined by the overall
position of voices at final concords. Voices are given abbreviated labels (S, Ct, T, C', etc.) at the
beginning of the transnotation according to generic labels usually found in the originals. When there
is no explicit designation of a vocal part in the original, I have determined its denomination according
to the behaviour of other voices in the work in question and in relation to the repertoire as a whole.
The high texted voice is always referred to as the superius (S), rather than the cantus. In the case of
two high texted voices, the first is referred to as Cantus I (C'), and the second Cantus 2 (C2). Other
miscellaneous voice labels may occur from time to time and are explained in the critical notes. Text
incipits found in the original are reproduced in its transnotation.

Clefs

Modern clefs are employed, including the unfairly discriminated against and much maligned middle c-
or alto-clef, the treble (g-) clef and the bass (f-) clef. Transposing clefs are avoided. Suitable clefs are
determined according to the range of a voice and the object of minimal use of ledger lines. In view of
the likelihood of variable pitch levels in pre-modern music performance, these clefs should be read
only as indications of relative pitch location implicit in the original cleffing as a ganinzaut locator.
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Signatures

Signatures, or manuscript accidentals placed at the beginning of staves to indicate gammaut
transpositions, are used to varying degrees in the original sources. Where possible, the placement and
nature of these signatures has been retained in a work's transnotation. As there is a tendency to
attribute a greater level of meaning to these signs than is possibly merited, I have been careful not to
anticipate late signatures where a ganunaut transposition sign is delayed.

Reduction

Unless otherwise stated in the accompanying critical notes for each work, there is a reductive shift in
the duration of each note by the ratio of 1:4. Thus, a minima (l) in the original is not transcribed as
its approximate and etymological descendant, the minim, but as a quaver.

Bar Lines and Ties

The beginning of regular mensural boundaries or, in the terminology of Graeme Boone, the mensural
initiurn,8 most commonly at the tempus but sometimes at the modus level in the case of a work written
in augmented notation, is indicated by means of the 'tick bar lines'. This device is clearly superior to
the Mensurstrich in instances where polymensuralism operates in two or more voices. Its advantage
over the internal bar line on each staff lies in its minimal implication of a regularity that is central to
the concept of the bar line in today's common practice notation. This device combined with the
preferred avoidance of so-called cross-bar and cross-beat tied notes in favour of whole notes wherever
possible has the effect of obscuring to a lesser degree the polyphonic line clearly apparent in the
original part-notation.

Time Signatures and Equivalence Signs

No time signatures in the modern sense are employed in the following transnotations. Instead
mensuration or proportion signs found or implied (in the later case enclosed by square brackets) are
reproduced in the score, thereby avoiding metrical associations which reside in our comprehension of
time signatures. With regard to the four most common mensuration signs employed during the late
fourteenth and early fifteenth centuries, the following equivalences are offered to the reader/performer
in so far as the modern time signatures on the right indicate groupings of quavers and crochets in a
manner approximate to the grouping of mininte and semibreves in the mensural system.

60 = 9

	

8	 8

	

0 = 34	 2= 4
Where additional signs appear, or apparently conventional signs are used with less conventional
meanings in a work, the meaning of signs found in the score is clearly explained in the accompanying
critical notes to the work in question which can be found in Appendix B.

Equivalence signs are frequently employed to indicate the relationship of durations in a successive
section affected by a new mensuration or proportion sign to the previous mensuration or proportion.
These take the form	 J, whereby the new duration on the right of the arrow of equivalence (=) is to
be construed within the duration in previous sections shown to the left of the arrow. Equivalences are
not shown where the relationship is implicit through the relationship of the parts in score. Unless
noted otherwise, quavers (i.e. minime) are equivalent across the four most common mensurations.

Beaming

Split quaver beams (i.e. quavers flagged where they would be conventionally beamed) indicate the
presence in the original of a punctus divisionis in passages employing displacement syncopation.

Final Notes

The duration of final notes at the end of sections and the end of a composition are not adjusted to a
uniform duration. Instead, a duration proportionate to the one indicated in the original is preserved.
Performance conventions most likely required performers to agree in rehearsal or indicate with a

Graeme M. Boone, Patterns in Play: A Model for Text Setting in the Early French Songs of Guillaume Dufay, American
Musicological Society Monographs 1, Lincoln and London, 1999, pp. 21-44.
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bodily gesture the point of time at which final notes should no longer sound. Such a solution is
advocated for today's performers of this music.

Ligatures, Coloration and Special Note Shapes

Ligated note values or ligatures in the original are indicated in its transnotation by joined square
brackets above the relative notes. These brackets may be angled according to the melodic contour.
Dotted rightward half-brackets can be found most frequently in second time endings. The dotted
ligature mark indicates a ligature in the second time ending whose beginning and therefore position is
identical to a prior ligature in the first time section.

The following signs are used in the editions of works in Appendix A to indicate coloration.

r 7 full red coloration
void black or white coloration

r"	 "1
void red coloration
particoloration (half white and black, half red and black or half red and void
red.

Where the original uses special note shapes to indicate additional durations and/or proportional
relationships, a representation of that particular note shape is shown above the staff at the first
instance it occurs in a composition. Where special note shapes acquire various meanings within a
composition according to their context, special note shapes for clarity's sake reappear in the
transnotation.

Editorial Additions

Where a single note has been omitted from, or is unreadable in, the original, the editorially supplied
note is enclosed by a set of square brackets. In the case of a passage of two or more notes supplied by
the editor, the notes are shown in a reduced (75%) type set. Additional words and strophes not
present in the source but set in the transnotation are italicised in the score.

Manuscript Accidentals, musica ficta and musica recta

Accidentals on the staff represent signs found in the original, although no distinction between the
diesis (#) and b-quadratunt (ii) variously found in manuscripts is retained. In light of the view that these
signs are indicative of hexachord positions, there are, however limits to the representation of these
manuscript accidentals, particularly in the case of works like Matheus de Perusio's Le grant desir where
the d-hexachord is indicated by means of a b-rotundum sign on g. In this and other cases, the reader
is advised to resort to the accompanying critical notes. Where appropriate, manuscript accidentals are
positioned in locations identical to those in the original. The reader should be aware that in the
works presented herein that manuscript accidentals indicate either authorial or scribal preferred recta
hexachord positions, or ficta positions, frequently resulting in leading tone positions.

In the interpretation of manuscript accidentals, the following positions have been adopted editorially.
The b-rotundunt alone is often ambiguous in its meaning. It may either indicate a soft-hexachord
position in the current ganunaut, or, following Bent and Hughes,' it may signal an effective
transposition of the ganunaut. A further use has already been noted above in relation to Le grant desir.
Perhaps the most important factor in the evaluation of this type of manuscript accidental is context,
both at the local and broader level. When the accidental takes on the appearance of a specifically
local application arising from a single contrapuntal relationship, the degree of prescriptiveness (to use
the terminology' of Bent and Leach) is considerably lessened. However, when the broader context
suggests through subsequent manuscript accidentals (especially cancelling signs), contrapuntal
structures (which might also introduce additional accidentals) and tonal behaviours that a
transposition has been effected, then the degree of prescriptiveness of these signs is considerably

9 Concerning gammaut transposition, vid. Margaret Bent, `Musica recta and Musica Ficta', Musica Disciplina, vol.
26, 1972, pp. 97-99; Andrew Hughes, Manuscript Accidentals: Ficta in Focus 1350-1450, Rome, 1972, pp. 47-48.
1 ° Select reading: Margaret Bent, 'Diatonic Ficta', Early Music History, vol. 4, 1984, pp. 1-48; eadem, 'The
Grammar of Early Music: Preconditions for Analysis', in Tonal Structures in Early Music, ed. C. C. Judd, New York
and London, 1998, pp. 15-59; Elizabeth Leach, 'Interpretation and Counterpoint: The Case of Guillaume de
Machuat's De toutes flours (B 31)', Music Analysis, vol. 19, no. 3, 2000, pp. 321-351.
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increased. This increase of prescriptiveness is accorded the status of gammaut transposition.
Subsequent editorial accidentals are often necessary when this occurs. The same ambiguity exists in
relation to the b-quadratunt and diesis, although to a considerably lesser degree due to a preference for
flat-signatures in this music. For the most part, these indicators of the mi-syllable are scribal
indications of nzusica ficta prominent at cadence points. Such signs are often placed in anticipation of
the cadential inflection, although inflection of the specified (relative) pitch only immediately prior to
the cadence seems to have been intended in many cases. However, in no-signature works, the mi.
syllable on f is read as an indication of a once sharpwards transposed ganznzaut. Context, once again, is
vital. The sharpwards transposed ganinzaut is avoided when there is any indication (either explicit or
implicit) that the soft-hexachord of the natural ganunaut is required. Tonal behaviour is also used to
justify sharpwards transposition, especially in no-signature works demonstrating tonal centres on c, d,
or g (often with a secondary tonal centre on a).Additional pitch inflections are indicated by small
editorial accidentals placed above the affected notes. These inflections fall into two categories. The
first exists as an editorial indication of which hexachord (hard or soft) within the three-hexachord recta
system is to be sung at that point. The second consists of inflections (as a function of the coniuncta)
resulting from hexachordal positions not belonging to the three hexachords of the recta system. This
last category of signs, that is ficta signs, fall into two categories: causa necessitatis or to correct imperfect
intervals between voices, not infrequently to eliminate melodic tritones; and causa pulchritudinis or
when inflection of the pitch seems warranted such as leading tones at cadential points, in response to
text-musical relationships, or additional aesthetic considerations. Hexachords and counterpoint are
held to be interdependent. A crucial distinction exists, however, in realising that while counterpoint
can only operate on a vertical or immediate plane, hexachords operate horizontally or on the linear
plane in the context of each contrapuntal line. Cued by counterpoint, the inflections arising from a
particular hexachordal position may offer additional possiblities in other voices that are also responses
to contrapuntal determinants. However, structural elements, such as cadences, also serve to negate
the effect of previous accidentals, even if temporarily.

The scholarship of Lefferts and Plumley on tonal behaviour in fourteenth century chanson has
significantly informed this editorial endeavour." The addition of editorial accidentals arises not only
from the correction of perfect consonances and melodic intervals, but from the recognition of two
principles stemming from tonal theory. The first principle consists of primary and secondary goals in
tonal types. Cadential inflection is encouraged by this principle in conjunction with consideration of
countrapuntal factors. The second principle consists of the tendency of tonal types to behave in a
specific manner in conflicting or differentiated signature systems across voices. It is particularly in
relation to no-signature works that the greatest departure from earlier editors in the editorial addition
of accidentals can be observed in conjunction with tonal behaviour. By recognising the sharpwards
transposition of upper voices in no-signature works, tonal behaviours can be reconciled to those works
occurring in the more common differentiated flat-signatures. The once-sharpwards-transposed
gantmaut implies a choice between the recta f-fa (f natural) or f-mi (f sharp). Examples of this
interpretation occur in numbers 9, 10, 14, 20, 24 (BB 8 -42), 27, 30, 33, 48(?), 59, 60, 62 and 65.
An example of double-sharpwards transposition (not included in the present study) occurs in
Anthonellus de Caserta's Notes pour moy (M0e5.24, f. 13v), which is uniquely notated with d-clefs in
all voices.

The general editorial policy of inflecting thirds and sixths formed by upper voices with the tenor voices
before cadences to perfect intervals (fifth and octave) is frequently observed in the editions that
follow. There are, however, several cadential structures which defy this formula, especially those
involving a leap of a fourth in the tenor or those in which leading tones form a unison with lower
voices, eg. final cadence of transnotation 13. In relation to the latter cadential type, there seems to be
little evidence that a chromatic semitone is to sound between voices. Instead, the exceptional need
for a lack of inflection is encoded through .contrapuntal structures. I have also questioned several
augmented sixths signalled scribally, eg. transnotation 31.

11 Peter Lefferts, 'Signature-systems and tonal types in the fourteenth-century French Chanson', Plainsong and
Medieval Music, vol. 4, 1995, pp. 117-47; Yolanda Plumley, The Grammar of 14th Century Melody: Tonal
Organization and Compositional Process in the Chansons of Guillaume de Machaut and the Ars Subtilior, New York &
London, 1996.
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Text

Texts set to music largely preserve the characteristics of the source from which the transnotation
derives. These characteristics are principally varied orthographies and occasionally morphologies that
are identified in the Text category of the Critical Notes for each work in Appendix 2. On occasions
where the superiority of a source's transmission of music is not matched by its text, a reading of the
text is supplimented by a better reading found elsewhere. Where texts absent in the chosen sources
are supplied from a concordant reading, the orthographies of the donor sources are retained.

In cases where the text is poorly transmitted and emendation from a concordant source is not
possible, then editorial emendation has occurred. Several editorial emendations have been adopted
from previous editions of these works, but, where previous readings have been unsatsfactory, I
attempt to present my own emendation. Mechanical concerns such as consistent scansion between
strophes occasionally demanded emendation, although, in instances of too many syllables in a line
that demonstrated an acceptable meaning, the text remains unaltered and the additional syllable has
been set to music. Conjectual readings have not been supplied in the case of extensive, irrecoverable
lacunae of one line or more, except where the scribe has abbreviated a portion of repeated text already
given in earlier, for example, the refrain. See also the entry for Text in Conventions employed in Critical
notes in Appendix B.

Text Placement

Scribal process in transmissions of the ars subtilior and related repertoires consists of varying degrees of
reliable scribal text placement which are frequently dictated by the process itself, as well as issues
relating to the script and page layout. When text is added after the music has been already copied
onto the page, there is an explicit relationship between the music and text. There are, however,
instances where one suspects that a scribe's attempt to underlay his music is often affected by the
quality of text underlay in his exemplar. The reverse process occurs when the text is copied before the
music and is successful to varying degrees. The case study for this type of text placement is
undoubtedly CH 564. Although the explication of such a case study is beyond the scope of this
present study, the following remarks and the transnotations themselves will suffice. While in several
instances in this manuscript there are explicit relationships perceivable between text and music, in
several cases the relationship must be evaluated implicitly through comparison of scribal text spacing
with melodic and contrapuntal traits. This 'correcting' of text underlay is also governed by
consideration of poetic structures, particularly in relation to the caesura and final syllable, although
sensitivity for individual treatments must be always in the foreground of the editor's mind.
Consideration of musico-gestural relationships, such as unusual rhythms (and therefore notation),
pitch inflections and/or cadential functions is also central to the editorial (re-)positioning of a work's
text. In this respect, the reader should be aware that the transnotations presented herein are often
aggressively editorial in their text underlay. There is no pretence of merely reproducing the underlay
in the original. Critical notes indicate the level of editorial intervention in this regard by indicating
the original location of the editorially repositioned syllables.

In cases of elision, the elided syllable is retained by the preceeding syllable if it belongs to the same
word or, if a new monosyllable, it is placed with the following syllable, e.g. douce a-mour is set to three
notes with douce (dou- + elided syllable -ce) under the first, but ne Hec-tor sees ne Hec- set to one note.
This convention does not have any bearing on how elided syllables may have sounded in actual
speech.

No word extensions in text settings are used in these editions as this was perceived to be a distraction
and unnecessary complication of the score. However, it is implicit that the syllable continues to
sound, unless otherwise indicated, until the next syllable is reached. Some timbral modification of the
syllable may be warranted, but uniqueness of timbres of each vowel or diphthong are arguably
essential to distringuishing musical events in a work.

All the text of strophic forms has been set to music in the transnotations, although it should be
understood that in the original, seldom is more than the first strophe set to music by a scribe. Where
additional strophes are present in the original, they are placed together to the side, between voices or
at the end of a work. This device is referred to as the residuum.
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Ballade
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7. Je ne puis avoir plaisir
Virelai
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15. En remirant vo douce pourtraiture
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