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Chapter Six 
The Ludus as a Handbook of Morality: 

Adam's Philosophy of Music 

In his recasting of the Anticlaudianus, Adam ensures that his work is simpler and 
less speculative, reducing or even removing several of Alan's extended philosophical 

passages. Yet, with its account of Prudence's allegorical journey throughout the cosmos, 

and its emphasis upon the importance of the Liberal Arts, the relationship between body 

and soul, and the binding and controlling function of music, the Ludus nevertheless 

explores a number of philosophical and cosmological issues within its narrative. 
Throughout the Ludus, the reader is introduced to a thirteenth-century view of the world, a 

world in which music plays a fundamental part in unifying the components of the universe 

and in bringing Man into harmony with himself and with the environment in which he 

lives. This highlighting of the significance of music, which resonates throughout the 

Ludus, is essential to our understanding of the way in which Adam intended his work to 

function. When viewed against the backdrop of antique and medieval philosophical 

theories of music, it is evident that Adam's Ludus utilises music's role as an agent for 

moral and spiritual improvement, and was designed to serve as a handbook of morality. Its 

narrative leads its readers on a journey of self-knowledge and self-discovery within which 

music is employed in a variety of ways to harmonise, discipline and instruct. Through an 

examination of several theorists' views of the purpose and the effect of music within the 

universe and mankind, this chapter aims to demonstrate that the music which Adam 

includes in his narrative is employed in order to awaken the soul, bring it into balance and 
direct it on its pilgrimage. 

I: The World View and Cosmology of the Ludus 

With its various descriptions of the world in which the poem is set, Adam's 

narrative provides an interesting insight into a thirteenth-century vision of the universe, of 
God and of music. Based upon the Anticlaudianus, the Ludus generally shares Alan's 

Platonic world-view. However, a comparison of their accounts of the universe reveals that 

Adam utilises these descriptive passages in order to signal specific topics which are 

pertinent to the thematics of his narrative and to stress the importance of music to his work. 
Whilst following Alan's narrative closely, it is apparent that Adam stamps it firmly with 



his own creative agenda as a means of indicating the purpose and function of the Ludus. 

Adam's portrayal of the natural world occupies two sections of his narrative: the 

description of Nature's paradise with which the work begins, ' and the account of 
2 Prudence's journey which forms the bulk of the first section of the work. 

(i) Nature's Paradise: 

Both the Anticlaudianus and the Ludus begin, after a prologue, with a depiction of 

Nature's earthly paradise. In both works, this initial passage sets the tone for much that is 

to follow and introduces a number of key themes which are then extrapolated throughout 

the narrative. In Book I of the Anticlaudianus, Alan portrays the beauty and bounty of 
Nature's home, complete with birds and a stream of never-failing water, stating that she 
has tried to fashion here a second heaven. 3 Adam's description is very similar. Rather like 

the Golden Age represented at the close of the Ludus, Nature's abode is depicted as an 
Elysian dwelling, filled with blossoming flowers and trees which are always green and 
laden with fruit. 4 It is a place of abundance, peace and never-ending life. More so than 

Alan, Adam highlights the singing birds, 5 the tinkling silver streams, 6 and the Sirens who 

sing and play their citharae, 7 thus emphasising the inherent musicality of the location. 

Following this description, Adam introduces his readers to the character of Nature, 

beginning with a portrayal of her appearance. 8 She is a beautiful maiden, fair and lovely, 9 

and her artistry is displayed upon her magnificent raiment. Her coat is embroidered all over 

with birds (with the exception of the impure heron), 1° her tunic is covered with images of 

animals, " her shoes with fish 12 and her belt is sewn with flowers. 13 

1 Ludus, 6-11,3-6. 
2 Ibid., 61-75,48-64. 
3 Alan of Lille, Anticlaudianus, ed. Robert Bossuat (Paris, 1955), Book I, W. 55-206. 
4 `Hic vere perpetuo gramina virescunt / floresque tenerrimi pullulant et crescunt' (Here, truly, grasses and 
flowers flourish tenderly, they thrive and sprout), Ludus, 6,3, stanza 3. 
S ̀ sonisque mellifluae volucres dum meris / exsultant' (the honey-toned birds rejoice with a pure sound), 
Ludus, 8,3, stanza 16. 
6 `Fons ibi scaturiens fmcibus privatur; / qui Luce argentea minime turbatur, / sed fluit et murmurans' (A 
fountain gushes out deprived of impurities; it is little muddied but has a silvery light, it flows murmuring and 
laughing over the pebbles), Ludus, 7,3, stanza 13. 

`Sirenes, qux placidi citharm cunt veris', Ludus, 8,3, stanza 16. 
8 Ludus, 11-16,7-12. 
9 See ibid., 11,7. 
10 Ibid., 12-14,8. 
" Ibid., 14-15,9. 
12 Ibid., 15-16,10. 
13 Ibid., 16,11. 



Nature's introduction establishes a number of topoi which will be of significance to 

the ensuing work. Our first glimpse of Nature is of a magnificent figure, resplendent in her 

embroidered garments, in a clearing of the wood, lost in contemplation. 14 She, along with 

Prudence, is to be our guide, directing the reader through the narrative and, through her 

description, Adam signals to the reader how his work is to be approached. Like Nature, 

those who would embark upon this journey of self-exploration must first begin with 

contemplation. By meditating upon the textual and musical material included in the Ludus, 

the reader will be transported to the heights of self-knowledge and will find peace and 
healing. Echoing the Ludus' description of the newly-inaugurated Golden Age found at the 

end of the work, Adam's account of the earthly paradise and of Nature's palace bears 

numerous similarities with biblical visions of the new heaven: 

And he showed me a river of water of life, clear as crystal, proceeding from the 
throne of God and of the Lamb. In the midst of the street thereof, and on both 
sides of the river, was the tree of life, bearing twelve fruits, yielding its fruits 
every month, and the leaves of the tree were for the healing of the nations. And 
night shall be no more: and they shall not need the light of the lamp, nor the light 
of the sun, because the Lord God shall enlighten them, and they shall reign for 
ever and ever. 15 

The depiction of Nature's earthly kingdom balances that of the Golden Age and similarly 

provides a token of heaven - this time at the outset of the work - offering encouragement 
for the long `journey' of revelation to be undertaken. The earthly locus of Nature's realm 

also implies that this `paradise' of plenty, peace and new life is achievable in this lifetime, 

and is made possible through the knowledge and love of God. When reading the Ludus, it 

becomes clear that Adam shared Nature's concern over the sinful nature of humanity and 

that, in creating this work, he sought to provide a remedy. Motivated, perhaps, by a 

recognition of his own frailties, Adam transforms the original Anticlaudianus into a work 

which serves as a guidebook of moral and spiritual improvement, aiding the questing soul 

on its journey of enlightenment. 

(ii) Prudence's Journey: 
The clearest example of Adam's cosmology is found in his lengthy description of 

Prudence's journey through the universe, which occupies much of the first section of the 

narrative. Prudence's expedition provides an informative insight into the viewpoint of a 

14 See Ludus, 17-18,13. 
's Revelation 22: 1-2,5; see also Revelation 21: 10-20 for a description of the new heavenly temple which 
shares several characteristics with Nature's palace. 



thirteenth-century cleric regarding the components and construction of the universe and 
Man's place within it and so a summary is given below. After the chariot has been 

constructed by the Liberal Arts, 16 and the five horses are harnessed, Prudence and Reason 

embark and the chariot rises into the air. '7 As they pass through this region, Prudence 

scrutinises everything that she sees. ' 8 Her enquiries encompass the nature of clouds, the 

sun's ability to evaporate the sea, and the qualities of rain and lightning. She asks what 

causes the wind, what provides the different winds with contrasting attributes, and how 

birds are able to fly through the air. She encounters the wandering denizens of the air -a 
strange collection of angels or demons that inhabit the region between heaven and earth. 19 

They cross through the ether, which is calm and luminous, a region of peace, tranquillity 

and silence. 20 The chariot then traverses a higher realm where all is bright and hot, at 

which point Prudence hears for the first time the music of the spheres. 21 

They enter the circle of the moon, observe its path, its ability to eclipse the sun, and 
its `mysterious stain'. 22 They pass through the land of the sun, where Prudence examines 

where the sun rises and where it sets, how it rules the orbit of the planets, why it changes 

colour, and she hears its music, `sweet as honey'. 23 She admires Venus and Mercury who 

make an escort for the sun on its journey across the heavens. 24 Arriving in the region of 
Mars, the bringer of war, Prudence observes that Mars' siren has a harsh voice25 and she 

urges the chariot onwards, not wishing to linger. In contrast, the sphere of Jupiter is calm, 

and she is content to pause there. 26 The vast and cold circle of Saturn with its bitter-sweet 

music is crossed resolutely, 27 before they enter the firmament where are visible the 

constellations and the zodiacal signs. 28 On arriving at the summit of heaven, the chariot 

stops; the horses are weary, Reason is drowsy and Prudence can no longer see the route 

ahead of them. 29 At this moment, a beautiful woman appears, dressed in a shining dress, 

16 Ludus, 43-57,31-40. 
17 Ibid., 58-61,41-46; 61-2,48. 
18 See ibid., 63-4,49. 
19 See Ephesians 2: 2. 
20 Ludus, 64,50. 
21 See Ludus, 64,51. 
22 Ibid., 64-5,51. 
23 ̀dulcorem mellitum', Ludus, 65,52, stanza 4. 
24 Ludus, 65-6,53. 
25 ̀clangorem', Ludus, 66-7,54. 
26 Ludus, 67,55. 
27 Ibid., 67-8,56. 
28 Ibid., 68-9,57. 
29 Ibid., 69-70,58. 

UNIVERSITY 



and introduces herself as Nous (Theology). 30 When learning the reason for their journey, 

Nous instructs Prudence to leave the chariot under the guard of Reason, mount the horse 

named Hearing and follow her. 31 Together they cross the waters above the heavens and 

Nous answers many of Prudence's questions concerning the amazing sights which she 

witnesses. 32 Finally, she reaches her destination of Paradise, a place of peace and love 

where all is clear, bright and sparkling with a soothing light, 33 and here she finds the 

assembly of saints. 34 

During the Middle Ages, the earth was believed to be at the centre of concentric 

spheres consisting of planetary orbits, 35 the outermost shell of which was `secure in God's 

hands since [He] surrounded all of the spheres in His infinite magnitude'. 36 This schema of 

the universe had been devised and refined by Eudoxus, Hipparchus and Ptolemy. Within 

this model, the concentric spheres were based on the orbits of the seven ̀ planets' which 

were known at the time - these included the sun and the moon. 37 There was also believed 

to be an extra sphere of the fixed stars which formed the firmament. Beyond the firmament 

lay the `mobile and multifarious crystalline heavens (coelum cristallinum)' and beyond this 

`there was only the empyrean heavens (empyreum), thought to be an immobile 

homogenous light'. 38 In numerous medieval commentaries on the book of Genesis, the 

heaven created on the first day was often referred to as the `empyrean', despite the fact that 

this is not mentioned by name in the Bible. 39 Depicted as an `invisible, immobile orb that 

enclosed the world', it was believed by many to be the dwelling place of God, the angels 

30 Ibid., 70-1,59. 
31 Ibid., 71-3,61-62. 
32 Ibid,. 73-4,63. 
33 Ibid., 74-5,64. 
34 Ibid., 75-6,65. 
35 The sources used by medieval scholars for learning about their world were primarily inherited Greco- 
Arabic treatises that had been translated into Latin. The writings of the Church Fathers on the six days of 
Creation were also used, alongside a small quantity of Latin works originating from late antiquity and the 
early Middle Ages. Before the many translations which were carried out during the twelfth and thirteenth 
centuries, early medieval cosmology was based primarily on Latin encyclopaedic treatises such as the 
Natural History (Historia Naturalis) by Pliny the Elder and Natural Questions (Naturales Quaestiones) by 
Seneca. Also used were works by Chalcidius, who translated and commented upon circa two-thirds of 
Plato's Timaeus, Macrobius' Commentary on the Dream of Scipio, Martianus Capella's De Nuptiis Mercurii 
et Philologiae, Cassiodorus' Institutiones Divinarum et Saecularium Litterarum, Isidore of Seville's 
Etymologiae and De Natura Rerum, and Bede's De Natura Rerum, De Temporibus Liber, De Temporum 
Ratione. During the twelfth and thirteenth centuries, huge numbers of works were translated into Latin and 
thus made available to scholars for the first time. For more information, see Edward Grant, Planets, Stars, 

and Orbs: The Medieval Cosmos, 1200 - 1687 (Cambridge, 1994), 11-13. 
36 Rudolf Simek, Heaven and Earth in the Middle Ages: The Physical World before Columbus, trans. Angela 
Hall (Woodbridge, 1996), 6. 
37 Ibid. 
38 Ibid., 7. 
39 See Genesis 1: 1. 
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and the saints. 0 This version of the universe is very similar to that depicted by Adam in the 

course of Prudence's journey. It is clear from his narrative that Prudence begins on earth 

and travels increasingly upwards and outwards through numerous spheres, until arriving at 

the firmament where she becomes disoriented. With the help of Nous and finally Faith she 

ascends to the empyrean, a place of bright light, warmth and peace, where she is greeted by 

the assembled multitude of angels and saints before reaching the throne of God. 

This is the structure of the universe as perceived by Prudence in her outward 

voyage in both the Anticlaudianus and the Ludus: the earth - the starting point of the 

journey and Nature's home - is at the centre of the universe. 1 The atmosphere which 

surrounds it is composed of regions of upper and lower air, the lower air being where 

meteorological phenomena originate, whilst the upper air is the `province of fallen 

angels'. 42 Beyond these regions is the ethereal sphere. The first celestial body encountered 
by Prudence is the moon, followed by the sun around which Venus and Mercury revolve, 

then Mars, Jupiter and Saturn, each of which have their own specific music. 3 After this, 

the region of the stars is reached. Having passed the celestial Pole, Prudence arrives at the 

furthest edge of the celestial sphere, at which point she `gazes out into a luminous void 

which threatens her sanity'. 44 She is rescued by Nous, who guides her through the region of 
fire and on to the `region of crystalline waters above the firmament', above which lies the 

empyrean heaven, ̀ lit by its own super-celestial Sun' 45 

This all appears to be a conventional schema of the medieval cosmos and, through 

the eyes of Prudence, we glimpse a valuable picture of the universe as conceived by a 

thirteenth-century mind. It is a neat cosmos, within which the heavenly bodies operate in 

their assigned spheres. Significantly for Adam's allegory, we learn that the province of 

Nature `ends above the starry sphere' and it is here that the realm of Theology and Faith 

begins, 46 a realm which must be traversed before entering the presence of God. As seen 

with regard to Nature's paradise, throughout Adam's description of the universe he stresses 

40 Grant, Planets, Stars, and Orbs, 371. 
41 On leaving heaven, God instructs Prudence on their return to avoid Saturn, Venus and Mars due to their 
possible corrupting influence on the soul. This would not be possible according to the cosmology of Aristotle 
or Ptolemy who both stated that one had to travel through one sphere to reach the next: see John M. Trout, 
The Voyage of Prudence: The World View ofAlan of Lille (Washington D. C., 1979), 51-2. 
42 Trout, Voyage of Prudence, 52. 
43 Ibid. 
44 Ibid. 
as Ibid. 
46 Ibid., 53 
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the many different types of music to be heard on the journey - the music of the spheres and 

the sirens, and the songs of the various planets. Like Alan of Lille, Adam accepts the 

Platonic idea that the spheres each have their own note and yet he appears more concerned 

with their timbre than their pitch. The moon's song is described as 'hoarse-sounding', 47 the 

sun's is as `sweet as honey', 48 Venus and Mercury harmonise with their `pleasing' 

voices, 49 Mars' voice is `noisy and hard', 50 Jupiter's `enticing', 51 and Saturn's `alluring'. 52 

From the very outset of the work, Adam is keen to impress upon his readers the 

fundamental necessity of music within the universe, emphasising this through the inclusion 

of his musical insertions. Throughout Prudence's travels, as in the Ludus itself, music 
forms an essential part of progressing along the journey, guiding the `traveller' towards his 

final destination. 

II: The Journey of the Soul 

Prudence's cosmic journey forms the focus of the Ludus' narrative: it is the impetus 

for the entire plot and it serves as a symbolic `map' for the reader to follow. Initially aided 
by Reason and all the senses, then by Nous (Theology) and finally by Faith, Prudence's 

voyage serves as an allegorical representation of the ascent of the soul in quest of 

salvation. In its various stages of progression, it follows the order outlined in a sermon 

written by Alan of Lille in which he discusses the `four powers of the soul: sense, 
imagination, reason, and intellection'. 53 Alan believed that, through the exercise of these 

four powers, it is possible for the human mind to `make its way from the contemplation of 

objects down here to the contemplation of pure Ideas in the mind of God', before finally, 

through the `exercise of the highest power - intellection - the human spirit becomes 

God'. 54 It would seem that Adam similarly held the view that, by progressing from one 
level of contemplation to the next, it is possible to achieve a mystical union with God. 

With this aim, the Ludus' allegory delineates the various stages through which one must 

pass in order to attain this ecstatic union and to attune one's soul with God. 

47 ̀raucedine', Ludus, 64,51. 
48 ̀dulcorem mellitum', ibid., 65,52. 
49 ̀placentes', ibid., 66,53. 
so'clangorem', ibid., 66,54. 
51 ̀allicit', ibid., 67,55. 
52 ̀blanditur', ibid., 68,56. 
33 Trout, Voyage of Prudence, 77. 
54 Ibid. 
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The theme of the ascent of the mind or soul towards God was commonly used 

within religious writings, as authors and theologians sought to explore the means by which 

mankind could commune with, and achieve knowledge of, God. The method advocated by 

the majority of these writers was meditation or contemplation, allowing the soul to be freed 

from its earthly, fleshly prison and to soar to the heights of heavenly knowledge and 

revelation. An example of this can be seen in the writings of Hugh of St Victor: 

Item spiritus ascendit contemplatione, Deus descendit revelatione. Theophania 

est in revelatione, intelligentia in contemplatione, imaginatio in sensualitate, in 

sensu instrumentum sensualitatis, et origo imaginationis.... Ascendunt animi 
contemplatione ab infimis ad summa. A corpore ad spiritum, mediante sensu et 
sensualitate. A spiritu ad Deum, mediante contemplatione et revelatione. ss 

Similarly, in the Consolatio Philosophiae, Boethius writes: 

Da pater augustam menti conscendere sedem, 
Da fontem lustrare boni, da luce reperta 
In to conspicuos animi defiere uisus. 
... Tu namque serenum, 
Tu requies tranquilla piis, to cernere finis, 
Principium, uector, dux, semita, terminus idem. sb 

This mystical knowledge of God was seen as the chief aim of mankind. St Augustine, in 

his De Civitate Dei, states that `our goal is nothing else than union with Him whose 

spiritual embrace ... can alone fecundate the intellectual soul and fill it with true virtue. It 

is this Good which we are commanded to love with our whole heart, with our whole mind, 

and with all our strength'. 57 

Writers such as Boethius, Martianus Capella and Bernardus Silvestris attempted to 
illustrate the experience of the philosopher and this became `virtually the archetypal 

pattern of Chartrian allegory: the theme of what may be called intellectual pilgrimage, the 

55 'The spirit ascends in contemplation, and God descends in revelation. The vision of God lies in revelation, 
understanding in contemplation, imagining in the activity of the senses, in sense itself the basis of sensory 
perception and the source of imagination.... Our minds ascend in contemplation from the depths to the most 
high: from flesh to spirit through the mediation of the senses and sensory perception: from spirit to God 
through the mediation of contemplation and revelation', Hugh of St Victor, De Unione Corporis et Spiritus, 
in PL, clxxvii. 285; translation by Winthrop Wetherbee, in Platonism and Poetry in the Twelfth Century: The 
Literary Influence of the School of Chartres (Princeton, 1972), 61. 
56 ̀Grant, 0 Father, that my mind may rise to thy sacred throne. Let it see the fountain of good; let it find 
light, so that the dear light of my soul may fix itself in thee.... For thou are the serenity, the tranquil peace of 
virtuous men. The sight of thee is beginning and end; one guide, leader, path, and goal', Boethius, De 
Consolatio Philosophiae, Book III, metr. 9, lines 6-9,22-28; trans. Wetherbee, in Platonism and Poetry, 76- 
7. See Boethius, De Consolatio Philosophiae, ed. Ludovicus Bieler (Turnholt, 1957); Boethius, The 
Consolation of Philosophy: Translated with an Introduction and Notes, Patrick G. Walsh (Oxford, 2000). 
S' St Augustine, City of God, ed. Vernon J. Bourke, trans. Gerald G. Walsh, Demetrius B. Zema and Grace 
Monahan (New York, 1958), 191. 
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experience of the spirit in its attempts to rise above its earthly situation through an 

understanding of naturalia and attain a vision of truth'. 58 A number of these themes are 

expressed in Martianus Capella's De Nuptiis Mercurii et Philologiae, in which an 

allegorical journey through the cosmos is undertaken by Mercury and Virtue and then later 

by Philology. 59 This work dramatizes the theme of an intellectual journey `from the 

sensible world to the level of vision and theology'60 and, in order to facilitate this, outlines 

a program for education founded on the seven Liberal Arts. Based on the De Nuptiis is 

Bernardus Silvestris' Cosmographia, also known as De Mundi Universitate, an adaptation 

of the Timaeus in which Nature herself undertakes a journey through the universe. 61 The 

Cosmographia is Bernardus' poem of the cosmogony in which he `laid the foundations for 

subsequent poets to explore Man's relation to nature and to God in a world shaken by the 

Fall'. 62 The focus of this work is mankind's struggle to exist in harmony with the natural 

order, and it stresses the importance of the contemplation of the universe as a means of 

achieving `enlightenment and self-knowledge'. 63 Central to this is the analogy which 
Bernardus draws between the universe or `megacosmos' and Man as `microcosmos'. 

Through its allegory, Bernardus asserts the dignity of mankind and of nature and 
demonstrates that, despite its fallen state, the nature of Man is inextricably bound up with 
the natural order of the universe in which he lives. M In the Anticlaudianus, the celestial 
journeys of De Nuptiis and Cosmographia are taken a stage further, as Alan charts the 

progression from sense to reason and then to faith in the pursuit of knowledge. 65 Within 

this allegory, Reason and Prudence represent the `two stages of human cognition' 

necessary for attaining wisdom and salvation. 66 Reason, the charioteer, is able to guide the 

mind to the limits of nature, but cannot go beyond the abstract understanding of physical 

reality. At this stage, Theology assumes the role of guide, and `reveals to her the eternal 
truths that only faith and love can comprehend'. 67 

58 Wetherbee, Platonism and Poetry, 8. 
59 This work was written in the early fifth century. See Martianus Capella, De Nuptifs Mercurii et 
Philologiae, ed. James Willis (Leipzig, 1983); Martianus Capella and the Seven Liberal Arts: Volume 11: The 
Marriage of Philology and Mercury, trans. William Harris Stahl and Richard Johnson with E. L. Burge (New 
York, 1977). 
60 Wetherbee, Platonism and Poetry, 90. 
61 This work was composed between 1145 and 1156 and survives in more than fifty manuscripts. See 
Bernardus Silvestris: Cosmographia, ed. Peter Dronke (Leiden, 1978); Winthrop Wetherbee, The 
Cosmographia of Bernardus Silvestris: A Translation with Introduction and Notes (New York, 1973). 
62 George D. Economou, The Goddess Natura in Medieval Literature (Cambridge, Mass., 1972), 58. 
63 Wetherbee, Cosmographia of Bernardus Silvestris, 19. 
64 Ibid., 3. 
65 Economou, Goddess Natura, 97. 
66 Ibid., 101. 
67 Ibid. 
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These three works demonstrate a common concern with the enrichment and 

advancement of the soul and express a shared desire to explore Man's relationship with 
God and define his place within the universe. Employing the metaphor of a cosmic voyage, 

they each set out the stages through which the soul must pass on its ascent towards spiritual 

enlightenment. Together, these works articulate a Chartrian vision of the universe, based 

upon the belief that it is possible for Man to comprehend and to interpret the natural and 

moral order of the universe which, `like its transcendent model, is a single, harmonious 

whole, a sensible, concrete world that participates in the divine reality which gave it 

being'. 68 Through an understanding of the nature of the cosmos therefore, these writers 

considered it possible to understand the nature of Man. The first examples of this 

`comprehensive philosophy of nature' were seen in France (particularly within the so- 

called `school of Chartres') among masters such as Bernard and Thierry of Chartres and 
William of Conches who, in their cosmological speculations, all relied heavily upon 
Plato's Timaeus and Chalcidius' commentary. 69 Nature now acquired a religious 

significance and, viewed as the `sensible revelation of the invisible God', 7° was ascribed 

the ability to lead men to their heavenly Father. 7' The traditional Platonist idea held by 

these scholars was a conviction that the `universe and its harmonious order' revealed the 

`ideal patterns on which human life and virtue are founded'. As a result, the realm of 

nature was seen to provide a `means of access to the mind of God and the essence of 
human psychology'. 72 

At the time of the Ludus' writing, `to be a student of the heavens, to be a reader in 

the Book of Nature, was to be a seeker after truth and wisdom'. 73 By mapping out the 

contents of the cosmos through Prudence's journey, Adam points beyond the natural 

reality to examine eternal truths. Furthermore, through the detail of his naturalistic 

accounts, designed to express an awesome wonder at creation, Adam demonstrates 

gratitude for the God-given gift of the beauty of nature, employing this as a stimulus to the 

contemplation, knowledge and, ultimately, love of God. 74 In the Ludus, knowledge is no 

68 Ibid., 58. 
69 Carlos Steel, ̀Nature as Object of Science: On the Medieval Contribution to a Science of Nature', in Chumaru 
Koyama (ed. ), Nature in Medieval Thought: Some Approaches East and West (Leiden, 2000), 125-52, at 129. 
70 Ibid. 
71 Marie-Dominique Chenu, Nature, Man and Society in the Twelfth Century: Essays on New Theological 
Perspectives in the Latin West, trans. Jerome Taylor and Lester K. Little (Toronto, 1997), 5. 
72 Wetherbee, Cosmographia of Bernardus Silvestris, 10. 
73 John V. Fleming, `Natura Ridens', in Susan J. Ridyard and Robert G. Benson (eds. ), Man and Nature in 
the Middle Ages (Sewanee, 1995), 1-18, at 6. 
74 Wetherbee, Platonism and Poetry, 256. 
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longer seen as an end in itself, but rather a means by which Man can truly know himself 

and thus be reconciled to God. On achieving union with God through meditation upon the 

megacosmos, he will be enabled to examine his own life, now illuminated by the divine 

light of the empyrean. As the reader follows the soul on its journey of knowledge and self- 
discovery, seeking to achieve its ideal state, he too is subjected to the same teaching and 
learning processes and finds his true form. The poem ends with `the education and 
integration of the soul', 75 at which point the reader discovers that his soul has been 

nourished and balanced and restored to an inner harmony. 

III: The Seven Sisters: Music and the Liberal Arts 

Throughout the Ludus' cosmic descriptions, Adam paints a picture of a universe in 

which music is an essential and integral part without which all would be chaotic and 
discordant. Within this context, Adam's depiction of the character of Music reveals further 

clues as to the role of music in his poem. In the Ludus, Music is first introduced with the 

Liberal Arts as they set about building a chariot for Prudence. Interpreted allegorically, it is 

evident that Adam considered the Liberal Arts to be of great importance at the beginning 

of an intellectual and spiritual journey, possessing the ability to equip the seeker for their 

voyage of discovery. Later in the poem, the Liberal Arts serve an additional role: following 

the creation of the Perfect Man, they fulfil an educational function, instructing him with 
knowledge of the Arts in preparation for his battle with the Vices. Their prominence within 
the Ludus' narrative demonstrates the importance ascribed to the Arts in guiding the soul 
towards an understanding and knowledge of God. 

The seven Liberal Arts as represented in the Ludus formed the basis of late antique 

and early medieval schooling. 76 By the sixth century, they had been divided into two 

groups - the Trivium, consisting of Grammar, Rhetoric, and Dialectic, and the Quadrivium, 

comprising Arithmetic, Geometry, Music, and Astronomy. The Trivium served as the 
foundation stage before the lessons of the Quadrivium could be attempted. 77 Grammar was 

concerned with Latin grammar, rhetoric was the study of figures of speech, forms of 

oratory, metrics and literary devices, and dialectic was based upon Aristotelian logic and, 

73 James Simpson, Sciences and the Self in Medieval Poetry: Alan of Lille's Anticlaudianus and John 
Gower's Confessio Amantis (Cambridge, 1995), 10. 
76 S. Jim Tester, A History of Western Astronomy (New York, 1987), 101. 
77 Ibid. 
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from the ninth century, was the foundation upon which the Scholastic philosophy 

developed. 78 The Quadrivium was much less frequently studied but, in theory, it provided 

the grounding for an accurate understanding of the Scriptures. 79 Arithmetic was not 

concerned with calculation but with number, geometry included both elementary geometry 

and `geography' (the description of the earth and its lands), and astronomy consisted of 

attempts to ascertain the relationships between planets. Music at this time had very little to 

do with the practical side but was related to theories of harmony and modes and, most 
importantly for the Ludus, their effects upon the soul. 80 

Boethius highlights the importance of the Liberal Arts in the first chapter of his 

Arithmetica, 81 and this idea was to become central to his philosophy of education. He 

asserts that the final goal of the Liberal Arts is a moral and ethical one and that their 

careful study leads to philosophy. 82 Accordingly, in Boethius' Consolatio Philosophiae, 

the Liberal Arts play a significant role. By demonstrating the correspondence between the 

physical universe and God's divine plan, the Arts, and in particular Dialectic, provide a 
bridge between Man and God. 83 Theologians and philosophers such as Alan of Lille and 
Hugh of St Victor held the view that the Liberal Arts were the `handmaids' of theology, 84 

and that knowledge of these Arts was necessary in order to fully understand the character 

and wisdom of God. Echoing the allegory of the Ludus, in his De Eodem et Diverso, 85 

Adelard of Bath praises the ability of the Arts to guide the soul on its earthly journey: `they 

teach her to recognise her special relation to the rest of creation, to know the nature and 
intuit the divine pattern of the universe'. 86 The study of the seven Liberal Arts was seen to 

serve as a ̀ prelude to the quest for wisdom or philosophic truth'. 87 In particular, knowledge 

of all the four Arts of the Quadrivium was considered fundamental for the `seeker for 

truth', without which it was ̀ impossible to reach his destination or achieve his goal'. 88 

78 Ibid. 
79 Ibid. 
80 Ibid., 101-2. 
1 See Boethius, De Institutione Arithmetica Libri Duo De Institutione Musica Libra Quinque, ed. Gottfried 

Friedlein (Leipzig, 1867). 
82 Michael Masi (ed. ), Boethius and the Liberal Arts: A Collection of Essays (Berne, 1981), 10. 
93 Myra L. Uhlfelder, `The Role of the Liberal Arts in Boethius' Consolatio', in Masi (ed. ), Boethius and the 
Liberal Arts, 17-30, at 29. 
84 Gillian R. Evans, Alan ofLille: The Frontiers of Theology in the Later Twelfth Century (Cambridge, 1983), 1. 
gs Hans Willner, Des Adelard von Bath Traktat De Eodem et Diverso (Münster, 1903). 
86 Wetherbee, Cosmographia of Bernardus Silvestris, 9. 
87 Pearl Kibre, `The Boethian De Institutione Arithmetica and the Quadrivium in the Thirteenth Century 
University Milieu at Paris', in Masi (ed. ), Boethius and the Liberal Arts, 67-80, at 68. 
88 Ibid., 69-70. 

275 



Like the Ludus, a number of other works contain personifications of the Liberal 

Arts. In Martianus Capella's De Nuptiis, the personified Arts are the bridesmaids of 
Philology at her wedding to Mercury. 89 As part of the wedding celebrations, the seven 
bridesmaids introduce themselves and explain their functions, amounting to what is, in 

effect, a summary of the Liberal Arts. 90 Through his allegory, Martianus Capella describes 

how knowledge of these Arts can `elevate the soul to be fit for heaven'. 91 This belief is 

shared by Alan of Lille and expressed in the Anticlaudianus. As in the Ludus, it is the 

Liberal Arts who build the chariot for Prudence's journey. 92 As each steps forward to 

fashion an axle or wheel, Alan offers a detailed description of their appearance as well as 

their garments on which is displayed their particular art. Thus Grammar's dress displays 

the correct pronunciation of all words and a description of various poetic devices, 93 Logic's 

clothes depict what is suitable for a topic, what is a maxim, and why a topic strengthens an 

argument, 94 and Rhetoric's garment tells of the species and role of rhetoric, its aim, and 
how the various parts of the art are fitted together. 95 The next sister is Arithmetic, whose 
dress shows the power of numbers, their laws, bonds and order, their proportion and 
harmony. 96 She is followed by Music, 97 then Geometry, on whose gown one may read 

what is a point, a curved line or a straight line, how various shapes are constructed and the 

laws of angles, 98 and finally Astronomy, whose dress depicts the movement of the moon, 
the nature of the solar sphere and the positions and orbits of the planets. 99 

In both the Ludus and the Anticlaudianus, the Liberal Arts appear twice and fulfil 

two tasks. In addition to facilitating the start of Prudence's journey, they also serve an 

educative function. After Prudence and her sisters have endowed the newly-created Perfect 

Man with virtues, the Liberal Arts take turns in instructing him in `moral and political 

wisdom'. '°° Grammar tutors him against making `syntactical blunders' in his conversation 

and instructs him to speak and write properly; Logic teaches him how to argue, how to find 

89 Martianus Capella, De Nuptiis: Grammar - Book III; Dialectic - Book IV; Rhetoric - Book V; Geometry - 
Book VI; Arithmetic - Book VII; Astronomy - Book VIII; Music - Book IX. 
90 Tester, History of Western Astrology, 116. 
91 Evans, Alan of Lille, vii. 
92 Alan of Lille, Anticlaudianus, Book II, v. 325 - Book IV, v. 69. 
93 Ibid., Book II, w. 411-475. 
94 Ibid., Book III, w. 31-82. 
9s Ibid., Book III, w. 168-246. 
96 Ibid., Book III, w. 294-334. 
97 I will examine Alan's description of Music in more detail below. 
98 Alan of Lille, Anticlaudianus, Book III, vv. 480-512. 
9 Ibid., Book IV, w. 15-48. 

10° Simpson, Sciences and the Self, 32. See Alan of Lille, Anticlaudianus, Book VII, w. 248-328 and Ludus, 
121-22,120-121. 
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the truth, and how to `refute schismatics with logic'; Rhetoric tells him that his discourse 

should be succinct and counsels against verbosity. '0' Having instructed him in the art of 

`verbal combat', the three arts of the Trivium then pass him on to the mathematicians of the 

Quadrivium - Arithmetic, Geometry, Music and Astronomy. Arithmetic reveals the logic 

of number, its value and power; Music teaches him which sounds are dissonant, which are 

harmonious, which disturb the ear and which soothe it; 102 Geometry instructs him about the 

size of the earth, the depths of the sea and the height of the air; and Astronomy explains the 

movements of the heavens and the stars. 103 Having completed his course in the seven 

Liberal Arts, `the divine man knows the binding of words and the binding of planets. 

Theology descends from the Pole star to remind him of his heavenly origin, lest his 

education be exclusively secular'. 104 With lessons in the Trivium, the Quadrivium and 

Theology, the Perfect Man possesses the education of a graduate of Paris or Montpellier 

and is now suitably equipped to guard his soul in the battle with the Vices. '°5 

Among the Liberal Arts, Music is frequently ascribed a prominent position 

suggesting, perhaps, that it possesses some power which transcends that of the other Arts. 

This is seen clearly in the De Nuptiis, where Music is the last of the bridesmaids to step 
forward at the wedding. She is described as the darling of the heavens, 106 because of her 

role in the harmony of the spheres, and Jupiter states that `she indeed, above all others, will 
be able to soothe the cares of the gods, gladdening the heavens with her song and rhythms; 

.... It will be both a pleasure and a profit to listen to this maiden' . 
107 Upon Music's arrival 

at the wedding feast, ̀ a sweet new sound burst forth, like the strains of auloi; and echoing 

melodies, surpassing the delight of all sounds, filled the ears of the enchanted gods. For the 

sound was not a simple one, monotonously produced from one instrument, but a blending 

of all instrumental sounds creating a full symphony of delectable music'. 108 Through its 

harmonious beauty, this melody `soothed the breasts of the mortal bystanders and the 

gods'. 109 After entertaining them in song, Music commences her discourse in defence of 

101 Trout, Voyage of Prudence, 124. 
102 Ibid. 
103 Ibid. 
104 Ibid. 
105 Ibid. 
106 Martianus Capella, De Nuptiis, Book IX, 891; Martianus Capella, trans. Stahl et al, 346. 
107 Martianus Capella, De Nuptiis, Book IX, 899; Martianus Capella, 349. 
108 Martianus Capella, De Nuptiis, Book IX, 905; Martianus Capella, 350-51; Music holds in her right hand a 
circular shield, composed of many inner circles: `the encompassing circles of this shield were attuned to each 
other, and from the circular chords there poured forth a concord of all the modes. From her left hand the maiden 
held, suspended at equal length, several small models of theatrical instruments': Martianus Capella, 352-3. 
109 Martianus Capella, De Nuptiis, Book IX, 905; Martianus Capella, 350-51. 
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her art. She begins by outlining her position within the universe, assigning tones to the 

celestial bodies, before proceeding to discuss the many ways in which mankind has 

employed her music within society: to accompany military campaigns and battles, to 

sharpen the edge of competitors in public games, and to accompany the recital of laws and 

public decrees. "o Her discourse culminates in a proclamation of her influence upon those 

who are sick in body, mind or spirit. She declares the therapeutic effect of many of her 

chants upon deranged minds and ailing bodies, the calming effect upon drunken mobs, and 

the healing of diseased bodies, "' even stating that music has the power to exorcise evil 

spirits. ' 12 This is followed by a detailed theoretical exposition of the rules of her 

discipline. 113 

In the Anticlaudianus, we find a similar description of Music. Her face is depicted 

as a mirror in which the viewer sees himself reflected and in one hand she holds a cithara 

which she plays. On her cloak is a picture which shows the power and properties of music, 
both within the universe and within mankind, uniting, controlling and harmonising. Here is 

displayed: 

... quibus compaginet omnia nodis, ... que musica colligit horas, distinguit 
menses, locat anni tempora, cogit excursus, elementa ligat iungitque planetas, 
astra mouet uariasque uices que musica nectit, corporis humani partes 
mundumque minorem ... Que partes anime sociat, que federat illam carpi 
confnmatque fidem. "" 

Adam's description of Music and her attributes in the Ludus is much simpler than that 

found in the Anticlaudianus. Instead of Alan's reference to the obscure learned musician 
Micabus (taken from Boethius' commentary to a textbook on Logic by Aristotle), ' 15 Adam 

employs the example of Orpheus lulling to sleep the three-headed watchdog of the 

Underworld with a sweet melody: 

�o Martianus Capella, De Nuptiis, Book IX, 923-5; Martianus Capella, 357-8. 
"' Martianus Capella, De Nuptiis, Book IX, 926; Martianus Capella, 358. 
112 Martianus Capella, De Nuptiis, Book IX, 928; Martianus Capella, 359. 
113 Martianus Capella, De Nuptiis, Book IX, 93 0-95; Martianus Capella, 361-81. 
114 ̀ with what ties it joins all things together, ... which music joins the parts of the day together, separates the 
months, establishes the seasons of the year, restricts their vagaries, unites the elements, links the planets, gives 
the stars motion, which music sets afoot the various alternations ... which music sets in order the parts of the 
body of man, that little cosmos, ... which music harmonises the faculties of the soul, allies the soul with the 
body, strengthens this mutual alliance', Alan of Lille, Anticlaudianus, Book III, vv. 414-24; translation from 
Anticlaudianus or The Good and Perfect Man, ed. and trans. James J. Sheridan (Toronto, 1973), 110-11. 
115 See Boethius, Priortum Analyticorum Aristotelis Interpretatio, in PL, lxiv. 677; Andrew Hughes, `The 
Ludus super Anticlaudianum of Adam de la Bassee', Journal of the American Musicological Society, 23 
(1970), 1-25, at 3. 
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Hac cautes melodia Orpheus mollivit hac portal quin etiam inferi subivit, 
Ditemque cum satrapis Erebi sopivit et laetus cum conjuge propria redivit. 16 

According to Greek myth, Orpheus's music was `so beautiful that it charmed beasts, trees, 

and rocks, and even the gods of the underworld'! 17 Orpheus was also believed to be a 

great physician who employed music for both its therapeutic and its religious effects. "8 

Adam's reference to the character of Orpheus, within the context of Music's description, 

provides additional indications regarding how the reader is to view the music used 

throughout the Ludus. Evoking Orpheus' dual use of music as both a physical and a 

spiritual agent, Adam implies that the Ludus' musical insertions are designed as a form of 

medicine to soothe and heal as well as serving as a tool for religious devotion. 

Further to his relevance as a creator of beautiful music, it seems that this allusion to 

Orpheus contains an additional layer of meaning for the Ludus. In the Ovide Moralise, 19 

Orpheus is allegorised as Christ who, through the sweetness of his new song (preaching) 

called rocks and trees (hard and unfaithful hearts) to the faith of the Church. 120 His harp, 

with which he was frequently depicted, is also subjected to a similar allegorisation, 121 

within which each peg and string is ascribed a Christological 'resonance'. 122 The first 

series of pegs traces the `progression of sacred history' from the Incarnation to the 

Resurrection, whilst the second series maps the `progress of the believer through the seven 

sacraments'. 123 The seven strings are allegorised as the seven virtues of `chastity, charity, 

pity, patience, abstinence, justice, and humility'. 124 Viewed as a whole, Orpheus' harp 

becomes a `sonorous exemplum of virtuous living', designed to chart the good Christian 

life. 125 Orpheus and his harp thus possess a particular relevance for the Ludus. In a 

narrative which centres on the creation of a Perfect Man who serves as a figurative type of 

Christ, Adam's reference to Orpheus highlights the relationship between music and faith 

116 `By this melody, Orpheus softened the hard rocks, approached the very gates of Hell, and when he had put 
Pluto, the watchdog of the satrap Erebus, to sleep, he returned, happy, with his wife', Ludus, 53,36, 
translation by Hughes, in `Ludus', 3. 
117 Herbert M. Schueller, The Idea of Music: An Introduction to Musical Aesthetics in Antiquity and the 
Middle Ages (Kalamazoo, 1988), 1. 
118 Ibid., 2. 
119 Ovide Moralise, 5 vols. ed. Cornelius DeBoer (Amsterdam, 1915-36). This anonymous work was written 
in the first quarter of the fourteenth century. For a detailed exposition of the allegorisation of Orpheus, see 
Bruce Holsinger, Music, Body, and Desire in Medieval Culture: Hildegard of Bingen to Chaucer (Stanford, 
2001), 312-21. 
120 Ovide Moralise, 10,2540-62. 
121 Ibid., 10,2578-2906. 
122 Holsinger, Music, Body, and Desire, 316. 
123 Ibid., 319. 
124 Ibid. 
125 Ibid. 
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and suggests its ability to lead the soul into the presence of God. In the figure of Orpheus 

then, Music, the Perfect Man and Christ are united, whilst the figurative music of his harp 

reveals the key to living a good and virtuous Christian life. 

In the Ludus, most appropriately, Music is the only one of the Liberal Arts to sing, 

doing so after she has fashioned a wheel of bronze for Prudence's chariot. 126 As discussed 

in Chapter 3,127 her song introduces several themes which are explored throughout the 

Ludus' narrative and offers suitable advice as Prudence commences upon her journey. 

Music describes how the powers of the world have begun to erase the image of God from 

the heart of Man, yet she tempers this warning with praise of a gracious God who offers an 

alternative to eternal destruction which, as is revealed later in the work, comes in the form 

of the Perfect Man. Adam's personification of Music displays concern for the state of 
humanity and serves a prophetic role, exhorting mankind to repent of its wrongdoing 
before it is too late. By attributing this counsel to Music, Adam suggests that she possesses 

the ability to rectify this situation and to guide humanity towards unity with God once 

more. This song, as well as introducing the reader to the character of Music, establishes at 

the outset of the work the various roles which music will fulfil throughout the narrative. 
Unique amongst the other Arts, only Music has the capacity for effecting a transformation 

upon Man's innermost nature. As prophet, guide, physician and priest, she will bind 

together and balance body and soul and mediate between Man and God, thus facilitating 

the possibility of eternal harmony and unity. 

IV: Musica Mundana, Musica Humana: The Role of Music in the Universe 

In constructing the Ludus, Adam drew upon a widely-held view regarding music's 

ability to bind, control and shape. Both internally within the narrative of the Ludus and 

externally in its multi-layered framework of meaning, Adam utilised these theories, 

emphasising the significance of music within the cosmos and exploring its capacity for 

rendering a change upon the mind and the soul. As Music herself explains, one of the chief 
functions of music in the Ludus is the uniting of body and soul, demonstrated in the 

creation of the Perfect Man. Significantly, as Concord marries body and soul together, she 
highlights the need for an agent to join the two and thus employs music to aid her, using 

126 See no. 37,0 quarr fallax. 
127 Chapter 3,155. 
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the power of its `harmonious proportion' to unite `soul to bodily members, so that a single 
bond of love links unlike natures, though the flesh be of earth and the mind ethereal'. 128 

Adam's Platonic concept of the unifying function of music is derived from the 

work of various philosophers who considered the universe to be constructed around 

musical principles and held together by harmonies. In the Republic, 129 Plato details the 

vision of Er, a warrior who was killed in battle and who then returns from the dead to 

report what he has seen. His vision is of the universe, constructed of eight whorls, each 

smaller than the last, which fit into each other. Varying in terms of proportions and 

colours, they represent the fixed stars, the sun, the moon, Saturn, Mercury, Venus, Mars, 

and Jupiter. 130 The whorls are pierced by the spindle of Necessity: 

Now the whole spindle has the same motion; but as the whole revolves in the one 
[circular] direction, the seven inner circles move slowly in the other.... on the 
upper surface of each circle is a Siren, who goes around with them, hymning a 
single tone or note. The eight together form one harmony. 131 

In contrast to the seductive sirens of Homer's Odyssey, these sirens are good and virtuous 

and `share in the harmony of the cosmos. 132 Plato believed that audible music was granted 

to humans ̀ for the sake of harmony' or concord and was originally intended by the Muses 

`as an auxiliary to the inner revolution of the Soul, when it has lost its harmony, to assist in 

restoring it to order and concord with itself 133 

This view of the world and of the role of music within it was based upon the 

Pythagorean conviction that everything in the universe was number. They believed that 

harmony permeated the entire cosmos and was the foundation upon which both science 

and religion were based. 134 For the Pythagoreans, harmony was the `unifying of elements 

originally mixed and disparate: it is both unity and concord in the abstract and the organic 

unity of the cosmos, or cosmic unity in multeity, in the concrete'. 135 They proposed the 

theory that the order of the universe lay in the harmony of the spheres and held that there 

128 Wetherbee, Cosmographia of Bernardus Silvestris, 113. 
129 Plato, Republic, Book 10,616-17; see James Adam (ed. ), The Republic of Plato: Edited with Critical 
Notes, Commentary and Appendices, 2 vols. (Cambridge, 1963); Plato, The Republic and Other Works, trans. 
Benjamin Jowett (New York, 1973). 
130 Schueller, Idea of Music, 32. 
131 Plato, Republic, Book 10,617, translation by Schueller, in Idea of Music, 32. 
132 Schueller, Idea of Music, 32-3. 
133 Plato, Timaeus, 47D, translation from Plato, Timaeus, ed. and trans. R. G. Bury (London, 1929). 
134 Schueller, Idea of Music, 13; see Aristotle, Metaphysics, 986a: Aristotle's Metaphysics, ed. William D. 
Ross, 2 vols. (Oxford, 1924; repr. 1953); Aristotle's Metaphysics, trans. Joe Sachs (Santa Fe, 2002). 
135 Schueller, Idea of Music, 13. 
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were four universal harmonies: 'L of strings ("chords"), 2. of body and soul, 3. of the state, 

and 4. of the starry sky (the true original)'. 136 Each of these four harmonies was a reflection 

of the next, so that one could be employed to bring another into balance. Having analysed 

the speeds of the circular movements of the various stars (by measuring their distance) they 

discovered them to share the same ratios as musical concordances, and therefore concluded 

that this movement of the stars produces harmony. 137 However, though the harmony of the 

spheres sounds continuously, man cannot hear it, `his senses being inadequate for such 

perception'. 138 Aristotle concurred that man cannot hear the cosmic harmony but stated 

that this is due to the fact that there is not any music, dismissing the theory as a `poetical 

fiction'. 139 In De Caelo, Aristotle describes the heavens as infinite and eternal with a 

perfectly regular motion. Its form, like that of the sun, moon, earth and stars, is spherical 

and limited and therefore moves without friction. He asserts that, without friction, the 

music of the spheres cannot exist, although he does concede that the cosmos ̀ may indeed 

embrace a real and symbolic harmony'. 140 

One of the main sources through which scholars of the Middle Ages learned about 

the musicality of both the universe and the individual was Boethius' De Institutione 

Musica. 141 In this treatise, Boethius outlines his three categorisations of music: musica 

mundana, musica humana and musica instrumentalis. The first, the music of the universe, 

was seen to combine the contrary powers of the four elements and the various seasons in a 

harmonic consonance. 142 Boethius agreed with Aristotelian thought that man cannot hear 

any sound as a result of the movement of the heavens. 143 However, he concluded that this 

is simply due to the fact that the sound does not reach our ears, arguing that `the extremely 

rapid motion of such great bodies could not be altogether silent'. 144 He notes that, whilst 

some heavenly bodies orbit higher and others lower, `all revolve by a common impulse', 

136 Ibid., 14. 
137 Ibid.; see Aristotle, De Caelo, 290b: Stuart Leggat (ed. and trans. ), Aristotle: On the Heavens, 2 vols. 
(Warminster, 1995). 
138 Schueller, Idea of Music, 14. 
139 Ibid., 57; Aristotle, De Caelo, 284-288a. 
140 Ibid. 
141 See Boethius, De Institutione Musica, ed. Friedlein. 
142 See Boethius, De Institution Musica, 1.11; Boethius, Fundamentals of Music, in Oliver Strunk, Source 
Readings in Music History, rev. ed. Leo Trietler, Vol. II: The Early Christian Period and the Latin Middle 
Ages, ed. James McKinnon, trans. William Strunk Jr. and Oliver Strunk (New York, 1998), 30. 
14 See Aristotle, De Anima, 423A: Aristotle, On the Soul: Translated with an Introduction and Notes, ed. 
and trans. Hugh Lawson-Tancred (Harmondsworth, 1986). 
144 `non poterit tarnen motus tam velocissimus ita magnorum corporum nullos omnino sonus ciere', Boethius, 
De Institutione Musica, 1.11; translation from Fundamentals of Music, in Strunk, Source Readings, Vol. II: 
Early Christian Period and the Latin Middle Ages, 30. 
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and therefore this celestial revolution must be bound together by some ̀ established order 

of modulation' . 
145 Human music, he continues, is that which `unites the incorporeal 

activity of the reason with the body', and may be perceived by examining one's own 

nature. 146 It joins together the parts of the soul itself, which, `in the opinion of Aristotle is a 

union of the rational and the irrational'. 147 In Book I of De Institutione Musica, Boethius 

highlights Plato's theory that Man is controlled by numerical order. This idea became the 

foundation for Boethius' own theorising on the microcosmic harmony of the human being: 

Hinc etiam internosci potest, quod non frustra a Platone dictum sit, mundi 
animam musica convenientia fuisse coniunctam. Cum enim eo, quod in nobis est 
iunctum convenienterque coaptatum, illud excipimus, quod in sensis apte 
convenienterque coniunctum est, eoque delectamur, nos quoque ipsos eadem 
similitudine compactos esse cognoscimus. 1411 

Boethius viewed musica humana as a microcosmic representation of musica mundana 

which controls the universe as ordered by God, and therefore posited that an examination 

of one's own `internal harmony' could point the way towards deeper knowledge of God. 

In his employment of music within the Ludus, Adam invokes these philosophical 
theories regarding the power of music to bind and unite and to bring Man into alignment 

with the universe in which he exists. We have seen that in his descriptions of Nature's 

paradise and of Prudence's journey through the cosmos, Adam stresses the inherent 

musicality of the natural world. In so doing, he aligns the Ludus with a Platonic vision of 

the universe within which audible music has the capacity to restore the soul to order and 
harmony with itself. These references to the binding effects of music explain why Adam 

chose to include the musical insertions in his work. Through these items, he provides 

musical material which, he believed, is able to unify and to control the mind, body and soul 

of his readers, thus assisting them to return to their original harmony. By spending a 

moment in meditation upon each insertion and reflecting upon the cosmic music 

145 'omnes aequali incitatione volvuntur', `ende non potest ab hac caelesti vertigine ratus ordo modulationis 
absistere', Boethius, De Institution Musica, 1.11; translation from Fundamentals of Music, in Strunk, Source 
Readings, Vol. II: Early Christian Period and the Latin Middle Ages, 31. 
146 ̀quid est enim quod illam incorpoream rationis vivacitatem corpori misceat', Boethius, De Institution 
Musica, I. II; translation from Fundamentals of Music, in Strunk, Source Readings, Vol. II, 31. 
147 ̀quid est aliud quod ipsius inter se partes animae coniugat, quae, ut Aristoteli placet, ex rationabili 
inrationabilique coniuncta est', Boethius, De Institutione Musica, I. II; translation from Fundamentals of 
Music, in Strunk, Source Readings, Vol. II, 31. 
148 'From this may be discerned the truth of what Plato said, not idly, that the soul of the universe is united by 
musical concord. For when we apprehend by means of what is well and fitly ordered in ourselves, that which 
is well and fitly combined in sounds - and take pleasure in this - we recognise that we ourselves are 
internally united by this congruity', Boethius, De Institutione Musica, 1.1; translation from Fundamentals of 
Music, in Strunk, Source Readings, Vol. II, 28. 
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experienced by Prudence, it would appear that Adam intended this music to act upon the 

reader, uniting his soul with his body and bringing him into concord with the universe and 
its Creator. 

V: 'Tuning' the Soul: The Social, Moral and Devotional Functions of Music 

During the Middle Ages, music was considered to play a fundamental role within 

the universe, controlling the planets, the seasons and the elements - bringing them into 

harmony with each other - as well as exerting an effect upon humans, balancing and 

regulating their body and soul. However, the capacity of music to render a transformation 

upon mankind was regarded as being even more significant and this is emphasised in a 

number of treatises which extol the power of music to guide, instruct and improve the 

moral and spiritual life of humanity. A number of theorists stress within their writings the 

social and moral function of music, exploring the various ways in which it can be 

employed to harmonise and to enrich both individuals and societies. In creating the Ludus 

as a handbook of moral and spiritual guidance, it seems certain that Adam's inclusion of 

musical insertions within his narrative is influenced by this body of theory. Exploiting the 

ennobling and redemptive qualities of certain types of music, Adam's Ludus aims to purify 
the souls and bodies of its readers and to create in them the ability to live a life of integrity 

and holiness. 

The Pythagoreans, who used medicine and music to purify not only the body but 

also the soul, were `probably the originators of the theory of the ethical effect of music'. 149 

Interpreting the cosmos numerically, with music playing a fundamental part in its 

construct, they considered the planets themselves to exist in musical relations. As they 

viewed man as a microcosmic representation of the universe, they believed that music held 

a great importance in human affairs and that numerology could be applied equally well to 
bodies and to souls. Therefore, with its order, proportion, and measure, music was regarded 

as helpful for promoting health and controlling ethical behaviour. Accordingly, the 

Pythagoreans recommended a daily prescription of singing and playing, in order to cleanse 
the soul. '5° Moreover, music was seen as improving the effect of medicine and so they 

suggested the two be administered together for an increased therapeutic result. '5' 

149 Schueller, Idea of Music, 20. 
150 Ibid., 19. 
151 Ibid. 

284 



The Pythagoreans believed that Man shares the rationality, order and state of the 

cosmos. Although originally created perfect, due to the Fall mankind is in need of 

redemption through the reinstatement of physical, mental, and social rationality and 

order. 152 It is here that we see the importance of music in both macrocosm and microcosm. 

Music is a `universal phenomenon expressed in number and leading to right action; it is a 

primary agent in human life; interpreted in its broadest sense, it makes a bridge between 

the music of the spheres and the soul-states of men'. 153 As music expresses the nature of 

the soul, it has the power to transform an individual's character ̀ through transfer', acting 

on the will in the formation of moral quality: '54 

When a soul defective in harmony and rhythm gives itself `as an auditor of 
divine harmony' to the body and embraces the melodies which preserve the 
vestiges of harmony, it `recollects divine harmony', tends towards union with it, 
and participates in it as much as possible. '55 

In a parallel of the Christian redemption of the soul from sin, through music the soul is 

released from its fallen condition and restored to its true nature. 156 Plato similarly believed 

that harmony had the ability to `correct any discord which may have arisen in the courses 

of the soul, and to be our ally in bringing her into harmony and agreement with herself'. 157 

Through the practice of music, Man could be brought into line with universal reason and 
heavenly intelligence, thereby eliminating discord and restoring order and harmony to the 

soul. ' 5, 

Aristotle considered that hearing pleasant music led to the ability to `acquire and to 

cultivate ... the power of forming right judgements, and of taking delight in good 
dispositions and noble actions'. 159 For Aristotle, music's ability to effect a change in the 

soul lay in the fact that, in terms of both rhythm and melody, the different musical modes 
imitate character-types and qualities such as gentleness, courage and temperament. 160 

Aristotle believed that the chief purpose of music was to form and develop character, the 

152 Ibid., 24. 
153 Ibid. 
154 Ibid., 21. 
155 Ibid.; see lamblichus, Mysteries, 3.9, translation from Iamblichus of Chalcis, The Mysteries of the 
Egyptians, Chaldean, and Assyrians, trans. Thomas Taylor (London, 1895). 
156 Schueller, Idea of Music, 21. 
157 Plato, Timaeus, 47, translation by Schueller, in Idea of Music, 34. 
159 Schueller, Idea of Music, 34-5. 
159 Aristotle, Politics, 1340a-b, trans. Schueller, in Idea of Music, 60; see The Politics of Aristotle, trans. 
Benjamin Jowett, (New York, 1900). 
160 Schueller, Idea of Music, 60, see Aristotle, Politics, 1340a-b. 
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`highest aim always being contemplation and wisdom'. 161 Further to its educative qualities, 

music was also praised for its purgative function. In his Poetics, 162 Aristotle examines the 

cathartic effect of music, stating that it is possible to purge the soul of pity and fear through 

the arousal, by music, of these same emotions. Plotinus also emphasised the purgative 

function of music achieved through vibration and `tuning', which identified with the 

reasonless soul and was thereby able to produce ethical results. 163 The chief aim of this 

cleansing was a `catharsis directed towards spiritual salvation'. 164 In the Enneads, Plotinus 

asserts that a characteristic of the human soul is its ability to be charmed by song and so, 

through beautiful music, Man can be purified and his soul guided in stages towards the 

Divine. 165 

Thus, it is evident that Neoplatonic doctrine went beyond scientific thinking to 

encourage direct mystical revelation. It held that the path along which the soul could return 

to God and receive divine illumination lay not through reason but through music, love, and 

philosophy. 166 In the writings of the Neoplatonists and Neopythagoreans, we witness a 

change in the view of music's role within society. Rather than exploring what is best for 

the state and its citizens, they devoted themselves to concern for the individual soul, its 

moral and spiritual character and its ability to know God. For these theorists, knowledge, 

peace and fulfilment were not the result of rational thought but were achieved by divine 

revelation and `a mystical identity of the soul with the Godhead'. 167 The Neoplatonists 

were primarily concerned with methods of purification for the soul to enable the individual 

to `share in the highest wisdom, which is the spiritual'. 168 Within this framework, music 

was seen to serve as a medium for the improvement of the soul -a `mystical agent 
between the soul and the illimitable divine' 169 

-a theory of great relevance for our 

understanding of the Ludus and its use of music. 

During the Middle Ages, the notion that musical modes could influence morals and 

actions remained as pagan remnants. Medieval theorists retained the scientific, ethical and 

161 Schueller, Idea of Music, 66. 
162 Aristotle, Poetics, 1449b; see James Hutton (ed. and trans. ), Aristotle's Poetics (New York, 1982). 
163 Schueller, Idea of Music, 177. 
"4 Ibid. 
165 Ibid., see Plotinus, Enneads, 4.4.43; Plotinus, The Enneads, trans. Stephen MacKenna and John Dillon 
(London, 1991). 
'66 Schueller, Idea of Music, 178. 
167 Ibid., 171. 
169 Ibid. 
169 Ibid. 
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theoretical aspects, but emphasised the speculative as it was `modified to embrace the 

growing theological and spiritual worlds as defined by Hellenism and Christianity'. ' 70 

Music was still viewed as serving a social function but its fundamental aims were 

religious, devotional, and moral. 171 For the Church Fathers, predominately concerned with 

the Second Coming and life after death, music offered a way to `prepare men and women 
for a future life, for a spiritual life here and now as well as after death, a new life which 

was to be accomplished through good deeds and contemplation, through the worship of 

God and the pursuit of holiness'. 172 Music was regarded as functioning as a force for 

spiritual improvement and its ability to enable Man to reach a union with God and to 

experience divine revelation was emphasised and explored. 

Clement of Alexandria173 was the earliest of the Church Fathers to stress the 

importance of music. He believed that Christ's `pure song' was the harmonic principle of 

the universe and that, through Christ, the previously discordant elements of the cosmos had 

been harmonised, brought into a melodious organised order: 174 

Verbum autem Dei ... quae inanima sunt instrumenta, contempis, mundum est, 
ejusque animam et corpus divino Spiriti attemperans, multarum vocum 
instrumento Deum celebrat, et huic instrumento, nempe homini, accinit; ... Nec 
solum hominem pulchrum et spirans instrumentum Dominus ad sui imaginem 
effecit; sed ipse supramundana sapientia, ccelesteque Verbum, est instrumentum 
Dei numeris omnibus instructum, concinnum, et sanctum. '75 

For Clement, this harmony of redemption made possible through Christ Incarnate is `an 

imposed harmony ... a music that commands attention and obedience from those who 

would stay in "tune" with the will of God'. 176 In this treatise, Clement draws heavily on the 

Platonic view of Man as a sonorous microcosm, `manifesting celestial harmonies in its 

every breath and movement'. 177 However, although Clement shared the Pythagoreans' 

belief that the elements were tuned in concordant arrangement, he was convinced that it 

17° Ibid., 203. 
171 Ibid. 
172 Ibid., 204. 
173 c. 150-c. 220. 
174 Schueller, Idea of Music, 215. 
175 ̀And he who is 

... the Word of God, 
... 

having tuned by the Holy Spirit the universe, and especially man 
- who, composed on body and soul, is a universe in miniature - sings to God on this instrument of many 
voices; .... 

A beautiful, breathing instrument of music the Lord made man, after His own image. And He 
Himself also, surely, who is the supramundane Wisdom, the celestial Word, is the all-harmonious, melodius, 
holy instrument of God', Clement of Alexandria, Protrepikos I, in PG, viii. 59-60, cited in Holsinger, Music, 
Body, and Desire, 33; translation from Clement of Alexandria, Selected Writings, trans. Alexander Roberts 
and James Donaldson (Grand Rapids, 1994), 172. 
176 Holsinger, Music, Body, and Desire, 34. 
177 Ibid. 
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was God Himself who brought the universe into harmonious accord by incarnating `the all- 

harmonious, melodious, holy instrument' of his son. 178 

Building upon these ideas, John Chrysostom (a Greek Father of the Church) 

suggested that well-ordered music has the power to elevate the human soul above all earthly 
impurity and to liberate it from the chains of the body. 179 If used correctly, he believed that 

music could induce a kind of ecstasy, guiding and transporting the soul to God. 180 This view 

was shared by St Augustine who saw the chief aim of music to be raising Man up to eternal 
harmony, purifying the `soul of the hearer', and awakening `in that soul a like harmony', 

which `leads it to the love of God'. 181 Augustine held the belief that music has the innate 

ability to provide direct mystical access without the intercession of a text. 182 This is 

expressed in his Confessiones, in which he states that music constitutes ̀ not so much an 

exercise of feeling oneself into a text as ... of absorbing the sense of the words into the pith 

and heart of one's very being'. 183 This concept is shared by St Basil the Great: 

Etenim ubi Spiritus sanctus genus hominum perspexit ad excolendam virtutem 
adduci vix posse, et a nobis ob nostram in voluptatem propensionem viam 
rectam contemni, quid agit? Dogmatis immiscuit harmonise dulcedinem, ut 
rerum auditarum jucunditate ac dulcedine eloquiorum utilitatem nescientes 
perciperemus: haud aliter atque sapientes medici, qui nausean tibus potionem 
amariorem daturi, sa; pius calicem melle circumlinuint. 184 

This was why, he believed, the Psalms are set to music, so that `those who are of boyish 

age or wholly youthful in their character, while in appearance they sing, may in reality be 

educating their souls'. '85 

Boethius shared the view of numerous ancients that music is a therapeutic agent. In 

his De Institutione Musica, he explores the effects of `sad music on mourning people, ... 

178 Ibid., 35. 
179 Schueller, Idea of Music, 230. 
180 Ibid. 
181 Ibid., 248; see Augustine, Confessiones, 6.9.23; Saint Augustine, Confessiones, ed. Martin Skutella 
(Turnhoult, 1990); Saint Augustine, Confessions, trans. R. S. Pine-Coffin (New York, 1987). 
182 Karl Morrison, Conversion and Text: The Cases of Augustine of Hippo, Herman-Judah, and Constantine 
Tsatsos (Charlottesville, 1992), 32, cited in Holsinger, Music, Body, and Desire, 70. 
183 Morrison, Conversion and Text, 33, cited in Holsinger, Music, Body, and Desire, 70. 
184 'For when the Holy Spirit saw that mankind was ill-inclined towards virtue and that we were heedless of 
the righteous life because of our inclination to pleasure, what did he do? He blended the delight of melody 
with doctrine in order that through the pleasantness and softness of the sound we might unawares receive 
what was useful in the words, according to the practice of wise physicians, who, when they give the more 
bitter draughts to the sick, often smear the rim of the cup with honey', St Basil, Homily on the First Psalm, in 
PG, xxix. 211; translation from Strunk, Source Readings, Vol. II: Early Christian Period and the Latin 
Middle Ages, 11-12. 
185 Strunk, Source Readings, Vol. II: Early Christian Period and the Latin Middle Ages, 12. 
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the influence of trumpets on warriors, ... changes effected by soft melodies in excited 

minds or in minds tending too greatly towards lust or voluptuousness'. 186 These effects 

were accomplished as the song, the cantilena, stimulates impulses in the body which 

`excite imitations of similar movements in the mind and soul'. 187 Of the four disciplines of 

the Quadrivium, Boethius argues that, whilst the others are related to the pursuit of truth, 

music is concerned primarily with morality and has the ability to shape behaviour. 

Boethius held the Neoplatonic view of music as the entrance to the soul and praised its 

ability to stimulate virtue. At the heart of Boethius' vision of music is the theory that the 

`interpenetrating harmonies are so sympathetic and reciprocal that mundane and 
instrumental music can awaken virtue in the human soul and give health to the human 

body'. 188 Thus, through listening to, and participating in, the appropriate types of music, it 

was considered possible to attune oneself with the universal frequencies of the cosmos and 
its Creator and thereby improve one's physical and spiritual health. By the time Boethius is 

writing, it is apparent that the moral and spiritual aspects of music's influence had replaced 

the antique emphasis upon its political value. Music was now considered ̀subject not to the 

state but to divine Christian law', ' 89 a theory that was to be developed and refined 

throughout the Middle Ages. 

Many of these hypotheses regarding the social, moral and spiritual qualities of 

music can be seen in their later medieval incarnation within Johannes de Grocheio's De 

Musica, 190 written around 1300, a few years after the Ludus. In this treatise, Grocheio 

analyses music-making in Paris during the end of the thirteenth century and carries out a 

survey of the social and moral good of music. The principal concept of this treatise is 

Grocheio's belief that music possesses the capacity to channel vices into harmless thoughts 

and activities, to inspire and stimulate virtuous characteristics, and thereby create a more 
harmonious and morally balanced society. Elaborating upon Plato and Aristotle's theories 

regarding the use of different modes, Grocheio compiles a number of detailed categories 

regarding specific types of music intended to serve different moral or spiritual functions. 

He begins his treatise by dividing the music practised by the Parisians into `monophonic, 

186 Schueller, Idea of Music, 264; see Boethius, De Institutione Musica I. I. 
187 Ibid.; see Boethius, De Institutione Musica I. I. 
188 Schueller, Idea of Music, 267. 
189 Ibid., 278. 
190 See Ernst Rohloff, (ed. ), Die Quellenhandschriften zum Musiktraktat des Johannes de Grocheio (Leipzig, 
1972). 
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"civil" or the lay public's music', 191 and `composed, regulated or "canon" music which 

they called measured music'. 192 In addition, he proposes a third kind which combines the 

two previous categories and `for which these two are structured as if for the better; it is 

called ecclesiastical music and has been instituted for the praise of the Creator' 
" 
193 

Throughout the remainder of this treatise, Grocheio provides detailed theoretical 

accounts of numerous types of thirteenth-century French music and describes their 

particular power to guide and to shape the mind and soul. He suggests that chansons de 

geste, which narrate the life and martyrdom of saints or battles fought in the name of God, 

should be provided for `the elderly, for working citizens and for those of middle station 

when they rest from their usual toil, so that, having heard the miseries and calamities of 

others, they may more easily bear their own and so that anyone may undertake his own 
labour with more alacrity'. 194 The cantus coronatus, 195 he continues, is able to inspire 

within the minds of kings and nobles `boldness and fortitude, magnanimity and liberality, 

all of which things lead to good government', 196 whilst the cantus versualis197 ̀ should be 

performed for the young lest they be found in idleness'. 198 He outlines the characteristics 

of a type of cantilena called a stantipes which includes rhythmic, poetic and musical 
diversity in order to distinguish the verses from the refrain. 199 He states that `on account of 
its difficulty, this [distinction] makes the minds of young men and of girls dwell upon this 

[kind of cantilena] and leads them away from depraved thoughts'. 200 Similarly, the ductia 

is also suitable for young men and women as it possesses ̀power against that passion 

191 ̀Unum autem membrum dicimus de simplici musica vel civili, quam vulgarem musicam appellamus', 
Christopher Page, `Johannes de Grocheio on Secular Music: A Corrected Text and a New Translation', 
Plainsong and Medieval Music, 2 (1993), 17-41, at 20-1. 
192 `musica composita vel regulari vel canonical quarr appellant musicam mensuratam', ibid. 
193 'Sed tertium genus est quod ex istis duobus efficitur et ad quod ista duo tamquam ad melius ordinantur 
ciuod ecclesiasticam dicitur et ad laudandum creatorem deputatum est', ibid. 
'' `Cantus autem iste debet antiquis et civibus laborantibus et mediocribus ministrari dum requiescunt ab 
opere consueto, ut auditis miseriis et calamitatibus aliorum suas facilius sustineant et quilibet opus suum 
alacrius aggrediatur', ibid., 22-3. 
195 From the description and the examples which Grocheio provides, it seems that the cantus coronatus is the 
highest form of trouvere art, the grande chanson courtoise: for more information, see John Stevens, Words 
and Music in the Middle Ages: Song, Narrative, Dance, and Drama, 1050 - 1350 (Cambridge, 1986), 432. 
`% ̀ ut eorum animos ad audaciam et fortidinem, magnanimitatem et liberalitatem commoveat, quae omnia 
faciun ad bonum regimen', Page, ̀ Johannes de Grocheio', 23-4. 
197 In defming the cantus coronatus and cantus versualis, Robert Mullally concludes that the difference 
between the two is `qualitative' as there is `no difference in form' - `the cantus coronatus is a better and the 
cantus versualis is a less good example of what is generally known as the chanson courtoise': see Robert 
Mullally, `Johannes de Grocheo's "Musica Vulgaris"', Music and Letters, 79 (Feb. 1998), 1-26, at 8. 
198 `Cantus autem iste debet iuvenibus exhiberi ne in otio totaliter sint reperti', Page, ̀Johannes de Grocheio', 24. 
199 The stantipes (estampia) is related in form to the sequence which was used for dancing: see Stevens, 
Words and Music, 506. 
200 'Haec autem facit animos iuvenum et puellarum propter sui difficultatem circa hanc stare et eos a prava 
cogitatione divertit', Page, ̀ Johannes de Grocheio', 26. 



which is called "erotic love"'. 201 Grocheio then turns his attention to the motet, in a very 

familiar passage in which he states that the motet `should not be set before a lay public 

because they are not alert to its refinement nor are they delighted by hearing it, but [it 

should only be performed] before the clergy and those who look for the refinement of 

skills'. 202 He believes that the motet will be best understood and appreciated by members 

of the clergy and will therefore have a greater and more beneficial effect upon them. 

The latter part of the treatise is concerned with detailed accounts of various 

different types of liturgical music. In his discussion of liturgical polyphony, Grocheio 

distinguishes between the organum, to be `sung in churches or in holy places to the praise 

of God and for the worship of the Most High', 203 and the conductus which is `customarily 

sung at meals and festivities before clergy and magnates'. 204 It is evident that Grocheio 

believes that the fundamental purpose of liturgical chant is to move the hearts of those who 

listen to these spiritual songs to fervent prayer and `to devoutly hear the prayer which the 

priest ... says immediately afterwards'. 205 Specifically addressing the responsory and 

alleluia, both of which appear in the Ludus, he states that they are ̀ sung in the manner of a 

stantipes or cantus coronatus so that they may bring devotion and humility to the hearts of 

those who hear them'. 206 In contrast, both the sequence and offertory are sung in the 

manner of a ductia or of a cantus coronatus in order to `inspire the hearts of the faithful to 

make their offerings devoutly'207 For Grocheio, the power of liturgical music lies in its 

inherent ability to move the hearts and minds of those who sing it or hear it sung, in order 

to arouse within them a more virtuous and devout spirit. He regards music as having the 

capacity to communicate directly with the soul, thus facilitating the possibility of 

communion with God. 

201 ̀contra passionem quae dicitur "amor hereos" valere dicitur', Page, ̀ Johannes de Grocheio', 26-7. The 
ductia is a dance-song, ̀the number of whose stanzas are not fixed but which can be increased according to 
the scope of the subject matter', Mullally, `Johannes de Grocheo's "Musica Vulgaris"', 10. Stevens defines it 
as an instrumental or wordless form that is related to the sequence and is shorter than the stantipes 
(estampie): see Stevens, Words and Music, 506. 
202 ̀Cantus autem iste non debet coram vulgaribus propinari eo quod eius subtilitatem non advertunt nec in 
eius auditu delectantur sed coram litteratis et his qui subtilitates artium sunt quaerentes', Page, ̀ Johannes de 
Grocheio', 36. 
203 'vel locis sanctis decantatur ad dei laudem et reverentiam summitatis', ibid., 37. 
204 `qui solet in conviviis et festis coram litteratis et devitibus decantari', ibid. 
205 'ad modum cantus coronati ut corda audientium ad devote orandum promoveantur et ad devote audiendum 
orationem quam immediate dicit sacerdos vel ad hoc ordinatus', ibid., 41. 
206 `Responsorium autem et alleluia decantantur ad modum stantipedis vel cantus coronati, ut devotionem et 
humilitatem in cordibus auditorium imponant', ibid. 
207 `ut corda fidelium excitet ad devote offerendum', ibid. 



Within the Ludus, Adam incorporates a number of insertions that are modelled on 

several of the genres outlined by Grocheio, including a cantilena, 208 motet, 2°9 

responsory, 210 alleluia, 211 sequence, 212 and cantilena chorea. 13 Although composed before 

Grocheio's treatise, the Ludus expresses a similar desire to explore the various effects that 

music can render upon the mind and soul. Drawing upon a body of theory stretching back 

into antiquity, philosophers and music theorists throughout the Middle Ages investigated 

the ability of music to mediate between Man and God and to lead the soul to an experience 

of the divine. It would appear that Adam was profoundly influenced by this corpus of 

philosophical writing which he invokes throughout his work. In a narrative which 

underscores the importance of music as a force of harmony and balance within the universe 

and Man, Adam's insertions provide the material by which this may be achieved. Selecting 

items regarded as possessing significant moral benefits, it seems that Adam intended his 

musical insertions to reinforce the lessons of his narrative by inspiring moral rectitude and 

virtue in those who heard or read his work. Perhaps even more importantly, Adam utilises 

the effects of music upon the soul, in order to aid his readers as they sought to purify their 

souls and to guide them on the path of holiness in preparation for living a new spiritual life 

in the presence of God. 

Adam's work is not alone in its attempt to employ musical insertions as a means of 
directing and instructing the reader. A comparable concern for the choice of a variety of 
`positive' musical genres is exhibited in the Roman de Fauvel. As noted earlier, Fauvel -a 
text concerned with good and bad government - contains 169 musical interpolations, 

nearly all of which are detailed in the index which appears on folio Br-v. 214 Reading this 

index in conjunction with Grocheio's treatise raises a number of interesting issues and 

offers another layer of interpretation for the Ludus. The index is organised so that similar 
items are grouped under specific category headings such as ̀ proses et lays' and ̀ rondeaux, 

balades et reffrez de chancons'. Notably, the only items omitted from the index are the 

sottes chansons or bawdy songs. Emma Dillon has suggested, in the context of Grocheio's 

treatise, that the index of Fauvel was designed in order to demonstrate the positive effects 

208 This term is employed by Adam to describe the models for nos. 37 and 79. 
209 No. 135. 
210 No. 137. 
211 No. 141. 
Zit No. 143. 
213 Adam uses this term to describe his model for no. 154. 
214 For a detailed discussion of the index, see Emma Dillon, Medieval Music-Making and the Roman de 
Fauvel (Cambridge, 2002), 165-72,191-97. 
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of music in improving and shaping both the individual and society. As the sottes chansons 

would be detrimental to the awakening of virtue, they are excluded . 
215 The Ludus and its 

insertions may be viewed in the same way. Addressing both the individual and the 

community of St Pierre, the Ludus exploits the ability of music to stimulate virtue and 

encourage morality. Just as Adam's narrative provides the guidelines for an inward 

spiritual journey of self-knowledge and mystical revelation, so his insertions supply the 

necessary musical matter for harmonising, balancing and cleansing the soul, thus rendering 
it fit for achieving the divine goal of this journey. 

VI: The Ludus as a Moral Handbook 

In his study of the Anticlaudianus, James Simpson proposes that Alan of Lille's 

work was intended for, and addressed to, a young king, and that it contains philosophical 
information for a ruler as well as for the everyman in order to promote self-knowledge. 216 

Similarly, Michael Wilks suggests the Anticlaudianus combines ̀ the form of the panegyric 

with a vademecum to aid the instruction of a Christian prince', perhaps Philip Augustus. 17 

Within this context, the narrative serves as a `Mirror of Princes' in the tradition of works 

such as Brunetto Latini's Li Livres dou Tresor. 218 Whilst the Ludus gives no indication of 
having been intended for a particular patron, I would suggest that it too may be better 

understood when considered within this genre of advice literature. 219 Viewed through this 

filter, the Perfect Man - whose creation comprises the central event of the narrative - 
becomes a mirror in which one can learn what human nature ought to be. Like an 
`Imitation of Christ', the Ludus is a speculum of moral and spiritual goodness, a handbook 

for living a good Christian life, with the intention of offering the reader self-knowledge as 

well as knowledge of God and the spiritual realm. 

215 Ibid. 
216 Simpson, Sciences and the Self, 15-16. 
217 Michael Wilks, `Alan of Lille and the New Man', Studies in Church History, 14 (1977), 137-57, at 143. 
For more information on the theory regarding the Anticlaudianus being written for Philip Augustus and the 
possibility that Alan's New Man is based upon him, see Linda E. Marshall, `The Identity of the "New Man" 
in the Anticlaudianus of Alan of Lille', Viator, 10 (1979), 77-94. 
218 See Brunetto Latini, Li Livres dou Tresor, ed. Francis J. Carmody (Berkeley, 1948). 
219 In the previous chapter, we have seen how Adam utilises a variety of liturgical references, drawing upon 
the inherent salvific power of the rites and rituals of the Church, in order to create a work which can serve as 
his metaphorical pilgrimage, a devotional offering made in the hope of healing. Yet it is apparent that the 
Ludus combines numerous layers of meaning which offer multiple readings and, for Adam's fellow canons 
within the community of St Pierre, with its moral narrative and biblical and liturgical evocations, the Ludus 
would have functioned as a didactic tool for their edification and instruction in the way of virtue. 
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In the Ludus, these moral and spiritual guidelines are reinforced through the 

insertion of musical items believed to have the power to heal mind and body and to 

transform the soul. The form taken by the Ludus' narrative is intimately bound up with its 

teaching process: as it represents the various movements of the soul towards God, it 

simultaneously activates, through its musical insertions, ̀ different powers of the soul' in its 

readers. 220 Prudence's journey thus functions as a map through which we learn the path the 

soul must take in order to ascend to union with its Creator. Along this path, the musical 
insertions offer moral guidance and spiritual purification, enabling the reader to embark on 
his own journey of self-improvement, following in Prudence's footsteps. Adam employs 
his musical interpolations as a mediator between Man and God, and invokes the ability of 

music to elevate the soul beyond its usual status, to aid it on its journey and to make 

possible divine revelation. By immersing oneself in the musical world of the Ludus, 

marvelling with Prudence at the harmony of the spheres and contemplating the musical 
insertions, Adam's readers may leave behind the realm of Nature and ascend, via the realm 

of Theology and Faith, to the light of the empyrean. Through writing the Ludus, Adam 

hoped for comfort, consolation and liberation from his illness, and so employed music as a 

means of achieving wholeness in mind and body. Through reading the Ludus, we too may 

climb aboard the chariot with Prudence, and be transported, through the instruction and 

guidance of music, to the very throne room of God. 

220 Simpson, Sciences and the Self, 253. 



Chapter Seven 
Beyond the Ludus: Reception, Dissemination and Wider Influence 

At the heart of this study of the Ludus lies the question of how Adam's work would 

have been received and understood by a contemporary audience. In order to address this 

issue, the preceding chapters have considered several different methods of reading the 

Ludus and interpreting its many layers of signification which encompass the three semantic 

matrices of form, text and music. The musical insertions have been shown to play a central 

role in revealing the purpose of the Ludus and indicating the way in which the work should 

be approached. With its web of intertextual relationships, allusions and references, the 

Ludus has established itself as a model of the creative possibilities inherent in this 

tradition, its impact leading ultimately to the composition of works such as Le Roman de 

Fauvel. l In order to explore its creative legacy further, this study will conclude with a 

demonstration of the significance of the Ludus within a number of different spheres of 

reception, thus assessing its true importance. Having traced the reception history of the 

Ludus, this chapter will locate it within a chain of related works, examining the ways in 

which it has been adapted for specific audiences. Finally, the various interpretations of 
Adam's work proposed in this study will be united within one specific reading which 
demonstrates the key principles at the core of the Ludus. 

I: Reception and Dissemination History of the Ludus 

Ever since Alan of Lille responded to the In Rufinum of Claudius Claudianus, 2 his 

Anticlaudianus has sparked a wealth of commentaries, adaptations and imitations. 

Translated into both French and German, it was rewritten and paraphrased by numerous 

authors in the century and a half following its composition. Among this group, several 

works are notable as they claim to be translations or adaptations of the Anticlaudianus. 

One of these is, of course, the Ludus, which purports to `translate' the lofty tone of the 

Anticlaudianus into something less philosophical and more practical. But the Ludus is not 

alone: there are two other works which are of particular relevance to this study, both of 

1 The relationship between these two works and the status of the Ludus as a forerunner of the Roman de 
Fauvel is discussed below. 
2 Claudius Claudianus, The Invective In Rufinum with Introduction and Textual Commentary, ed. Harry L. 
Levy (Geneva, 1935). 
3 In the In Rufinum, Claudianus depicts a completely evil character who embodies all the vices whereas Alan 
of Lille's Anticlaudianus represents the opposite ideal, a perfectly good man, an embodiment of virtue. 
° See Andrew Hughes, `The Ludus super Anticlaudianum of Adam de la Bassee', Journal of the American 
Musicological Society, 23 (1970), 1-25, at 2. 



which declare themselves to be French versions of Alan's original. Throughout this chapter 
s these will be referred to as the Anticlaudien and the Ludus Anticlaudien. As these works 

are representative of further attempts to transmit the Anticlaudianus to different audiences, 

they provide a fresh viewpoint from which to consider the Ludus and offer a number of 

indicators regarding the way in which it was perceived by a contemporary audience. 

In her study of MS Paris, Bibliotheque Nationale de France, f, fr. 146, Emma 

Dillon discusses the danger of `false familiarity' with artefacts of the past, 6 explaining that, 

as a result of the possibility of direct contact with items which date from centuries ago, it is 

all too easy to disregard the intervening years before the work has reached our eyes and 
hands. Such a reading is in danger of silencing the various voices of history, voices that 

speak to us from preceding centuries, regarding how `our' book was read, interpreted, 

understood and employed. 7 The study of the reception history of a work allows these 

voices to be heard and brings to light contemporary readings and interpretations. 

Representing a need for an original text to be made available to another readership, 

translations or adaptations reveal those aspects of the original which were understood, 

those which required further explanation or perhaps removal, and those which were seen to 

be lacking and therefore needed to be added. An examination of the Anticlaudien and the 

Ludus-Anticlaudien, focussing particularly on the elements of the original models which 

are retained and those which are omitted or altered, portrays clearly the way in which the 

Ludus and the Anticlaudianus were received and comprehended, both at the time of their 

writing and in the years that followed. Previous chapters have demonstrated how Alan and 
Adam derived ideas, themes and structures from earlier works and this chapter continues 

this exploration, this time in the opposite direction, to discern how subsequent authors 

adopted aspects of the Anticlaudianus and the Ludus and shaped these elements into their 

own works with their own particular agendas. 

(i) The Anticlaudien: 

Details regarding the Anticlaudien, as well as the Ludus-Anticlaudien, are given in 

Table 7.1. This table provides a basic outline of these works (alongside the Anticlaudianus 

and the Ludus), comparing such elements as provenance, authorial characteristics and 

s These names, which are not original to the works, will be used throughout this chapter in order to 
distinguish between the two. The origins of these names will be discussed below. 
6 See Emma Dillon, Medieval Music-Making and the Roman de Fauvel (Cambridge, 2002), 5. 
7 Ibid. 
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poetic style. Information regarding surviving manuscripts and dissemination is supplied 

and there is a preliminary attempt to define intended audiences for these works, a subject 

which will come under closer scrutiny later in this chapter. This table facilitates an 

assessment of the four works under discussion, revealing the various relationships which 

exist between them and allowing a comparison of particular aspects relating to their 

reception and transmission. 

Dating from the latter part of the thirteenth century, the Anticlaudien is a French 

poem written by an author who names himself in the first verse as Ellebaut; he is otherwise 

unknown. 8 The Anticlaudien has been edited once in 1944 by Andrew J. Creighton .9 In the 

preface to this edition, Creighton states that the Anticlaudien survives in a single 

manuscript, Paris, Bibliotheque Nationale de France, f. fr. MS 17177, the version upon 

which his edition is based. This manuscript was studied by Paul Meyer in 1895, who 

provided a descriptive notice of the twenty folios (224b-243b) which contain this poem. '° 

However, Paul H. Rastatter indicates that another copy of this poem exists in Oporto, 

Biblioteca Püblica Municipal, MS 619, which has yet to be edited. ' l The provenance of the 

Anticlaudien is not known and Creighton sheds little light on this topic. However, a close 

similarity between the scribal style of MS 17177 and that of another manuscript, Paris, 

Bibliotheque Nationale de France, f, fr. MS 24431, leads Meyer to conclude that they have 

been copied by the same scribe. 12 This is of interest, as the second of these manuscripts 
indicates within its pages a possible place of origin. A fifteenth-century annotation 

specifies that it was in the possession of the monastery of St Corneille of Compiegne, thus 

raising the possibility that MS 17177 was likewise produced there. 13 

In the prologue to the Anticlaudien, the poet claims that he is following the 

Anticlaudianus: `Qui bien saiche Anthiclaudiens. / De celui livre ai trait le mien'. 14 

8 See Paul H. Rastatter, Ludus-Anticlaudien: A Thirteenth-Century French Translation of the Ludus super 
Anticlaudianum of Adam de la Bassee by `a Monk from Cysoin, Edited for the First Time with Introduction, 
Notes, and Glossary (Ph. D. Diss., University of Oregon, 1966), xii. Rastafter suggests that this poem was 
written sometime before 1271 but gives no reason for this claim. 
9 Andrew J. Creighton, Anticlaudien: A Thirteenth-Century French Adaptation of the Anticlaudianus ofAlain 
de Lille by Ellebaut (Ph. D. Diss., University of Washington D. C., 1944); see also G. Raynaud de Lage, 
Anticlaudien et Anticlaudianus: Ellebaut Traducteur d'Alain de Lille (Paris, 1948). 
10 Paul Meyer, `Notice du Manuscrit fr. 17177 de la Biblioth8que Nationale', Bulletin de la Societe des 
Anciens Textes Frangais (1895), 80-118. 
11 Rastafter, Ludus-Anticlaudien, lxvii. 
12 See Creighton, Anticlaudien, 9. 
13 Ibid. 
14 ̀He who knows well the Anticlaudianus, of this book mine has characteristics', w. 11-12. 



However, Creighton is swift to point out that this work is neither a translation nor a 

paraphrase, defining it instead as a `free adaptation, which nowhere makes a serious 

attempt to do justice to the Latin'. 15 Indeed, as will be explored below, whilst at the 

beginning it can be seen to share a number of features with the Anticlaudianus, by the end 

of the poem this dependence vanishes altogether. 16 However, this assessment 

underestimates the worth of the Anticlaudien as a poem in its own right. What it lacks as a 

translation, it makes up for in the addition of several unique and creative features. It stands 

alone as a credible piece of writing which, whilst based on the skeleton of the 

Anticlaudianus, possesses various claims to originality. " 

Perhaps the most distinctive characteristic of the Anticlaudien is that of its poetic 
language and style. Whilst the Anticlaudianus grew out of the schools and was received with 

enthusiasm within scholastic, educated circles, Ellebaut's French adaptation was written for 

a different world entirely, namely those men and women who `listened with pleasure to the 

recitation of saints' lives, romances, fabliaux, and didactic compilations'. 18 Far from Alan's 

elevated, speculative style, in its language, style and poetic characteristics the Anticlaudien 

follows in the literary footsteps of works by Jean Renart, Gautier de Coinci, Guillaume de 

Lorris and Rutebeuf. 19 Ellebaut's opening prologue makes clear the intended audience for 

this work, announcing his intention to expound the Anticlaudianus for the layman, `lais 

hom'20 As noted above, only the bare outline of the plot belongs to Alan and, as Ellebaut 

admits in v. 17, he does not intend to retain this in its entirety: `Ains i ai mout oste et mis'21 
The original story is greatly simplified and developed freely, with numerous additions of an 

edifying nature and the omission of much detail. Indeed, during the return journey of 
Prudence and Reason, Ellebaut finally discards the plot of the Anticlaudianus altogether and 

embarks upon a lively, action-filled digression with which the work ends 22 

In comparison with the `rich, ambitious rhetoric' of the Anticlaudianus, Ellebaut's 

version appears simple and uncomplicated. 3 Ellebaut does not possess the descriptive 

powers of Alan and, in a misguided attempt to simplify the work, he eliminates what he 

15 Creighton, Anticlaudien, 5. 
16 Ibid. See below for a more detailed comparison of the various plots and contents of these poems. 
" See Creighton, Anticlaudien, S. 
1s Ibid., 4. 
19 Ibid. 
20 Ellebaut, Anticlaudien, v. 9. 
21 ̀Therefore I have ousted much', Creighton, Anticlaudien, 5. 
22 See below for more details regarding this episode. 
23 Creighton, Anticlaudien, 17. 
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sees as unnecessary detail, thereby doing away with the very essence of the work. The 

various rhetorical devices employed by Alan, which provide the Anticlaudianus with its 

distinctive character, are removed altogether. A clear example of this can be seen through a 

comparison of the descriptions of Nature's palace given in each work. In Alan's account, 

he includes elaborate portrayals of the paintings and embroideries which line the palace 

walls, 24 each of which depicts real or mythological characters that symbolise virtue and 

morality. These serve a figurative role, foreshadowing the qualities required in the Perfect 

Man . 
25 In contrast, Ellebaut's depiction of the abode of Nature (w. 33-111) is bare and 

unimaginative and he simply removes Alan's picturae altogether, completely disregarding 

their symbolic function within the work. 26 Similarly, the Virtues who, in Alan's hands, are 

painted in great detail both in terms of their appearance and their character, appear in 

Ellebaut's work as lifeless and perfunctory figures. 7 However, Ellebaut's authorly talent is 

revealed when he turns his hand to action and adventure and, in fact, his poem actually 

works best when he abandons his Latin model. Here, without the constraints of attempting 

to follow, translate and simplify Alan's rhetoric, he is able to give free rein to his 

imagination and allow his writing to come to life. Ellebaut appears to be particularly drawn 

to characters and events which embody action and drama and thus the Vices, who are far 

livelier than the Virtues, are depicted vividly and with conviction. 28 

As well as omitting various aspects of the Anticlaudianus, Ellebaut highlights the 

Christian elements of the allegory and adds a number of passages of a moralising nature. In 

contrast to his Latin model, the Anticlaudien specifically identifies the Perfect Man with 
Christ, in order to make its allegorical message clear. 29 Like Adam in the Ludus, Ellebaut 

also interweaves into the story monologues and colloquies of `edifying intent', 30 

concerning topics such as the nature of sin, the folly of mankind and the truth of the virgin 
birth. 31 Whilst not particularly imaginative or creative, these passages indicate clearly the 

altered nature of the work and reinforce its specific didactic agenda. It is also in these 

original passages that Ellebaut can be seen experimenting with his own poetic style, a style 

24 See ibid. 
25 See Alan of Lille, Anticlaudianus, ed. Robert Bossuat (Paris, 1955), Book I, w. 114-150. 
26 Creighton, Anticlaudien, 17-18. 
27 Compare Alan of Lille, Anticlaudianus, Book I, w. 270-510 with Ellebaut, Anticlaudien, w. 138-508. 
28 See w. 2333-2363 for Ellebaut's depiction of a congress of the seven capital sins. In vv. 2364-2415 the 
Vices of Pride, Envy, Anger, Sloth, Gluttony, Lust and Avarice are described. 
29 Creighton, Anticlaudien, 6; see w. 1858-1888. 
30 Ibid., 18. 
31 See w. 1510-1578, w. 1579-1667, w. 1668-1817. 



characterised by word play and games with rhyme and meter. 32 He appears to take great 

delight in playing with sounds and his poem is full of `jingles of sound' resulting from 

assonances, internal rhymes and echoes. 33 Whilst inferior to the studied art of rhetoric 

displayed in the original Anticlaudianus, these `sound effects' would nevertheless have 

made the Anticlaudien pleasurable to hear and would have extended its appeal to an 

audience whose only contact with the text would have been an aural one. 

(ii) The Ludus-Anticlaudien: 

The title `Ludus-Anticlaudien' was first applied to this work in 1944 in the preface 

of the Creighton edition of Ellebaut's Anticlaudien and will be used throughout this 

chapter in order to distinguish between the two. As can be seen from Table 7.1, the Ludus- 

Anticlaudien is, like the Anticlaudien, written in French and dates from the end of the 

thirteenth century. Rastatter, author of the edition of this work, proposes that it was written 

before the death of Adam de la Bassee, which would date it before 1286 34 It survives in 

three manuscripts, Paris, Bibliotheque Nationale de France, nouv. acq. fr. 10047 (MS A), 35 

nouv. acq. fr. 1634 (MS B), 36 and nouv. acq. fr. 1149 (MS C). 37 MS A is the earliest, 

dating from the fourteenth century, whilst the other two both date from the fifteenth 

century. 38 There are a number of variations between MS A and MSS B and C, with the 

latter manuscripts containing numerous scribal errors. 39 Rastatter states that MS A is 

clearly of Picard origin and, in the preface to his edition of this work, provides numerous 

examples of dialectical traits which belong essentially to the Picard scripta used. 40 He also 

traces several characteristics common to the Walloon dialect and from this concludes that 

the place of origin of this manuscript is likely to have been in the northern region of 
linguistic Picardy, perhaps around Lille, Toumai or Mons. 41 This work has come to the 

attention of a number of scholars: a descriptive notice of MS A was written by Arthur 

32 Creighton, Anticlaudien, 18. 
33 Creighton signals as an example the description of Nature's garden (vv. 47-59) in which `the words lis, 
jours, flours and roses are kept revolving' and the sound ̀ i' echoes throughout: Creighton, Anticlaudien, 18. 
34 Rastatter, Ludus-Anticlaudien, xxxvi. 
35 Fol. 2a-41d. 
36 Fol. 2-50. 
37 Fol. 124a-166c. 
38 Rastafter, Ludus Anticlaudien, 1. 
39 MSS B and C often vary together from MS A and Rastatter states that they belong to the same family, the 
source of which he designates as MS X. However, he continues that the differences between MS B and MS C 
suggest that one of them stems only indirectly from MS X through a reworking of it, MS x: see Rastatter, 
Ludus-Anticlaudien, li. 
ao See Rastatter, Ludus-Anticlaudien, lvi-lviii. 
41 Ibid., lxv. 



Lngfors in 1933,42 and the folios of MS B which contain this poem were described by P. 

J. B. Legrand d'Aussy in 1798.3 In the introduction to his edition of the Ludus, Bayart also 

discusses the Ludus-Anticlaudien, referring to the version as preserved in MS 1634; it 

appears that he was not aware of the existence of MS 10047.44 

The name of the author of this poem is not known. However, on fol. 60v of MS A 

there is an ex libris which states: The livre chy est appellos Antidyoclitien (ce que fist un 

moisne de Cysoin, natif du comtd d'Artois, de l'ordre des freres Prescheurs)'. 45 In the light 

of this inscription, various theories have been proposed regarding the identity of this 

religious from Cysoing. Legrand d'Aussy suggests that the author was a Franciscan friar, 

basing his supposition on the fact that within the narrative the author substitutes St Francis 

for St Gregory, 46 as well as his belief that the hero's retirement to the cloister at the 

conclusion of the work could only have been conceived by a ̀ tote monastique'. 47 However, 

in MS A, the substitution is not of St Francis but of St Benedict, `Je vous salue, Beneois, / 

en qui fu escripte li loys / de vo rieulle', 48 leading Rastatter to propose the theory that the 

author was a Benedictine. 9 However, if the ex libris is to be believed, the author -a 
member of `f'ordre des freres Prescheurs' - was a Dominican. Whichever is the case, the 

work demonstrates a familiarity with, and knowledge of, an ecclesiastical way of life, 

indicating that the author was a monastic of some description. 

Returning to the ex libris, we can glean that the author was from Cysoing, which is 

located in French Flanders, situated between Lille and Tournai. Following his analysis of 

the text, Rastatter concludes that it shows no specific linguistic features which would prove 

42 Arthur L6ngfors, `Notice sur les Manuscrits 535 de la BibliotMque Municipale de Metz et 10047 des 
Nouvelles Acquisitions du Fonds Francais de la Biblioth6que Nationale, suivie de Cinq Po6mes Francais sur 
]a Parabole des Quatre Filles de Dieu', Notices et Extraits des Manuscrits de la Bibliotheque Nationale et 
Autres Bibliotheques (1933), x1ii. 139-291. 
43 P. J. B. Legrand d'Aussy, `Notice sur un Po6me Intituld Anti-Claudien, Manuscrit 7632', in Notices et 
Extraits des Manuscrits de la Bibliotheque Nationale (Paris, 1798), v. 546-559. Philippe Labbe, Bibliotheca 
Nova Librorum Manuscriptorum, supp. 8, no. 970 (Paris, 1653) and Charles de Visch, Opera Alani de Insulis 
(Anvers, 1654) were also aware of this work. 
44 See Bayart, Ludus, lxxix-lxxx. Bayart provides a detailed account of the Ludus-Anticlaudien, including a 
number of direct comparisons between the texts of the two works: see lxxxi-ciii. 
45 'This book which is called Anticlaudien (was made by a monk of Cysoing, a native of the county of Artois, 
of the order of the Brothers Preachers) [Dominicans]', Rastatter, Ludus-Anticlaudien, lxxx; the section in 
round brackets is scratched out. 
46 Compare MSS B and C, v. 2189 with Ludus, 78,69a, stanza 3. 
47 Rastafter, Ludus-Anticlaudien, Ixv. The second part of this argument lacks weight as the poet derives his 
conclusion from that of the Ludus in which the Perfect Man withdraws to the cloister. 
48 ̀I salute you, Benedict, by whom was written the law of the Rule', vv. 2189-2191; see Rastatter, Ludus- 
Anticlaudien, lxvii. 
49 Rastatter, Ludus-Anticlaudien, lxvii. 



conclusively that the poem was originally composed at Cysoing or even in the general area 

of Lille. Conversely, there is nothing in the scripta of MS A to indicate that the reference 
in the ex libris to the place of origin of the author, and therefore the work, should not be 

taken at face value. 50 Bayart highlights various similarities between this poem and the 

works of authors who were writing and possibly gathering at Lille, namely Adam de la 

Bassee, Jacquemars Gielee and perhaps Adam de la Halle, as well as various `professional' 

and `amateur' trouveres. 51 This leads him to suggest that the author of the Ludus- 

Anticlaudien was part of that group, perhaps `from the circle of Jacquemars Gielee'. 52 

Whilst it appears that the author of this work is determined to remain elusive, it seems 
feasible to conclude that the Ludus-Anticlaudien was composed by a member of an 

ecclesiastic order who lived in the area around Lille, Cysoing and Tournai and who was 
familiar with the writings of various authors based in this same area -a figure not unlike 
Adam himself. 

The Ludus Anticlaudien has been the subject of some debate regarding the identity 

of the Latin model upon which it is based. This confusion stems from the fact that the 

author of this work states in vv. 34-38 that he is translating the Anticlaudianus: `Et pour 

chou ay m'entente mise /a un poete translater / en roumant pour men tamps passer; / 

Anticlaudianus of nom; / en sen tamps fu de grant renom'. 53 Yet on closer examination, it 

is apparent that there are numerous points at which it differs considerably from the poem 

of Alan of Lille. 54 Despite following the general outline of the Anticlaudianus, it contains 

several additional elements which cannot be traced to the original. These include the 
fiction of a dream with which the work begins, 55 the detailed description of Nature, 56 a 
debate between the Spirit and the Flesh, 57 a diatribe against the clergy, 58 the intervention of 
Nous (the maiden is Theology in the Anticlaudianus), 59 and the retreat of the Perfect Man 

to a monastery with which the work ends. 60 The most significant addition not to appear in 

so Ibid., lxvi-lxvii. 
51 Bayart, Ludus, cv. 52 Rastatter, Ludus-Anticlaudien, lxv-lxvi. 
53 ̀This is why I decided to translate a poem into a roman to pass the time; Anticlaudianus was its name and 
in its time it was of great renown'. 
54 The precise details of this will be examined in detail below. 
ss vv. 55-72. 
56 w. 73-284. 
57 w. 687-750. 
ss w. 787-882. 
39 vv. 1929-1990. 
60 vv. 6166-6207. 
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the original model is that of a number of lyric fragments embedded in the narrative. 61 

These various discrepancies sparked the proposal of several theories regarding the nature 

of the relationship between the Anticlaudianus and the Ludus-Anticlaudien. 

In his analysis of the Ludus-Anticlaudien, Legrand d'Aussy noted its independence 

with regard to the supposed original. 62 However, he attributed this to the fact that, during 

the thirteenth century, to `translate' a work did not necessarily mean to render it exactly 
into another language but rather, he proposes, a `translator' might transform an existing 

work into his own creation. 63 Albert Dupuis suggested an alternative solution to this debate 

by identifying the numerous similarities that exist between the Ludus-Anticlaudien and the 

Ludus of Adam de la Bassee. M A closer examination of the two works reveals that all the 

major elements of the Ludus-Anticlaudien which do not appear in the Anticlaudianus can 
be found `in the same order and in the same place as in the Ludus', with both works 
deviating from the Anticlaudianus at the same points. 65 Having established the relationship 
between the two works, the question was raised as to which was the original, the model 

upon which the other was based. Corresponding to usual practices of translation and 

transmission, whereby a work in Latin would be translated into the vernacular in order to 

be made available to a wider audience, it seems fair to assume that the Ludus is the 

original. Coupled with this are the comments made by the two authors regarding their 

creations, Adam stating that he has ̀ composed' the Ludus whilst the author of the French 

version claims to have ̀ translated' an original. 66 Bayart confirms this view in the prologue 

to his edition of the Ludus, stating that the French poet lacks the finesse demonstrated by 

Adam and that his translation demonstrates an incomplete understanding of the true sense 

of the Latin verse. 67 Indeed, he suspects that the passages omitted in the French version 

were removed as they offer some difficulty of translation. 68 

In his prologue to the Ludus, Bayart provides an outline of the Ludus-Anticlaudien 

and indicates the corresponding sections in Adam's Ludus, revealing that, throughout the 

61 These will be discussed below. 
62 Legrand d'Aussy, `Notice', 549. 
63 Ibid., cited in Robert Bossuat, `Une Pr6tendue Traduction de l'Anticlaudianus d'Alain de Lille', in 
Melanges de Litterature Offerts a Alfred Jeanroy par ses Eleves et ses Amis (Paris, 1928), 265-77, at 266. 
64 See Bossuat, ̀Pr6tendue Traduction', 267-268. 
65 Rastafter, Ludus-Anticlaudien, xxxvi-xxxvii. 
66 See Ludus, 3,1, compared with Ludus Anticlaudien, vv. 34-38. 
67 Bayart, Ludus, civ. 
68 Perhaps the greatest evidence for the precedence of the Ludus is the presence of its musical insertions - 
this will be discussed below. 



Ludus-Anticlaudien, the Latin original is followed closely in terms of both themes and plot. 

On occasion, the French poet returns to the Anticlaudianus for extra detail at points where 
he believed the Ludus to be incorrect or too brief. 69 A number of elements in the Ludus 

have been removed altogether in the Ludus-Anticlaudien, presumably to make the work 

more appropriate for its intended audience. These include several of Adam's invectives 

against the clergy, which are missing in the Ludus-Anticlaudien as it appears in 

manuscripts B and C, 70 as well as the various references to Adam de la Bassee and his ill- 

health which occur throughout the Ludus. Whilst in the Ludus, Adam made the 

Anticlaudianus more accessible and reduced much of its elevated speculation and 

ambitious rhetoric, the author of the Ludus-Anticlaudien clearly felt that there was a need 
for further simplification. Writing in a clear and natural tone, it appears that the aim of the 

French poet was to clarify the thought and style of his model in order to appeal to his 

intended audience, the `laie gent. 71 To this end, the allegory is explained in greater detail 

and the original Christian themes of the work - already highlighted by Adam - are further 

emphasised through the introduction of moralising passages and proverbs. In both its 

stylistic characteristics and its contents, the Ludus-Anticlaudien represents a `further 

vulgarisation and popularisation of the elevated thought and polished style of Alan of 
72 Lille', continuing Adam's work of simplification and explication. 

II: Patterns of Transmission 

I turn now to a comparison of the Anticlaudianus, the Ludus, the Anticlaudien and 
the Ludus-Anticlaudien, in order to map out patterns of reception and transmission. 

Returning to Table 7.1, it can be seen that the Ludus, the Anticlaudien and the Ludus- 

Anticlaudien were all composed within a short period of time, around a hundred years after 
the Anticlaudianus from which they all stem. Although none of them can be dated with 

precision, it is evident from authorial and codicological information that all three works 
date from the latter part of the thirteenth century. More specifically, as the Ludus- 

Anticlaudien is based upon the Ludus, it must have been written afterwards, although it 

seems that there was a short amount of time between the two being composed. This allows 

69 Bayart, Ludus, ciii. See for example vv. 4874-5169 - the description of the Vices - compared with Ludus, 
152-155,161-171; also, vv. 5300-6075 - the battle between the Virtues and the Vices - compared with 
Ludus, 157-168,173-185. 
70 They are included in MS A which appears to be the earliest version of this work. 71 See Ludus-Anticlaudien, v. 4. 
72 Rastafter, Ludus-Anticlaudien, vii. 



for the distinct possibility that the author of the Ludus-Anticlaudien knew Adam, read the 

manuscript of the Ludus and decided almost immediately to translate it, having recognised 

its literary worth and importance. 73 It also suggests that the author identified a significant 

need for the Ludus to be translated and made accessible to a wider and more diverse 

audience who were unfamiliar with the Latin of the original. 

Unlike the Anticlaudianus, which exists in over a hundred copies, the Ludus is 

found in only one manuscript, originating from the collegiale of St Pierre. As discussed 

throughout this study, it is apparent that it was designed and created specifically for the 

community within which it was produced. The Anticlaudien and the Ludus-Anticlaudien 

survive in two and three manuscripts respectively. There is no way of knowing whether 

these were the only copies to be produced, as each manuscript varies slightly from the 

other(s) - indeed, the manuscripts of the Ludus-Anticlaudien appear to stem from two 

slightly different versions. However, it seems reasonable to suppose that both works 

existed in a number of formats and were subject to a slightly wider field of copying and 
distribution to a more diverse audience. The Ludus, Anticlaudien and Ludus-Anticlaudien 

all originate from Northern France: there is some evidence to suggest that the Anticlaudien 

was produced at Compiegne, whilst both the Ludus and its translation derive from the area 

surrounding Lille and Tournai. This geographic proximity strengthens the possibility that 

the two authors knew each other, perhaps meeting at a gathering of one of the poetic guilds 

at Lille or Arras. Their associations with the Church, Adam a canon and priest, the French 

poet a monk (perhaps a Dominican), provides a further point of contact between the two 

authors. 74 It is feasible that Adam and the author of the Ludus-Anticlaudien, both clerics 
living in or around Lille with a shared interest in lyric and narrative verse, could have been 

part of a literary circle or guild of writers and musicians who met to exchange ideas and 

material and that the French poet, realising the potential in Adam's work, felt that it 

required translating into French in order to reach a more extensive readership. 

Stylistically, there is a marked difference between the Latin originals and their 

vernacular counterparts. Although the Ludus is written using a more practical tone and 

simplifies the original upon which it is based, the language, poetic style and scholarly 

73 Bayart, Ludus, cv. 
74 Interestingly, there was a Dominican monastery in Lille during the thirteenth century, established on 
ground originally belonging to the Chapter of St Pierre: see Alexandre de Saint-Leger, Histoire de Lille des 
Origines a 1749 (Paris, 1993), 56-7. 



references employed suggest that it, like the Anticlaudianus, was intended to be enjoyed by 

an educated audience able to appreciate the rhetorical arts and allusions to classical 

mythology. In contrast, both the Anticlaudien and the Ludus-Anticlaudien embody a much 

more straightforward style, which communicates more directly and which clarifies the 

original thoughts and ideas of their respective models. Allegories are rendered more 

accessible, rhetorical devices are removed and the imagery used is drawn from areas of life 

with which the readers would have been familiar. An example of this simplification occurs 
in a passage describing Rhetoric's garments which appears in both the Ludus and the 

Ludus Anticlaudien. 75 The technical terms of rhetor and causam seen in the original are 

removed and replaced with a more familiar image of a lawyer engaged in uns grans 
debas. 76 This is one of many examples which indicate that the audiences for which these 

works were intended were less educated and therefore less able to decipher allusions which 
draw upon classical and mythological traditions. 

Each of the four works under discussion exhibits a set of thematic characteristics 

and emphases which are indicative of their own individual semantic scheme. Adam's 

Ludus - written for the religious community of St Pierre - emphasises the Christian aspects 

of the Anticlaudianus' allegory, strengthening the moral and didactic tone of the work and 
introducing numerous digressions regarding the liturgy, Scripture and the moral life of the 

clergy. In the Anticlaudien, the emphasis upon learning and speculative thought has been 

removed, as have various detailed descriptive passages and rhetorical and literary devices. 

But, unlike the Ludus, it exhibits a conscious effort on the part of the author to make the 

work more exciting and lively in order to appeal to a wider, less educated audience. To this 

end, episodes of adventure are added to the plot and any existing action is imbued with 

extra vigour and excitement. As in the Ludus, the central narrative is expanded through the 

addition of moralising passages, but these are far simpler than those employed by Adam 

and do not rely on extra-textual and extra-musical references in order for their full meaning 

to be gauged. Rather, these passages contain clear expositions of central Christian doctrine 

concerning the nature of sin, the person of Christ and the means of salvation. The Ludus- 

Anticlaudien also exhibits a strong tendency to moralise, but this is expressed in a more 

straightforward and readily accessible fashion through the insertion of various well-known 

proverbs and maxims with which its audience would have been familiar. The French 

author renders the moral tone of the Ludus more pointed and the Christological references 

's Compare Ludus-Anticlaudien, w. 1237-1240 and Ludus, 34,6. 
76 Rastafter, Ludus-Anticlaudien, xliii. 
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are clearer and more apparent. Digressions regarding the role played by sin in the evil of 

the world, and the emphasis upon Christ as the sole source of salvation, make explicit the 

edifying nature of the work and, along with its inclusion of references to popular Bible 

stories, reveal the purpose of the Ludus-Anticlaudien to be didactic. 

A comparison of the plots, themes and structures of these four works reveals 

similar patterns of transmission. Table 7.2 outlines the narrative of each work in parallel, 

portraying the aspects that they share and the various elements that are altered, adapted or 

removed. This table allows the tracing of the origins of specific aspects of each poem, as 

well as displaying those components that are original to each particular author, thus 

locating the various ways in which the original Latin models have been transformed in 

order to make them appropriate to their new audiences. Before exploring the connections 
between the Anticlaudien, the Ludus-Anticlaudien and their models, it will be of use to 

summarise the relationship between the Ludus and the Anticlaudianus. 

As discussed previously in this study, the Ludus is based upon the Anticlaudianus 

in terms of both plot and thematic ideas, and follows its outline reasonably closely, as seen 
from Table 7.2. After an original prologue, the work proper begins with a description of 
Nature's abode. This is similar to that found in the Anticlaudianus but the ensuing 

portrayal of Nature's appearance is greatly expanded, with much of the material derived 

from another of Alan's works, the De Planctu Naturae. 77 Adam then imitates the 

Anticlaudianus until the point where Reason, in an attempt to resolve a dispute between 

Prudence and the Virtues, consults her triple mirror. Here, Adam adds a lively debate 

between Flesh and Spirit over who has mastery of the other. 78 As Reason regards her third 

mirror, she sees the souls of the damned on their way to hell and this sparks another 

original insertion concerning an invective against clerics who live a profane life, another of 
Adam's favourite themes. 79 After this, Adam returns to the plot of the Anticlaudianus 

throughout the description of the construction of the chariot. The one major difference 

which firmly sets the Ludus apart from its model is that, as Music fashions a wheel for the 

chariot, she sings a song. As seen throughout this study, the thirty-eight musical items 

inserted into the Ludus are an original invention on the part of Adam which add a further 

dimension of meaning to the Ludus and alter the entire nature of the work. 

77 Bayart, Ludus, lxxx. 
78 Ludus, 26-30,21. 
79 Ibid., 32-6,24. 



As noted in the previous chapter, Adam's account of Prudence's journey through 

the universe closely follows that depicted in the Anticlaudianus, although in the Ludus the 

virgin who appears at the summit of the heavens to guide Prudence on the last leg of her 

journey is Nous as opposed to Theology. 80 The greatest difference. between these two 

works lies in Adam's insertion of musical items into the narrative sections portraying 
Prudence's experience in heaven and the Virtues' presentation of gifts to the Perfect Man. 

The description of Fortune and her house which follows, whilst based on that found in the 

Anticlaudianus, includes a contemporary reference to the torture of Pierre de la Broche 

which does not appear in the original, providing Adam with an opportunity to expound on 

the vagaries of Fortune. 8' The battle between the Virtues and Vices is very similar to that 

in the Anticlaudianus with the exception that, in the Ludus, Poverty is not listed among the 

Vices. 82 The Ludus then follows the Anticlaudianus until the very end, at which point 
Adam adds his last original passage describing the retirement of the Perfect Man to the 

cloister, a fitting ecclesiastical motif for a work dominated by references to the moral life 

of the clergy. 

Together, these adaptations of Alan's original work reflect Adam's particular 

artistic and thematic agenda and indicate clearly the purpose with which the work was 

conceived. Although based firmly upon the Anticlaudianus, Adam manipulates the original 

material into a work of moralisation and instruction. Gone are the lengthy descriptive 

passages and speculative musings, in favour of ethical instruction and warnings against 
immorality. The inclusion of the argument between Flesh and Spirit highlights the 

centrality of this relationship to a narrative which offers guidance to aid the journey of the 

soul and which includes music designed to bring about a harmonious union between these 

two elements. Similarly, it prefigures the uniting of the body and soul by Concord in order 

to form the Perfect Man -a Christ-figure - both human and divine. 83 The removal of 
Poverty from the head of a league of Vices and the retirement of the Perfect Man to the 

cloister, along with the various diatribes against corruption and sin within the clergy, 

confirms that Adam intended his work to be read by a clerical audience, as a guide to a 

80 Ibid., 71,60. 
81 Ibid., 139-06,145-152. 
82 Poverty was considered a vice as it resulted from, and was a reflection of, laziness. However, this was 
reversed in the monastic tradition within which poverty was seen as essential in withdrawing from the world 
of excess. 
83 This relationship serves as an impetus for the duality between sacred and secular seen throughout the 
musical insertions. 



virtuous life, providing both encouragement and admonition for his fellow canons at the 

collegiale of St Pierre. 

Turning now to the Anticlaudien, this, like the Ludus, also begins with an original 

prologue in which the author informs his readers of his desire to expound the 

Anticlaudianus for the layman. As seen in Table 7.2, at the beginning of the work the 

Anticlaudien parallels Alan's original reasonably closely, although there are a number of 

occasions on which detail is omitted for the sake of simplicity. 84 Nature's summoning of 

the Virtues adheres to the same outline as its model, although the description of each 
Virtue is shorter and more perfunctory and again lacks the symbolic detail seen in the 

original. At the point in the narrative when Concord orders the chariot to be built, the 

author of the Anticlaudien simplifies his model considerably, dispensing with the lengthy 

theoretical descriptions of the nature and character of each of the seven Liberal Arts which 
lie at the heart of the Anticlaudianus. 85 The account of the journey through the heavens 

follows the framework of Alan's work and, as in the Anticlaudianus, the virgin whom they 

meet is Theology, who continues with them upon their expedition. 

On their arrival in heaven, Prudence is ushered into the presence of God. Here, the 

author of the Anticlaudien departs from his model and develops the discussion between 

God and Prudence freely of the Latin original. Having explained her mission, 86 Prudence is 

then answered by God who, echoing Nature at the beginning of the work, complains of the 

wickedness of mankind. 87 God confirms the truth of the virgin birth and promises 

redemption through His Son. 88 This section is indicative of numerous attempts on the part 

of the author to make the work comprehensible and appropriate for its intended audience. 
Expressed in simple terms, it offers an explanation of God's view of sin and sinners and 

conveys His desire for repentance. Christ is affirmed as the only way to salvation and his 

nature as both God and Man is reiterated. Returning briefly to his model for the account of 
the creation of the soul by God, on the return journey of Prudence and Reason the author 

abandons his model completely and the remainder of the work is an original digression 

84 See, for instance, the example described above regarding the description of the pictures which adorn the 
walls of Nature's palace: compare Alan of Lille, Anticlaudianus, Book I, vv. 114-150 with Ellebaut, 
Anticlaudien, vv. 33-111. 
85 See Ellebaut, Anticlaudien, vv. 990-1011. 
86 w. 1448-1509. 
87 w. 1510-1578. 
88 w. 1858-1888. 
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concerning the misadventure of Religion. 89 As described in Table 7.2, on their earthward 
journey, Prudence and Reason encounter Religion who is lying by the roadside stripped of 
her clothing and covered in bruises. Offering their help, Prudence and Reason enquire as to 

what has happened. Religion describes how, on her way to the council of Virtues, she 

encountered Treason who invited her to pass the night at her house. 90 Whilst there, a 

congress of the seven deadly sins was assembled, and the evening was spent with each one 
boasting of their exploits. 91 Religion was called upon to judge as to who was the best (or 

rather worst) and, despite her attempts at diplomacy, answered incorrectly and was then 

beaten by the Vices and thrown out. 92 Having heard the account of her misfortunes, 
Prudence and Reason invite Religion to join them on their journey back to earth, 93 

entertaining themselves with a discussion on the nature of sin. They denounce pride and 

envy, 94 at which point the narrative suddenly terminates. It seems that the author intended 

to continue his narrative, outlining each of the seven deadly sins in turn, but either he or 
the scribe ̀ lacked the perseverance' to complete the work. 95 

Despite the various digressions and alterations, it is certain that the French poet 
based his poem on the Anticlaudianus and merely adapted it in order to make it more 

attractive and accessible to those for whom he wrote. Compared with his Latin model, the 

author of the Anticlaudien eradicates passages of a learned and speculative nature and 

removes the rhetorical devices and descriptive passages which give the Anticlaudianus its 

particular character. In their place, he adds sections of edifying discussion, several of 

which outline the basic tenets of the Christian faith regarding sin and salvation, as well as 
denouncing various vices. The Anticlaudien is characterised by a didactic quality which is 

missing from the Anticlaudianus and represents an attempt to unravel the allegory of the 

Latin original, reinforcing its message with monologues of moralising intent. When 

compared with the Ludus, another adaptation of the Anticlaudianus, it becomes clear that 

the Anticlaudien embodies a further simplification of the original. Where the Ludus 

replaces the scholastic character of the Anticlaudianus with a more practical style, the 

Anticlaudien takes this one stage further, conjuring up from the original material a moral 
tale of drama, adventure and action, in which excitement is the key. 

89 See vv. 2168 to end. 
90 vv. 2306-2332. 
91 vv. 2416-2794. 
92 vv. 2824-2837. 
93 vv. 2858-2928. 
94 vv. 3110-3336; vv. 3337-3408. 
95 Creighton, Anticlaudien, 7. 
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In the original prologue with which the Ludus-Anticlaudien begins, the author 

justifies his vernacular translation of the `Anticlaudianus'. Outlining his artistic agenda, he 

specifies the changes made to the original, claiming to have retained what is clear and 

understandable (cler est a entendre), 96 gathered ̀ flowers' of esteemed opinion (les fleurs 

des sentences prisies), 97 and embellished the work with certain words or sayings (dis) 98 

Following the prologue, as detailed in Table 7.2, the author introduces the poetic fiction of 

a dream, a device not found in either the Anticlaudianus or the Ludus but in fact borrowed 

from another of Alan's works, the De Planctu Naturae. 99 From this point in the narrative, 

the Ludus-Anticlaudien follows the plot of the Ludus rather than that of the Anticlaudianus, 

although on occasion this is supplemented by recourse to other works. The description of 
Nature's palace is modelled upon that found in the Ludus but in his portrayal of Nature the 

author returns to the De Planctu Naturae for additional detail. loo Throughout the 

assembling of the council of the Virtues, the French poet adheres closely to the framework 

of the Latin original. lol Similarly, Nature's complaint relies heavily on the account 

supplied in the Ludus, but here it has been amplified for the sake of clarification, 102 with an 

emphasis upon the part played by sin in the evil of human nature. 103 Unlike the 

Anticlaudianus and the Anticlaudien, the author inserts the debate between Flesh and Spirit 

as viewed in Reason's mirror, which first appears in the Ludus. 104 When describing the 

Liberal Arts, in an attempt to simplify this theoretical passage, the author excludes various 

technical terms used in the Ludus and, in their place, employs concrete examples taken 

from everyday situations with which his audience would have been more familiar. '05 

The clearest indication of the relationship between the Ludus and the Ludus- 

Anticlaudien is the inclusion of lyric insertions by the French poet, the first of which is 

inserted into the narrative as Music constructs a wheel for the chariot. 106 Whereas in the 

Ludus, Adam inserts thirty-eight musical items, the Ludus Anticlaudien contains 

approximately eighteen pieces. It is difficult to determine exact numbers as the songs are 

96 w. 41-42. 
97 vv. 43-46. 
98 vv. 47-48; Rastatter, Ludus-Anticlaudien, xxxix. 
9' vv. 55-72. 
100 vv. 73-284. 
101 vv. 421-460. 
102 vv. 485-492. 
103 See v. 504. 
104 vv. 687-750. The invective against the immorality of the clergy also appears in MS A although in the 
versions recorded in manuscripts B and C it has been omitted: see MS A, w. 787-882- 
105 `v 1081-1508. 
106 w. 1401-1428. 



sometimes given in indirect speech, without any rubrication or announcement, and there is 

no musical notation supplied for any of the lyric items. Of the songs that are included, they 

are generally `free renditions' of the chansons and hymns of the Latin Ludus. 107 As in the 

Ludus, the lyric insertions are included in the narrative in two main sections, the first while 

Prudence is in heaven and the second when the Virtues endow the Perfect Man with their 

gifts. 108 The majority of the liturgical chants have been incorporated into the text in an 
indirect style, following on directly and blending with the narrative verse which precedes 

them. 109 In the Ludus, these songs are heard by Prudence rising from earth and are 

subsequently revealed to be the voice of the poet. However, in the Ludus-Anticlaudien they 

are attributed to Prudence who sings to the various saints whom she passes. Whilst lacking 

in musical merit, the appearance of lyric items within the narrative framework of the 

Ludus-Anticlaudien proves conclusively that, rather than translating the Anticlaudianus, 

the French poet had before his eyes the Latin Ludus of Adam de la Bassee. 1l° 

Following this first lyric-interpolated passage, Prudence is escorted into the 

presence of God. The original discussion between them as found in the Ludus is provided 
here with a didactic commentary, in which Christ is proclaimed as the one and only route 

to salvation. " Later, once the Perfect Man has been created, Nature invites the Virtues to 

step forward in turn and make an offering. ' 12 Whilst following the overall structure of the 

Ludus, the author introduces a number of original proverbs and maxims which serve to 

emphasise the moral instruction represented by the Virtues' gifts. 113 For his account of 
Fortune and her dwelling place, 114 the author of the Ludus-Anticlaudien looks to the 

Roman de la Rose. "5 At this point in the narrative, the author abandons the text of the 

Ludus and turns instead to the Anticlaudianus; this is revealed in the description of the 

107 Rastatter, Ludus-Anticlaudien, vi. Rastafter explains that, although the French poet sometimes retained the 
form of the Latin originals, he was `never concerned about an exact reproduction of the rhythms': see Ludus- 
Anticlaudien, lxxv. 
108 See w. 2155-2763 and w. 3604-4723. 
109 See, for example, the items sung to the Saints vv. 2155-2170, vv. 2181-2196, the Martyrs w. 2207-2222, 
the Apostles w. 2241-2252, Mary Magdalene w. 2253-2260, the Prophets w. 2269-2280, the Patriarchs w. 
2376-2393, the Archangels w. 2442-2461. For a direct comparison of four of the lyric items with their 
originals in the Ludus, see Bossuat, Pretendue Traduction, 273-276. 
110 Rastatter, Ludus-Anticlaudien, xlix. 
"' vv. 3030-3058 and vv. 3120-3123. 
112 vv. 3580-4634. 
113 See v. 3674 and v. 4132. 
114 Given in vv. 4377-4686. 
115 Cf. Guillaume de Lorris and Jean de Meun, Le Roman de la Rose, ed. Felix Lecoy, 3 vols. (Paris, 1965- 
70), vv. 5920-6118. 
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Vices, where Poverty has been reinstated at the head of a group of Vices. 116 The French 

poet continues to follow the Anticlaudianus throughout the battle between the Virtues and 

Vices until reaching the end of the work, at which point he returns to the Ludus, 

concluding his narrative with the retirement of the Perfect Man to the cloister. 17 

Despite claiming in the prologue to be translating the Anticlaudianus, it is evident 

that the French author found the inspiration for his work in Adam's Ludus. The outline of 

the Ludus is adhered to closely, with the occasional recourse to the Anticlaudianus for 

those parts deemed by the French poet to be incorrect or insufficient. In an effort to 

simplify the Ludus, the translator has retained the gist of the Latin quatrains but removed 

any literary conceits, technical terms, mythological names and references, and any 

remaining speculative passages. 118 The tone of the work is rendered more popular with the 

insertion of numerous proverbs and the source of the extra-textual references is now a 

group of familiar Bible stories. 119 The artistic agenda of the French poet appears to have 

been one of clarification and his addition of passages of commentary and explication 

reflects an authorial desire to expound the central allegory of the work and the Christian 

principles and doctrine which lie behind it. 

Figure 7.1 summarises the various relationships between the group of works which 

can all be traced back to Claudianus' In Rufinum. 120 The diagram maps out the two separate, 

although related, branches of transmission: one based upon the Anticlaudianus and the other 
based upon the Ludus. These two strands represent different needs of transmission and 

reception, with each work intended for a specific audience. Focussing upon the three works 

to be traced directly or indirectly back to the Anticlaudianus, each one denotes a desire on 

the part of the author to make known the great poem of magister Alanus and to provide a 

particular audience with access to, and understanding and enjoyment of, the thought of one 

116 w 4904-4905. 
1 17 w. 6166-6207. 
118 Rastatter, Ludus-Anticlaudien, xlii. 
119 See w. 1013-1016 and 1021-1040. 
120 The works written in Latin are depicted by underlined titles - those not underlined are written in Old 
French. The exception is Gottes Zukunft which is in German. Written by Heinrich von Neustadt, this poem 
was composed early in the fourteenth century and has been edited twice, by Joseph Stobl (Vienna, 1875) and 
Samuel Singer (Berlin, 1906). For the first part of Book I, the poet utilises as his source the Anticlaudianus 
but for the rest of Book I and Books II and III he turns to the Golden Legend of Jacobus Voragine and the 
Vita Mariae Rhythmica. Book I `ends with the birth of Christ; Book II deals with the life, death, and 
resurrection of Christ; Book III talks of the various comings of God, the final one being his coming in 
judgement at the end of the world', Rastatter, Ludus-Anticlaudien, lxxvi. For more information, see ibid., 
lxxvi-lxxvii. 



of the great minds of the twelfth century. Adam's rewriting of the Anticlaudianus, whilst not 

a translation in the truest sense of the word, signifies an effort to `translate' the complexities 

and speculative thought into a work of consolation, education and edification for himself and 
for the members of the community at St Pierre. Written in Latin and containing numerous 

evocations of Scripture, liturgy and ritual, the Ludus recasts the Anticlaudianus within a 
Christian framework particularly suitable for an audience for whom the Church formed an 
intrinsic part of daily life. Ellebaut and the author of the French Ludus-Anticlaudien both 

identified a need for the Latin originals to be made accessible to the ̀ laie gent', more familiar 

with vernacular tales of love, romance and adventure or popular writings on the saints, than 

with works of a philosophical and theological nature. To this end, both French translations 

are replete with entertaining drama and action or didactic moralising and Christian doctrine, 

elements which would have been far more recognisable to an audience of laymen and 

women than the Latin rhetoric of Alan and Adam. 

In Ru inum 
Claudius Claudianus 

Anticlaudianus 
Alan of Lille 

Anticlaudien Lud us super Anticlaudianum 
Ellebaut Adam de la Bassde 

7 

f/ 

(De Planctu Naturae) 
Alan of Lille 

Gottes Zukunft Ludus-Anticlaudien 
Heinrich von Neustadt Monk from Cysoing 

-I-- 
/ 

--- ) MS x 

MS A (10047) MS B (1634) MSC (1149) 

Figure 7.1: Diagram of works based upon Claudianus' In Rufinum 

Reproduced from Paul. H. Rastafter, Ludus-Anticlaudien, plate between pages li and Iii. 



Within this chain of related works, the Ludus plays a central role. Representative of 

an initial attempt to re-write the Anticlaudianus, transforming its philosophical allegory 
into one which represents the heart of the Christian faith, it exposed the potential of Alan's 

work and revealed the creative possibilities inherent in its material. It is not clear whether 

Ellebaut was aware of the Ludus or whether either author was influenced by the other's 

work, but it is certain that the author of the French Ludus-Anticlaudien recognised the 

literary significance of Adam's work and set about rendering it available to a wider and 
less-educated audience equally in need of spiritual guidance. In an affirmation of the moral 

worth of the Ludus, the author of the Ludus-Anticlaudien - anticipating criticism for his 

vernacular translation - declares that, far from denigrating the original, it will increase the 

scope of its effectiveness and prove a font of edification for all who read it. 121 Adam's 

work, which began as an exercise of distraction and a means of personal consolation, thus 

went on to inspire a vast audience of both clergy and laity to embark with him upon a 
journey of the soul. 

III: The Ludus and the Tradition of Lyric Interpolation 

The influence of the Ludus is not confined to the group of narrative poems which 

adapt or translate the Anticlaudianus, but reaches far wider, encompassing numerous other 

works within the lyric-interpolated tradition. Often viewed as something of an oddity 

within this tradition, the impact of the Ludus has frequently been underestimated and its 

literary and musical merits sidelined in favour of works produced in the vernacular. 
Despite its status as one of the seminal works in this tradition, the Ludus has repeatedly 
been overlooked, warranting little more than a footnote in studies of other lyric- 

interpolated romans. 122 Yet, the influence of the Ludus can be discerned in a number of 

works, many of which were produced in the Arras region, demonstrating that its artistic 
legacy was more far-reaching than is often believed. Indeed, as a precursor to the Roman 

de Fauvel - rightly considered as the pinnacle of the lyric-interpolated tradition - the 

Ludus is a key work in understanding the complexities of this corpus. 

121 `Aucunes gens souvent argüent / aucuns clers pour chou qu'il tramüent / latin en roumant pour entendre / 
le laie gent et miex apprendre ... dedens les vers ay volut prendre / the que plus cler est a entendre. / Et si y 
ai aussi quellies / les fleurs des sentences prisies / qui a men ceur sont delitables / et a autrui sont 
pourfitables' (People often argue that clerics shouldn't translate the Latin into a roman to teach the lay people 
so that they can better understand ... out of these verses I have wished to take the ones which are most clear 
to understand, the flowers of prized sentences which are delightful to my heart and profitable to others), 
Ludus-Anticlaudien, w. 1-4,41-6; Rastafter, Ludus-Anticlaudien, xxxviii. 
122 See Introduction, 14-15 and Chapter 2,54 for more detail. 



As noted in Chapter 1, the last quarter of the thirteenth century witnessed the 

production of a collection of works by a group of composers all associated with Arras. 123 

Included among these works are Adam de la Halle's Jeu de Robin et de Marion, 124 

Jacquemars Gielee's Renart le Nouvel, 125 Jacques Bretel's Le Tournoi de Chauvency, La 

Court de Paradis, the anonymous continuation of Mahieu le Poirier's Le Court d'Amours 

and, of course, the Ludus. In addition to their similarities of date and provenance, these 

works are united through a common use of musical and textual material. This is 

exemplified in the shared citation of an intertextual web of refrains which weaves links 

between these works, the manuscripts in which they are copied and their authors. 126 

Demonstrated by this shared employment of refrains within literary texts is a common 
desire to experiment with the combining of lyric and narrative components, 127 used to great 

effect within the Ludus. As these various authors explored the juxtaposition of lyric verse 

and narrative text, they created new and innovative methods of utilising music within a 

narrative context - techniques which lie at the heart of the lyric-interpolated tradition. 

This `Arras group' of works is further unified through the collective use of a 

number of compilatory techniques, many of which are exploited by Adam in the Ludus. 

Particular connections can be detected, especially in terms of structure and the employment 

of lyric insertions, between the Ludus, the Court de Paradis and Renart le Nouvel. In the 

version of Renart le Nouvel preserved in Paris, Bibliotheque Nationale de France, f. fr. 

1593, the refrains are all copied out in their entirety, complete with musical notation, just 

as Adam includes music for each of his insertions. This is in direct contrast to many other 

works within this tradition which merely supply titles or incipits. 128 Butterfield states that 

MS 1593 has the `appearance of a playbook' as, preceding each refrain, a marginal rubric 

specifies the character to which the song is attributed. 129 Again, this recalls the Ludus with 
its advanced system of rubrication providing not only the name of the character singing but 

123 Ardis Butterfield has made an extensive study of this group of works and it is upon this study that I draw 
for this section in order to demonstrate the centrality of the Ludus to literary and musical composition in this 
area at the end of the thirteenth century; see ̀ The Refrain and the Transformation of Genre in the Roman de 
Fauvel', in Bent and Wathey (eds. ), Fauvel Studies, 105-159. 
124 c. 1283-7 
125 The manuscripts in which this work is preserved have been dated internally to 1288,1289,1290 and 1292. 
126 In her study of this group of works, Butterfield provides various examples of refrains which are cited in 
numerous narrative and non-narrative settings, several of which also appear within the interpolations of 
Fauvel. She gives the example of an anonymous salut d'amour which shares refrains with La Tournoi, 
Renart le Nouvel, Le Court d'Amours, Le Jeu de la Feuillee, Robin et Marion, Le Roman de la Violette, Le 
Roman de la Poire and Fauvel: see Butterfield, `Refrain', 114. 
127 Butterfield, `Refrain', 114. 
128 For an example of this, see Jean Renart's Guillaume de Dole. 
129 Butterfield, `Refrain', 115. 



the source upon which the song is based. This desire for clarity of presentation is reflected 

in a joint concern over the appearance of the two works, with both MS 1593 and the Ludus 

manuscript displaying evidence of much scribal correction and annotation, 130 in an effort to 

facilitate an easier navigation of the text. 

The Court de Paradis similarly echoes compositional strategies present in the 

Ludus. As explored in Chapter 4, the Court de Paradis, like much of the Ludus, is set in 

heaven and possesses a semi-sacred subject matter. In his employment of secular musical 
insertions within his `religious' narrative, the compiler of the Court de Paradis 

experiments with the interplay between sacred and profane. Like Adam, he exploits the 

shared iconography of love in order to reconcile the secular subject matter of his cited 

refrains with the religious character of his narrative. 131 In the Court de Paradis and Renart 

le Nouvel, as in the Ludus, the lyric insertions fulfil a vital role in the semantic construction 

of each work, guiding and shaping the direction of the narrative and encapsulating many of 

the key themes and motifs. In addition, all three works explore different methods of 

combining their lyric and narrative components, bringing them into dialogue or 

confrontation with each other in a variety of ways, adding further subtexts to the narrative. 
Considered together, these ̀ Arras' works represent a collective determination on the part 

of their authors to experiment with the employment of music as a central signifying factor 

within a narrative context, expanding the resonances of their works and increasing the 

layers of meaning. 

It is within this climate of creative experimentation that Adam and his Ludus had a 

considerable impact. Examined as a group, these works portray a number of connections, 

suggesting that the various authors were knowledgeable of each others' works, perhaps 

forming a circle of writers between whom ideas, material and inspiration were circulated 

and exchanged. 132 Certainly, it is likely that they would have come into contact with one 

another at gatherings of the various puys held in the locality. As a product of the `Arras 

group', the Ludus was greatly influential in developing a number of compositional 

techniques and methods. These include the juxtaposition of different generic elements in 

dialogue, the use of musical and textual citation as a `tool' to evoke other texts and 

contexts and widen the work's frame of reference, and the employment of musical 

13° Ibid., 116. 
131 For more detail, see Chapter 4,213-14. 
132 See Butterfield, 'Refrain', 114. 
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insertions to reveal additional interpretative threads, unlocking the hidden meaning of a 

work. I believe that Adam was at the centre of this creative movement and that the Ludus, 

occupying a prominent position within this reinvention of narrative principles, was 

extremely influential in inspiring and shaping a musical and literary tradition which would 

find its greatest expression in the Roman de Fauvel. 

IV: The Ludus and Fauvel 

Despite the numerous similarities which exist between the Ludus and Fauvel, their 

relationship has received little attention even though the Ludus played a key role within the 

development of techniques of composition and interpolation that were to have a 

considerable influence upon the compilers of the Fauvel manuscript, Paris, Bibliotheque 

Nationale de France, f. fr. 146. Written around thirty years earlier, the Ludus exhibits 

numerous techniques in embryonic form that were to reach fruition in Fauvel. In 

conjunction with the circle of writers based around Arras, Adam de la Bassee can be 

credited with exploring and expounding new and exciting methods of employing musical 
insertions within a narrative framework to fulfil numerous functions which radically alter 

the nature of the work. It seems without doubt that these innovations, unique to this small 

group of extant works, were to create a literary and musical legacy that would be forever 

preserved within the pages of MS 146. 

Comparisons between Fauvel and other lyric-interpolated works are fraught with 
difficulty as, in many respects, they are so fundamentally different given the `sheer size 

and complexity' of Fauvel. 133 However, there are several points of connection which 

reveal the Ludus' position within the ancestry of Fauvel, confirming its status as a 

precedent. The first of these connections is the nature and range of the musical items 

selected. Few other works display such a `broad spectrum of genre' in the insertions 

employed. 134 Within the lyric-interpolated tradition, the majority of narratives contain a 

single type of citation, often refrains or rondets, such as the thirty-five refrains used in Le 

Tournai de Chauvency and the fifty-four of the Prison d'Amours. 135 Examples of works 

exist which contain a wider variety of insertions, for instance Guillaume de Dole with its 

`33 Ibid., 112. 
134 Ibid. 
135 See Ardis Butterfield, Poetry and Music in Medieval France: From Jean Renart to Guillaume de Machaut 
(Cambridge, 2002), 305 and 309. 
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refrains, trouvere chansons, chansons de toile, rondeaux and a chanson d'histoire. 136 Yet 

even these cannot compare with the array of insertions used in the Ludus, drawn from both 

sacred and profane repertories, and encompassing liturgical hymns and chants, chansons, a 

pastourelle, a motet and two contemporary dance-songs. Fauvel is similarly characterised 

by a huge variety of insertions ranging from snippets of ancient liturgical chant to motets 

which demonstrate the beginnings of the Ars Nova in their rhythmic notation and 

compositional techniques. 137 In both works, this diversity is used to creative effect and 

serves a symbolic function within the narrative. In the Ludus, the combining of sacred and 

profane, ancient and modem, pre-existing music and newly-composed text, echoes the 

union of human and divine, flesh and spirit embodied in the Perfect Man, whilst 

throughout Fauvel, `old' music is renewed and new compositions mimic established 

compositional practices, embodying the theme of reversal which dominates the narrative. 

Both authors play with generic and formal boundaries, successfully exploiting the various 

dichotomies between sacred and secular, ancient and contemporary, pre-existing and 

newly-composed, in order to confirm important topoi and reinforce narrative threads. 

The greatest influence of the Ludus upon Fauvel is exhibited in the many ways in 

which the musical insertions are utilised within its narrative structure. In the majority of the 

other works in this tradition, the inserted musical items function as a means of decoration 

and entertainment, causing the work to be more appealing if read (and sung) aloud. 

However, in the Ludus as in Fauvel, the musical insertions become an essential element of 

the work's signifying system, without which several layers of meaning would be lost. 

Previous chapters have identified numerous similarities in the ways both works employ their 

insertions: as a means of characterisation (distinguishing either between ̀ good' and ̀ bad' or 

`religious' and `secular' characters), in order to refer to particular liturgical festivals and to 

map out time frames, to provide commentary upon the central narrative, and to reinforce 

their themes. Furthermore, as discussed in Chapter 3, the Ludus pioneered the ̀ juxtaposition' 

method of insertion which is used to a much greater extent within Fauvel. 138 Copied into the 

manuscript in the manner of an illumination, without a cue or an introduction, such insertions 

136 Ibid., 310. See also Gerbert de Montreiul's Le Roman de la Violette which includes chansons, refrains, a 
chanson de toile and a laisse: ibid., 307. 
137 Fauvel and the Ludus are similarly distinguished within the tradition of lyric-interpolation due to their 
inclusion of polyphony. Fauvel includes a large number of polyphonic motets, whilst the Ludus contains a 
two-part Agnus and a motet for two voices. The only other works in this tradition to contain polyphonic as 
well as monophonic musical insertions are Gautier de Coinci's Miracles de Nostre Dame and Guillaume de 
Machaut's Le Voir Dit and Le Remede. 
138 See Chapter 3,115-16 for more details. 
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no longer simply represent a performance event but are transformed into a musical gloss 

upon the work, designed to be studied in conjunction with the narrative. 

As demonstrated throughout this study, Adam employs his musical insertions to 

emphasise the central concepts of his allegorical narrative through extra-textual or extra- 

musical associations, to expand on the core tenets expressed through the narrative, to 

highlight significant characters and to reinforce elements of the action depicted. This 

manner of utilising insertions reaches its peak in Fauvel, in which the musical items 

provide vital keys for unlocking the complex web of allusions woven throughout the 

narrative. Indeed, it is this sheer variety of functions served by the musical interpolations 

that distinguishes Fauvel from the other works in this tradition. In both the Ludus and 
Fauvel, the musical insertions achieve their desired effect through allusion to, and 

evocation of, various resonances derived from their form, genre, original text and original 

context. The success of both works relies on their readers' awareness of the references 
being made through the citation of particular melodies. Thus, a complete comprehension of 

the Ludus and Fauvel demands a degree of effort on the part of the readers who are 

required to recognise and recall the histories of the citations, forge connections with the 

new context and probe the narrative surface to discover the interpretative layers which lie 

beneath. This technique of intertextual citation, whilst seen on a basic level in works like 

Guillaume de Dole, reaches a new level of sophistication and complexity in the Ludus, and 

was to have a major impact upon the compilers of Fauvel. 

It is clear that the Ludus can rightly be considered as a forerunner of Fauvel and 
holds a prominent place in its heritage. Begun as a pastime, Adam's Ludus was to influence 

this work which has intrigued and captivated the attention of music and literary scholars 

alike. In his imaginative and innovative employment of music within a narrative context, 
Adam developed various compilatory techniques and methods of insertion which were later 

to be used with tremendous effect within Fauvel. The connections between the Ludus and 

other works produced in the Arras area, such as the animal satire Renart le Nouvel (another 

important precursor to Fauvel) reveals Adam to be at the forefront of a literary and musical 

movement of experimentation and re-creation. This creative movement would challenge the 
boundaries of lyric and narrative, song and speech, for years to come and would exert a 

profound effect upon the direction taken by lyric-interpolated narratives, culminating in the 
Roman de Fauvel, in which this tradition reached its height. 
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V: Conclusion: The 'Contemplation of Truth' - Interpreting the Ludus 

In her essay entitled `Rex ioians, Tonnes, iolis: Louis X, Philip V, and the Livres de 

Fauvel', Elizabeth A. R. Brown discusses the identity of the Roman de Fauvel as a `Mirror 

of Princes'. 139 Written for the two sons of King Philip the Fair of France, she explains how 

Fauvel was created as a text depicting good and bad kingship with the intention of serving 

as a model for a future ruler. Here too, it is possible to draw a parallel with the Ludus. As 

noted at the end of Chapter 6, the Ludus is designed in such a way that it can be read as a 

vademecum, within which much of the `guidance' is provided by the musical interpolations 

themselves. However, unlike Fauvel, it is not a guidebook for a king but instead offers 
instruction as to how to live a life of morality and virtue. Within this context, the narrative 

with its allegorical representation of the journey of the Christian soul in search of salvation 

serves as the perfect framework around which Adam could weave his moral and spiritual 

education. 

The guidance provided by the musical insertions assumes a number of different 

forms, with each individual insertion selected or created specifically for a particular 
location within the narrative and ascribed its own unique function. The insertions based on 

secular models are unified through their emphasis on love in its various guises. Utilising 

the allegory of love, they form a secular counterpart to the sacred love between God and 
Man as depicted in the narrative. Offering teaching on the importance of selfless and 

unconditional love in a life of virtue, they chart the progression by which one can 

transform love of oneself, through love of others, into the pure love of God - from amor to 

caritas. The liturgical items also map out a journey, a literary pilgrimage which echoes the 

allegorical voyage portrayed in the narrative. Throughout this pilgrimage, the insertions 

provide a moment of stasis, of reflection and meditation, functioning as `stations' which 

commemorate the central actions and events in the life of Christ. Drawing on their 
liturgical resonances, these items evoke specific ritual actions which embody redemptive 

power and provide a model for salvation. Together, the musical insertions, through their 

ability to bind, control, guide and heal, facilitate moral and spiritual improvement, 

harmonising and purifying the soul and guiding it on the path towards holiness. 

139 Elizabeth A. R. Brown, `Rex ioians, ionnes, iolis: Louis X, Philip V, and the Livres de Fauvel', in Bent 
and Wathey (eds. ), Fauvel Studies, 53-72. 
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Reading the Ludus is a strange and rather contradictory process, on the one hand 

light-hearted and entertaining whilst, on the other, far more serious, occasionally 

admonishing, and often edifying. As discussed in Chapter 2, it appears that the Ludus was 

created for a two-fold method of reception - hearing and reading -a model that is most at 
home within a clerical context. In the same way, I believe that the Ludus was designed to 

serve a dual purpose, at once both entertaining and educational, offering its readers 
`serious amusement'. 140 Certainly this seems true of the way Adam viewed his own work. 
In the prologue, we have seen that he states that he re-wrote the Anticlaudianus as a means 

of entertaining himself whilst he was ill and yet it has become evident that the Ludus was 

much more to Adam than this. Through his musical insertions, Adam sought to find 

consolation, comfort and perhaps even healing from his illness, as well as hope for the life 

yet to come. We can assume that the Ludus would have been received in a similar manner 
by the community at St Pierre. Without doubt they would have found the narrative 

pleasing, would have been captivated by the various personified characters, fascinated by 

its plot and entranced by the beauty of the insertions. Yet they too, drawing on their 

knowledge of Scripture and the liturgy, as well as their recognition of local trouvere 

melodies, would have searched beneath the surface of the Ludus to discover its deeper 

layers of significance. For them, the Perfect Man depicted in the Ludus -a figure of Christ 

- would have become not merely a model of a good Christian but an archetype of a perfect 

priest. In his re-creation of the Anticlaudianus, Adam subtly reshaped the Perfect Man in 

order that he might serve as an example for the community at St Pierre to follow in order to 

live lives of holiness and purity as Christ's representatives on earth. 

Nowhere is this conception of the Ludus as ̀ serious amusement' seen more clearly 
than in the musical insertions themselves. Their role within the Ludus is reminiscent of the 
description of Music given in Martianus Capella's De Nuptiis. In the final part of the work, 
following the wedding of Mercury and Philology, there is a detailed description of the 

seven bridesmaids - the Liberal Arts - who each (rather like the Virtues in the Ludus) 

present an offering and give an account of their art. Having heard from the first six, Music 

is the last to step forward. Some of the gods are impatient to carry on with the nuptial feast, 

but Jupiter points out the value of listening to her, saying that `it will be both a pleasure 

140 This phrase was initially employed by Brown to describe Fauvel: see ̀ Rex ioians, ionnes, iolis', 54. 

322 



and a profit to listen to this maiden'. '4' This phrase, I believe, summarises accurately the 

role played by the music within the Ludus. Undoubtedly, the inclusion of the music adds a 

pleasurable dimension to Adam's work. In the De Nuptiis, as Music steps forward, `a 

sweet new sound burst forth, ... surpassing the delight of all sounds'. 142 The gods are 

instantly delighted and enchanted as they listen with great pleasure to Music's song. 

Similarly, in the Ludus, music serves as a means of entertainment and renders the work 

immediately attractive, appealing to those who might appreciate the Ludus through an 

aural medium. However, in the De Nuptiis, when Music has finished her song, she begins 

her discourse in defence of her art. Having captured the attention of her audience, Music 

proclaims the various powers of her art, to enliven, to encourage, to calm, to heal and to 

deliver. In the same way, the music in the Ludus has a profitable effect upon all those who 

read the work and engage with its insertions. It is instructional and didactic, exerting an 

improving effect upon body, mind and soul. In many respects, the Ludus adheres to the 

conventions of the lyric-interpolated tradition whereby music is used to `embroider' the 

narrative and provide a degree of amusement for its readers and listeners. And yet, it 

cannot simply be viewed as mere entertainment as the music functions on many deeper 

levels and possesses a far more `serious' purpose, that of edification, education, and moral 

and spiritual enhancement. 

Throughout the preceding chapters, the Ludus and its insertions have been studied 
from various perspectives, and a number of different interpretations have been proposed as 

to its meaning and purpose, all of which are united through the reading of the work as a 

guidebook for morality, a `Mirror of the Clergy'. This interpretation does not negate or 
diminish the other readings that have been discerned and explored. Indeed, a full 

understanding of the Ludus reveals that it is quite the opposite. As with many works to be 

created at this time, the Ludus is a complex web of references, citations and allusions that 

enables it to operate on several levels and offer multiple readings, thereby appealing to a 

number of different audiences. This conception of a work which embodies a multitude of 

meanings is evident in Adam's model, the Anticlaudianus. In the prologue to his work, 

Alan of Lille explains his intention that the Anticlaudianus should contain within it a 

number of meanings, meanings that are related and yet different from one another. He 

141 Martianus Capella, De Nuptiis Mercuric et Philologiae, ed. James Willis (Leipzig, 1983), Book VIII, 900, 
translation from Martianus Capella and the Seven Liberal Arts: Volume IT The Marriage of Philology and Mercury, 
trans. William Harris Stahl and Richard Johnson with E. L. Burge (New York, 1977), 349; emphasis added. 
142 De Nuptiis, Book VIII, 905, translation from Martianus Capella, trans. Stahl et al, 350-1. 
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proposes that, like Scripture, it should be interpreted on a literal, moral and allegorical 

level. '43 Each of these meanings will have its own specific method of interpretation, will 

appeal to a different type of audience and will serve a particular purpose ranging from 

simple entertainment to intellectual advancement: ̀ For in this work the sweetness of the 

literal sense will soothe the ears of boys, the moral instruction will inspire the mind on the 

road to perfection, the sharper subtlety of the allegory will whet the advanced intellect'. '44 

For Alan, it was the third of these readings that was the `proper' sense, although he 

accepted that it would not be appreciated by everyone who read or heard the 

Anticlaudianus. Therefore, in order to prevent `the pearl, trampled under the feet of swine' 
being lost, he declares that he has hidden this nugget of truth deep within the core of the 

work, under layers of different and difficult interpretations, in order to hide it from the 

gaze of those who are unworthy. '45 Only those who are prepared to engage with the work 

and `wrestle' with the challenges posed will truly understand it. 146 The Anticlaudianus is 

thus to be `approached by a narrow way, and only those who are ambitious to grasp what is 

above the heavens ... will derive full benefit from reading it'. 147 

It seems certain that the Ludus was also composed in such a manner. In his 

rewriting of the Anticlaudianus, Adam has woven together out of elements old and new, 

sacred and secular, lyric and narrative, a work which communicates on many different 

levels, through different layers of meaning, and which can therefore be read and 

comprehended in a variety of different, although interconnected, ways. Each of these 

`readings' offered by the Ludus draws on a particular aspect of the work's resonance and 

requires a specific method of interpretation. These different layers of meaning - the 

allegory of the text, the moral instruction on virtues and vices, the teaching on love in its 

many guises and the model for salvation - serve as rungs on a ladder, each of which must 
be fully understood before progressing to the next. Mastery of one `rung' of meaning 

enables the reader to ascend further and further until he has reached his destination which 
lies in a complete understanding of the Ludus. This is the hidden treasure buried deep 

within the Ludus which only those who are alive to its quest will discover. Along this 

143 See Anticlaudianus, Prose Prologue. 
144 ̀ In hoc etenim opere, litteralis sensus suavitas puerilem demulcebit auditum, moralis instructio 
perficientem imbuet sensum, acutior allegorie subtilitas proficientem acuet intellectum', Alan of Lille, 
Anticlaudianus, Prose Prologue; translation by James J. Sheridan, in Anticlaudianus or The Good and Perfect 
Man (Toronto, 1973), 40-1. 
145 See Gillian R. Evans, Alan of Lille Lille: The Frontiers of Theology in the Later Twelfth Century 
(Cambridge, 1983), 136. 
146 Ibid., 151. 
147 Ibid. 
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journey of the soul, the traveller is accompanied by the musical insertions which inform 

and aid his progress. 

Reading the Ludus is a progressive act through which one must engage with the 

musical interpolations, allowing them to guide and shape one's understanding of the work. 

Approaching the Ludus begins with lectio, a sensual experience of the work and 

particularly its music, through which one is captivated and compelled to explore further. 

This then leads inexorably to ruminatio, through which the mind and the soul are allowed 

to roam freely through the layers of interpretation in order to discover the multifaceted 
levels of meaning. The method of reading proposed by Hugh of St Victor, involving first 

lectio and then meditatio, is particularly pertinent to the Ludus, allowing its many facets of 

meaning to be apprehended. Having first engaged with the work on an analytical level, 

whereby its forms, structures and methods of signification are discerned, meditation then 

`delights to range along open ground, where it fixes its free gaze upon the contemplation of 

truth, drawing together now these, now those ideas, or now penetrating into profundities, 
leaving nothing doubtful, nothing obscure'. 148 Like the Anticlaudianus, the Ludus through 

its many semantic strata speaks to a wide range of audiences and contains a particular `gift' 

of knowledge to offer each one. Those who are merely seeking entertainment and 
distraction and who may access the work through an aural appreciation will find it 

appealing and engaging and will be delighted by the `sweet sound' of its musical 

insertions; those who wish for a tale of morality and virtue will not be disappointed and 

will find edification and education contained within its pages; and finally those who are 

willing and able to embark on the quest to discover the hidden truths at the heart of the 

work will find their path illuminated by the musical insertions, guiding them onward 

towards the healing and salvation that is promised throughout the Ludus. 

148 'delectatur enim quodam aperto decurrere spatio, ubi liberam contemplandae veritati aciem affigat, et 
nunc has, nunc illas rerum causas perstringere, nunc autem profunda quaeque penetrare, nihil anceps, nihil 
obscurum relinquere', Hugh of St Victor, Didascalicon: A Medieval Guide to the Arts (New York, 1991), III, 
7-10; translation by Jerome Taylor, in Mary Carruthers, The Book of Memory: A Study of Memory in 
Medieval Culture (Cambridge, 1990; repr. 1996), 162. 

325 



y 

"N 

NM 

ýN 

0 

0 
04 

M 

^I 
W 

A 

W rý 

ýr tv 

0 

a 

w 0 

0 

tv 04 

0 
U 

lu 

y 

r 
IT 

cm 
'e 
b4 

y 

tl 

r 
V 

1 

r 

IT 

7pN 

. 
(A 9) 10 

p~ p 
Uýt "Z yý 

,ýO 
O~ 

pbo [2 

ýJ MQ Z° 
2 

.5bO0p0bQ 
C7 Z 

... on "-ý 

GM .... t- bÄ Q" .C cri 1 s4 et 
ý, 

y 9,9 

13 Z0 3U I F. cCA 0. p., 'c3 rya c4 13 
`CýtC 

cu 
iz 9) 
W 

v 
b 

v Q 

N 

W 

0 
00 N 
. -r 

ýj 

w 0 

0) 

0 

0 Ä9Ru 

00 

UOG, 

0 
Uö 

ö 

OC'n 

NaýQä 

rn M 
c 

C. " 

(ý M 
C/1 ~ 

.: r td 

. 

w 

I 

N 

M 
00 
N 

00 

vý 

0 0 
I- aý 

C. c 

UC4 U 

0 

Q 

I. 
0 

0 
d 

0 

4.0 lu Od fj 
a 160 

E. ). 
. 

12 

ým ý "" 00 

ää c3 
v 

326 



mt 

v 

h 

N 

b 

ti 
"! q 

'e 
N 

tol 

b 
a 

IT 

c6.4 0 

ö°w :ba aýi C) °$ 
y -rte ,' bI 'ý 

ý Ly 4- yO vii iw0� 
v 

°ý' aý "N c äý o°" "v v>NUH aý 
,°o 

-o o J° oooc 

5E 

2,42 o eý oo ^ýý, °ovy "ý w oý 

öäß. "b m 
°o- 

°w g"r. o°ý 4. 
O aY' d 'y Qb U, 2 .2U 

*C 

.2ä *E 
'E 

tu 

-0 Z .r 4C 3 4. 
% 

° ý, 3 0ý, yo 
öýw 

U9o uß:. 
5 0 in ä2vv '3 5 

0 Qig 7. Z äti 
tn EÜ ý"v°' äu ib'CC. 

a" 
° ü8Z. Sl 'om 0 

0' `mod 
9ö 

'° ä. o°ö cad 'd 0 
g 

'geý a äß yam. "ývv °oo °t, 

0 Gor 
iOD V< U 'in Ob ýa 

cd 10 0 .ý E t2 

0 Ute +ý 

U 

O 

"týOj 

vO cd G. 

Le Cn 

ý" 
tea' Ob 02 

*1) cc c s= ov 
0 2u oein: r., w 3 
VOOUO2 

e5 

"ý OOQ, ý 

ew 
H 

bý cýS 
OD . cf 

UdU 

327 



r 
ýyV 

Vv 

V 

ýý 

«V 

ýv3 

V 

N 

off, b 

IT 

N 

te 
Z 
e 'b 

v 

IT 

1 a0 

b a) a ., o Uo 
U, 

. 
oA 

w° V obi °^ 

sz AA 

72 LO 
ý+ 

N i= "o y 

Gor 
A) 

2" ._c 2c 
Cn ä +. M 

Ü0 ä. CW' - 

.a .b 

78 

"0 9a 

0 
b ö 
w 

Z Z 
ýalýý 

-0 0 
,0QC 
aO 
"bb ýýW 

328 



Z N O 

a . t aL y 
_ _ 

72 r1 

C C v' "" krl == /5 "i , 
(U cý- -N I -T 

Ls 
L O 

4% 
E 

,ý i > 

v` O^ 4. > 
d) 

LN 

COC 
-fl Cri 

VS 

LC C> 

ff 

- t 
cC 3^ oC °O rc cG c oy �- 

. 
O Z V 

N - 
C. C z= CYßLv yL 

J 
=l.... 6! 

_y v 
_ 

ý 
= 

"n y C 

vE Cam 
ý as. >i ,,, 71 

M 6l L, "E 
6J ö -0 CC 

O 
C `O 

ca O 1.21 V V) 

O = _ äaä 
0a`; 

ä Vj L zz O 
_v r n 

z N L 
l1w tC 

Oa 
a ý+-- r1 

r1 

ca * 
"i- 

UO 
= - - 

" U 6! > 6J c0 i 

WD 

N _ v 
U 

'A OL_O 
C c... U 

-. U C c; 
vC 

. 
'n 

-0 e3 C ýn 
4 pq ß , 

E"4 " 3- ,, N : 11 -= V")Qa 
_ _ 

R O .D 4 cG 61 O U 
(i a F,,, ý. - v_ ff. 

%. 1 äyQ v: i ý-, r- A -a 7- 

O NvE- _c `` sIz UO = JJ 

6. . 

OCCJ.. 
N - -. 

03 

O w- c- V' ac = 
v= 3v E o 

ö `° Yoa. 3 Dvv 
v mo 

OO L' L (V is Miv "v ny 6ý -LOE ý 
.D- 
` 

OO 
UOý. 

0 
L 

- 7 ItLTG. cC ' ýn . 
! OiN v, 

ILI 

0. N in. ß'y 
> 

NCÜ VL_ O- 

vUi' 
O 7f1 61 NV0O OC C" Ow cC 

C 004 >-V vU eä UCt ca Ov I> 
a. 4. cC ,vmý. 'C Z 

vA C. U z VA a U> 

C 

tA 'C 

ör n' 
O - 

C CV V 
O C3 O 

o LL U7 ti' iw 
L U7 `' % 7. 

0 
Go 0 

329 



C 
6i 

'O 
3 
ti 

ü 
.ý 

Q 

O 
'O 
0 

C 
4+ 

R 
G+ 

0 

0 
e 

0 
v 
r.:. 
C 

Q 

J 

f G! 6J VI :/y 

-- 
ý' 1L 

GVo O cn 

sL R- t CC y ý_ J 
lUCU <- yß C- 

= .-yO 0 cc 
vn 

¢ca 

' - _ - L "- -t v L 

_ 
ý- _ 

.r 

0 
^ý 00 

00 
J 

c 

: 1ý 

-O 

cp 

n 
_y 
-ýi 

'v V 

j 

7v 

/ 

O1 

fn O 

"ý C 
ca L 

2 
L 

u .. 

M -, 00 

z_ - 

y a, 
CC L 

h 

uo 
d 
Lü 

Zü 

. ý, oö 0ö 

kr, 10 10 

y �v I 
x 

N3 

p 
. Y. U. _ 

n J L F- 
rJ� 

L R 
U> 

ý v 

:l- U- v1 

L 
lC 

r 

OE 

O 
Op 

cýa Qm ý °'ö 
N 

cc 'A CJ U NýM 
ä3 = N Ü= 

CC- > Q> Op4 

yOp 
v 

CO 

CO OT O vO 

at 
° 

40 R 
i = 

V iL yýQ 
C y 

äUC 
11 '8 -5 '0 

y 'ý L 
y' öQ 

t 
QQR 
Lw 

y 
yCO.. ý+ s L 6r 

- 
V y 
CL 

ß _ y L "E 
40 R CC C .R 

LL 
ZLG. 

Q 0ý ß 0r 
LEL 

RL a' 

CC 40- .. 

6i 
D G:. 

r". 
rl 

yLd 
-OC L7L 

L 
ýE 

L, 
Eö 'o s 
"a s 

üö 'fl 
ö 

330 



v 

ü 
.y 
C 

Q 

3 

C 
v 

.V 

R 
CV 
i:. ý 
C 

z 

0 
c R 

0 R 

Cs 

a 

=0R 
- 

u -2 
J O UC v CS LyR 

r, 
00 

-- 
- oo - - - v, VUo 

. 

Cl) 

M C, 5 
n äy 

t _R 
V1 v 

_ _ " 41 
NL 

v, o 
yrl vý ýy y 

cr vp 

C C$ 

LD 

C, c cvv 

> ; vV 

v 

5 ° -C 
VI T ('i U `ý (v R ý' "L 

LA yý l ý"' ýl "1 y CO 
r NU ý 2ý^ yL !Lv 

=y G f vn C> - v rte 
s 

R ti y , = v . n_ . _o 

t: CIZ 

,.. 
^L 

"c a 
L1v 

ti 
'r L' 

!J 

ýcn v s a. v ý p 

i 
R L 

n 
a5ný 

Cý 

o 
y 
py1 

ý v CR" r' U C 
. L v i c6 

R rte' ä 
-. 

- 
ýO 
- 

O 
r" , '- R R 

"ý Q! En 00 Vl 
U7 
(C 

a RR L_ 
OO ire 'C `ý L Cý 

«N+ 
U '. 

4 y7 ; J 1 w 
O rI'1 v y> > > OO V `"" 

;p O O' - - - Em `n 'O O R 
vs ,G - 

O co o0 
v= C^G 

C Ö 
yC 

rr', 

«`ý'. 

W) 
C 

CC 
V, 
C 

ý ,ýý rn C a y O 

bRD bD OC L +' 'C +ý+ '+ 
ß OL .+v, C. 

,ý .C 
tC LO L ti' 

a 
7 'ý R v 6r L 

v +- 
Oy 

fl u 
Q y+ ý CJ 

O vL 
C Cr C 

L 
L ;y +ý O 

OCw 
00 C 

y 
u C- a LL .C L 

=O 
U. "G et 

61 6! Q 
_ LR 

QE 

6j 
u . 

L CJ 
I 

�1 



Z., 

r'1 rte, ^Y - 
y 

"ý7 
C Vý 

n 

U> 
«, > E 

7 cz 
fý o7, GC 

A 
M > 

=ý V^ N 
" 

M 
c 
Gm vJ 

L 
`ý" 'O 

G' (`I 

O 
rý N V-. s 

5 " ly CQ 00 
Ö 

M N- . ýp ö yý =O 

> > > 
2m= > ü > 

> > > > ü ni C 

- `n 
O LV 

v 00 v 
v >. 0 i _0 O. 

. - - 
O 
O 

G 
0 

G 
O V 

Q, 
"C 

O 
0 _Lu 

-ý 
0 
0 

m m m 
> =rv. 
-GO W Cyyyý CO 

CD ß 

L ip O -Fj 
6J - CJ c 

E 

ä 
Vi Z 

r. + ö 
CQ CJ 
Ur IC ý' 

CC ß 
E i -F 

3 w. c s ý. 
Ua 

' CIO 3 
v' 

L a. ' 

.1 
L O a" 
Op O_ Vi 6! 

s' :E 
.C 

.. J y 
CN Ld 

yQ 

ýy 
L' 
O O 

CO OL 
U 

px r, aJ = L C+ cC UL w= v, N pd 

cc Ct su Q -Z E t W) M t u3 d ML 

3 32 

hý 



c 
d z 
0 

e 
Q 

0 

C 
6r 

'O 

R 
ü 
.ý 
C 
-t 

0 V 

GA 0 C 

_R 
9 
7 
R 

ü 

Q 

1i - 

- 

rl 

oc c 

ýi -r c 

t- r =R 
-ri `j 
=o 0 

o o ý- o 

Uý ý _ 61 -r H 
I 'L rJ- ý C 

may� 
yýL "'h ý 

ILI 

O 
0 

aý CG 

NM 

yO C °O 
v 1 = 

O> 
y 

RS > 
> 

p 
iO t) 

. 
L. >C v-' y cNC "t 

7) 
> 

DA 
z Sy 

cC 
y-C CC 7 

to r- CA 
0 y 

yN0 
C4 0 

L 

i7l 
L" a) a - 

Y. C m 
' i. s" rn > 

m 
-0- 

_- 
O 

N 
au > 
,N cN 

a Vn M> 
.. " - cts = 

N= 
`a E 

c 
_ m 

M 
00 

" m r- r C. 

3 n T 

> öyyN y v ý`a Y °' y ý °q 

U G" N 
vCOOv UR OA N rL 

s L 
00 

" 

m <Cs ' A F "v . 
'n lu 

ca ;> s rn 
v - 0. 2C - Q> f- . 00 

ý " p 

ý 

«+ OyC bD 

"> ý 

IM 
+ COa 

ß .. + C 
dL 

a 6ý 
S 

dL .' 
> C 

ý bD 
EpC 7 

41 y . 
V `ý 7 

a+ aý U RLtRd 
y y> V 

vi 
ö °- te y 'ý °' L o, wöä öL 

L 
a , ? 

'v ý sLE wýý ää y 
s 

y 
C- 

a iý mC- L 2 . R Ct aoC F- = d- 1 d 

ö 
K 0 

C' 
C' 

VVH 

7 

333 



C 
_ý 

:e v 
.y 
c 

Z 

0 
.ý 

C 
v_ 

'ý 

R 
V 

C 

0 
0 

0 
C 

_R 

7 
R 

ü 

C 

Q 

/aJ Nrf v Q` Vf = -(ýC o 

15 vy so 00 
«. -p Q rl -vO 

_ 
L' Ofl 6J cC 

�R 

ri Lv [p C y. vO 

r: 3 r. v Y 

i' rl 00 Cl 
00 fei 
- ri rl 

L 
V 

JN 
vy 

ý)1 v IO Oý 

cC d 
p 

v 
> 

1 
O 
O 

cC 
s N 

v cz] C's cC 
Li- .' 

- 
oj -M 

_O t> ö syO 
-O -C 

ca 

vä > V, v= 

vii 
tm > 00 

Ö uc c 
wt 

Qj 5i. > v, 

Ö 
_c 
v, O v 

aý 

!-). 2 

O 
O 

L 
=o r- 

Oyý 

, ný LL cc 
JCL 

7 ar ar pn 
L 
ý 

=" 
ýL = 

to 

OOL 
r' ýý 

U 6+ 
_C 

ý""ý ý 

"C Oi 

aj .-O CC O 6! `ý = a ca 
p - y - S =- 

ý.. u p 4. "- T 
O C 6+ bD C am 

. CC 
pC C_ 

i"ý v, 
"i- 

U 
is 

,nw 
ß 

.n 
is 

E 
= 

� 

'_ =. E 
.C 

n OD 

OO v' 
v, 

'O .ý> 
6r CO ß 

C 
61 L Y CJ p OD = Cl. a+ r1 'fl Ot= "L L 

Ems- ü=2 
cd i cc 

= 0.. Ems- m a. v-, 
G-O Z. ö e=e M. ß ca 

s L 

ty 

ký 



c a z 
0 
:ý 

c 

0 

c a z 
0 
Cs 
C 

A 

3 

z 
0 
c 
ß 
R 

V 
y 

-e 

rO 
GC C) ffý 

v 
ffI 

rýO 

- C1. f") 

0 
C y, 7 
ß)y 

Oy 
i-n 

'A = 

M ö 
73 

E 
"_ 

c3°N 
" >v 

" C7 C7 n v vö ý=N ° v 3- '- c° 
Eli c on 

_ In =3 W -0 't S 
° 

ca r 
v_ 

00 m 
00 

Ö 

2C ö c m ö ö = c °O v E_ ovö M0 väc a cz o ö0 c c v) N 
r- 

y c 
ti) 

vv '6 pEq o- c R pp 
> to 

-spv 
" 

p° ýÖ °v oo c CJ 00 >> to .R 
ýO ?a 

vý i v ý O, 
i L i ý 

YCl> 
vý 

ca 
N C J 

"t i vCCv p p . .v in O, 71 

J, v 
I JQ I L -I 

[/ý - y (v J - Q-' VI 

s v 
3 o 

v v 
c °J ö 
o 
p p . - 0m 

is aý y '9 

C1 CC L 

0 0 Z v m i p 
LuC 

o v, a+ 

moo , , 
3> 

'n 
L 40 Ö 

CQ L 

ua O' oo Cd 
.. 

1.0 10 0 7 L. 0L 

335 



C 
d 

.v 

7 
R 
V 

i. + 
C 

3 
Z 
7 

v 

t 
.ý 
c 

ý; 

c 
:e 

ee 
v 
i. + C 

ýýi 

ýi 

_I 

ol, 

1) 

7D 

io 

c 

- 

N 
'-f 

> 

1 

O 

G' 'C ü 

CCC 
ZR y' - C0 O 
yL-7n 

Sý O_ üý yC 

ZOCCL ORLOy :CO 

40 

Ö 
, r, ý. LS 6r T. 

C a. + L 61 
O 

3 

ýL�n 
C 

ryjl ý 
.LL 

s 
-o R 

ý 6l 
uß 

C 

C 
C/ 

z 
pý L 

CýLt 

"J LJ 

Z« ';, = -. 

i. 

E 
c ca Rv '5 vc cc c 21 - 00 r1 

y=O 
r"1 CC fL r' 

L 
'L I, { cl- ppyMQ;,, r1 ` rl 

v= O v_ o 
r'1 

A 1E is -6 ý. 
61 w2 

rý 
ýGOV vý t 1ý Cý vý 2 

,D Oma, i "N 0. ý lu y 

f1, -V 'a 
rliC 

vi o 
75 

fýl n' N 'D Q' v 'p N 11= 
ca ý 

vcLmost 

VSu "-' urI c7 

J 
a 

a, . ý. u v 

ý vfJ 
^J ý 

00 0 

co 
ýr 

ýr 

0 

Lry_ 

w ý` wJ 
C G+ 

LßO 
VORy ý' 

ý 
61 "L LC 

L 
4" rVLß 

L 
,U 

C 

oN 

ýs o 
c o" 

ýS 1 
O O 

CJ CA Cn 

L 

ßwO 
.C 

iSC 

LC `4 %ý 
V V_ 

CVL 
.- 

yt 
'ý 

= tu 

o ý. ý ý''ý omar 
0C 

336 



v 

:ý 

R 
V 

0 

0 c 
z 
:c 
C 

Q 

Jl 

'J V 

L 

L: . ii 
--O 

-CY 

rLý 

voy- 
C 
O. 

rýýý ice/ 
"_ 

'ý 

2 

v J v- 
LO v 

,ýOYy vN C 
73 

co m=a u CL 

Ems- 5,; 
Q0 

22 r_ 14-- ri 
00 ^n =_ 

Mu2 fi 
d' 't7 ýýý, cö ^ý1 rr 

C`J 
L_ 

Y 
iý 

SQ 
Q1 I- UCILfiG 

10a"0vN C_ ^N O0 GJy "' Q=C! 71 C 6ý f- C aJ C"ll 

oo C, 3 
fI LLl V "O v O` i a-" Nm-NOCCL 

fö .ýG Vý `ý 
frl 

C 
'fl 

v ti '' vQ ýJ s °J ri> fl-: 3cüv °r°J 
.o 

u= 
ov-v 

LLÜ>i= QJ 
LQ= 

i' Jv 
ij 

a. 
C Q. 

CIS 
°1 cvocsaccr. cc CG v_ %' ö 

G ý7 ý_ ý_ ö°co_°; o 
_o 00 m 

-= 
ca 

Lv s_ L V, G OU b4 
. 
`i' 3LS, Of) b)) ) -1 = LLJ U_ 

Nv :- 
LN 

vvv 
L> 

03 
v 00 v t> ý, vÖvCO 

F ca>v fi I. ) c: ý Q Ci ýýJOr a0 f-, 
21, 

u -v cc 

L 

. i.., 

M 

Oý ; -r NC CQ 

v 

m 
IG 

L 
Cd 

ö 

-CD 
O 4O, 

M iS 
00 ýD -- c OO 

tý - p GA 
r M 

OL 
' 

= 
r r OU 

-' s s s O b0 vM 
O Ö Ö C p 

' 
C] Ci] W 

CLj 
L. 
C 

=m ÖOO L Öa 

u c a«_ m i' ýn R 

ýC y bf' yO L+ Oý tE 
i 

ö ea 1. ý+ bD 
=LQ. a, 

a O . wc 
a ee 8 bn 

L 

L 3= ci 
0/ 'yam 6J >a bD 

c 
d 

" 
. 

Sý ý O Cýý 
ZJO 

yO 

v LL 

ýOO 

olý Gr. s 
O ýý., Z0 

O 
Lz. 

7 11 

IL 



a 

C 
Q 

ol 
7 

7 

J 

t 

r 

0 
e 
ee 

0 
ee 

ü 
.ý 
c 

ri 
00 

7 
s 
O 
O 

4.0 
O 

L=L> G E a, =�40 

r. + 

' ca s ßs `ý ý gi E- .. .. ce ao ;. T. 

sv 
of 

r, y 
1_ 

v, 

rJyC 
1 

ö 
.Nv _ on 

_ý 
-NV 

>v- 7 =fi 
L ,ýN fý 

f- 
.ya. v. _ 

J CC - `O 
VL CG 'ß 

1-yC 4J 

E Nr 
77 

y U_ 

U "ý ý_ 

ýO> 
wy> 

Ov 

L 

IJ iO 
O 

_j 

s CO 

a s y 
u 

o 
- 

RLo 

C 'C > 

finR 

IF R R 
Cl .D o c^a ý o0 

0 0 00 o 0 
In In In 

c 

x 

L 

vv 

M 
ýu 

ro r 
vN 

N 
OD 

Üf 
N 

o 
Cu 

0 
o 

yL 
O 

O 

m CO CLl 
! O.. 

0 O 40 R 
C, . v 

y L' 
' O_ 

- 
vR 

E 
c 

W 'C 
tý ^ý 

.ý L 
On 

L v> es 
Eeýý 
ü ='- G p , . 

a + 
4y 

t 
r ý .. 

ký 



c 

ä 

3 

e 

Cs 

z 0 

0 
c 

0 
R 
V 

C 

ý! 
C 

l 

00 

r, 

s G G 
m 

s .. 
p=L 

D40 L. 
C L 

GC C 

L "ý= 
C 

J '3 

ti 

Oa 

y 

J/ 
I 

(`i 

Ii 

o: - 
Hfl -- 

'I_ 

v1 

nv 
9J 

Jýf) ß 

61 

G .DG 
I) Gý 

UCrf1 

-e m 
V er 

00 
v 

F- y yn r 

.. 6r 
"6r 

L 
+J 

ýý 

5ß 6J r 

_ =L0G 

00 
co 

C 6r Rý 

FOFLOyL 
nC cý0 

CJ ,ý 
1" 

_C 
LRýL 

Cr O 

^' 
LV 

6ý CQ C. Va 

- 

Q 
ý C: i - C: S CC ýý 

i cc -a -a 
Gi 

x ýT. 
L 

- ý. A 
L 

_L 
('2 

O ý. / WW 

3 39 



Appendix 

Contents 

Preface to the Transcriptions 341 

Bayart's No. Title 
37 O quarr fallax 343 
67 Ave gemma 347 
67a Ave quae de Maxentio 352 
69 Ave prwsul sancte 355 
69a Ave qui partem 358 
71 Ave pugil 361 
71 a Ave par Angelis 364 
73 Christum Dei Filium 368 
75 Ave cujus vera contritio 372 
77 Ave radix 374 
77a Ave certum praesagium 376 
79 0 constantiae dignitas 379 
81 Ave pater 387 
81a Ave qui carens 390 
83 Ave princeps caelestis 393 
83a Ave cum quo angelica 398 
85 Ave rosa rubens 401 
88 Agnus Fili Virginis 408 
106 Ad honorem Filii 411 
111 Homo cur extolleris 416 
113 O quarr felix qui servit 419 
115 Faecis avaritiae 421 
117 Modestos 424 
119 Beatus vir 427 
121 Olim in harmonic 429 
123 Qui opus accelerat 432 
125 Leges sacras 435 
127 Amor emptus pretio 440 
129 Felix qui humilium 443 
131 0 felix custodia 448 
133 Corrosus affligitur 450 
135 0 quam solemnis legatio 453 
137 0 lampas Ecclesix 457 
139 Natures exigua 460 
141 Alleluya V. Ave doming 462 
143 Zima vetus expurgetur 464 
154 Nobilitas ornata 470 
157 0 quam felix qui in consortio 473 

340 



Preface to the Transcriptions 

In the pages that follow, I have provided transcriptions of all the Ludus' musical insertions, 
together with full texts and translations. My aim in producing these transcriptions has been 
to present both the musical and literary `texts' of the insertions as clearly as possible in 
order to facilitate comparisons with one another and (in the case of the contrafacta) 
comparisons with the original sources. As discussed in Chapter 3, the rhythmic 
interpretation of the notation employed in the Ludus is somewhat problematic, with 
insertions ranging from those transcribed in a clear measured system of notation to those 
transcribed in an unmeasured style which supplies no information about rhythmic content. 
In order to provide adequate information regarding the Ludus' notation and its possible 
rhythmic interpretations, the transcriptions have been presented using stemless note-heads 
with the original notational symbols transcribed above the stave. 

Full details of the Ludus' musical insertions and their notation are found in Chapter 3, so a 
brief comment here will suffice. The insertions are notated using staves of four or five 
lines. C clefs are used predominantly, interspersed with F clefs, and one example of aG 
clef. Clefs change frequently from one stave to the next in order to avoid the need for 
additional staff lines. A number of accidentals are used: a flat sign appears frequently, 
often at the beginning of a stave indicating its use throughout the stave, but also 
immediately preceding the note to be flattened. B flat is the most commonly used 
accidental but the flat sign is also employed to mark an E flat. A sharp sign is also used 
and, at times, it is utilised as a natural sign in order to cancel a previously flattened note. 
The notation consists predominantly of the long and breve - both with and without plicas - 
interspersed with various ligatures cum proprietate et cum perfection as well as ligatures 
cum opposite proprietate and currentes. 

The transcriptions of the Ludus' texts are based upon Bayart's edition, although the 
original punctuation used in the Ludus manuscript has been maintained, with the punctus 
interpreted as either a comma or a full stop, depending on the context. All textual 
abbreviations have been realised. In accordance with Bayart, `v' has been substituted for 
`u', `j' for `i', `ae' for `e' and ̀ i' for `y' where appropriate. Any significant departures from 
the Ludus manuscript are indicated in the commentary. Rubrics preceding the contrafacta 
have been presented as they appear in the manuscript, although abbreviations have been 
expanded. 

The sources of the original texts of the contrafacta are as follows: 

Nos. 37,67,79,83,85,121,129 and 154 - Hans Tischler (ed. ), Trouvere Lyrics with 
Melodies: A Complete Comparative Edition. 

Nos. 67a, 69a, 71a, 77a, 81a and 83a - Guido M. Dreves, Clemens Blume and Henry M. 
Bannister (ed. ), Analecta Hymnica Medii Aevi, vol. II. 

No. 106 - John Stevens, Words and Music in the Middle Ages: Song, Narrative, Dance, 
and Drama, 1050 - 1350. 

No. 135 - Hans Tischler (ed. ), The Earliest Motets (to circa 1270): A Complete 
Comparative Edition. 

No. 137 - Lille, Bibliotheque Municipale, MS 599. 

No. 143 - Eugene Misset and Pierre Aubry (eds. ), Les Proses d'Adam de Saint-Victor: 
Texte et Musique. 
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The transcriptions of the Ludus' music are based directly on the manuscript. Where a flat 

sign appears consistently at the beginning of staves, this has been interpreted as a key 

signature and transcribed accordingly. Accidentals which appear within the stave have 
been transcribed using a full-size accidental directly before the note to which it refers. 
These scribal accidentals have been assumed to last for the duration of the manuscript 
stave, unless indicated otherwise. Implied accidentals appear as small accidentals within 
the stave. In the transcriptions, these implied accidentals remain in force until the end of 
the stave. Editorial accidentals are supplied above the stave. Musicaficta has been added 
where appropriate in order to avoid the melodic tritone and, in the case of the two 
polyphonic examples, to maintain perfect vertical consonances on fourths and fifths, to 
avoid false relations and to raise leading notes. These alterations are also indicated by an 
accidental above the stave. Plicas, either ascending or descending, have been indicated by a 
smaller note-head. Ligatures are notated using a slur. Where phrases are repeated exactly 
within the manuscript, repeat marks have been used. If there is minor variation, each 
phrase has been written out separately. The modem tenor clef has been employed for the 
majority of the insertions, with three items utilising the treble clef due to their slightly 
higher pitch. 

For each insertion, the following formula has been employed. I have adopted Bayart's 
system of numbering the insertions and they are arranged in the order in which they appear 
in the manuscript. The heading gives the item number and title according to Bayart. This is 
followed by the folio on which the piece appears and, in the case of the contrafacta, the 
rubric which precedes it. A full transcription of the text is given, with a translation. 

Status: Specifies whether the item is a secular or liturgical contrafaclum or a unica. 

Sources: Manuscript sources are given for secular contrafacta (details of the abbreviations 
used for the manuscripts are found on pages xii-xiii); liturgical feast days are given for 
liturgical contrafacta. 

Attributions: Used only for secular contrafacta. 

Music: Gives details of final and range, plus information regarding metrical, rhyming and 
musical structures. In order to facilitate a comparison with Adam's contrafacta models, 
this information is also supplied for the original source items. For the unica, examples of 
the various distinctive musical and textual traits discussed in Chapter 3 are highlighted. 

Voice: Names the character to which the item is attributed. 

Narrative placement: Specifies the point at which the item is inserted within the 
narrative. 

Commentary: Notes any departures from the manuscript; explains method of transcription 
if necessary. 

Additional texts: In the case of the contrafacta, the other text(s) associated with Adam's 
source melody are supplied. 

Note: Rhyme schemes are indicated using lower case roman characters; upper case roman 
characters are used for large-scale musical structures and italicised lower case roman 
characters are used for small-scale musical structures; feminine rhymes are signalled by the 
addition of a superscript `+' symbol to the syllable count and a prime to the lower case 
roman character; musical and textual refrains are indicated by underlined characters. When 
describing the ranges and finals of the musical insertions, Helmholtz's notation in italics 
has been used to specify note names. 
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No. 37: 0 quamfallax 

Folio: 12v 
Rubric: Super cantilenam quw incipit Quant voi la for paroir sor le rainsel ke Ii dous tans 
d'estet se reclarcit. 

Text 1: 

O quarr fallax est mundi gloria 
Pollicendo seducens hominem. 
Hunc cui spondet dare duplicia 
In xternum perducens turbinem. 
In quo Dei fuscat imaginem 
Qui pro ipso creavit omnia. 
Heu ingrate dum vivit venia 
Revertere vita voraginem. 

Translation: 

On the model of a song which begins `Quant voi etc. ' 

O how false is the world's glory, 
Seducing man with promises. 
It promises to give him deceits 
Leading him down to eternal disorder. 
It darkens the image in him of God, 
Who created all things for him. 
Alas! unthankful man, and while grace yet abides, 
Turn back the abyss in your life. 

Status: 
Contrafactum of trouvere chanson (R 550). 

Sources: 
Text 1 appears only in the Ludus and is the work of Adam. Text 2 appears in MSS K, L, 
M, N, 0, P, T, V and X with the melody and in MS C without. Text 3, a French translation 
of Adam's original text, occurs without melodic accompaniment in the manuscripts which 
contain the Ludus-Anticlaudien: MSS (36) nouv. acq. fr. 10047, (36) nouv. acq. fr. 1149 
and (36) nouv. acq. fr. 1634. 

Attributions: 
The occurrences of this item in MSS K, N, P, X and C are attributed to Gace Brule whilst 
in MSS M and T this item is ascribed to Sauvage de Bethune. 

Music: 
Final c, range b- d'. 

No. 37: Metrical Structure: 10 10 10 10 10 10 10 10 
Rhyme Scheme: ababbaab 
Musical Structure: AAB 
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Quant voi: Metrical Structure: 10+ 10 10+ 10 10 10 10+ 10+ 
Rhyme Scheme: a' b a' bbb c' c' 
Musical Structure: AAB 

Voice: 
Music. 

Narrative placement: 
This, the first of Adam's musical interpolations, is sung by the personification of Music as 
she constructs the second wheel of the chariot in which Prudence will embark upon her 
journey to the court of heaven. As she fashions this wheel, the character and function of 
music is described in moderately practical terms, after which Music sings this song 
concerning the falseness of worldly glory. Adam's text describes the way in which 
humanity has been seduced and led into a state of disorder and sinfulness, echoing 
Nature's complaint against mankind. He introduces the Christian doctrine of God as the 
creator of all, who is gracious and offers an alternative to eternal destruction which, as is 
revealed later in the poem, comes in the form of the `Perfect Man'. 

Additional texts: 

Text 2: 

1. Quant voi paroir la fueille en la ramee, 
Que li douz tens d'este est resclarcis, 
Que cil oisel et soir et matinee 
Chantent si cler par ces vergiers floris, 
Trop volentiers pensasse a leur douz criz, 
Mes je sui si d'autre chose esbahiz. 
Car une amors durement me travaille; 
Si n'ai repos nuit et jor ne m'assaille. 

2. Ahi Amors, conme es desmesuree! 
Moi qui to serf, veus ocirre touz dis; 
De moi grever es trop acoustumee. 
Mes un espoir m'est dedenz le cuer mis, 
Que ja d'amours n'avrai joie ne ris, 
Se je ne 1'ai par biau servir conquis 
Car qui d'amors veut bone definaille 
Bien doit sousfrir la dure conmencaille. 

3. De tant ai je bien Amors esprovee 
Que quant je cuit melz de joie estre fis, 
Dont me revient une estrange pence 
Par quoi je sui matez et desconfiz. 
N'est merveille se je sui esbahiz, 
Car mon penser ai en si haut lieu mis 
Qu'al gerredon dout mout que je ne faille; 
Mes fins amis serai, conment qu'il aille. 
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4. Bien voi qu'amors esprueve ma pensee 
Pour assaier se je sui fins amis; 
Ja pour dolor que j'en aie enduree 
N'estra mes cuers boisierres ne faintis. 
Merci vos crui, franche dame gentis! 
Puis que mes cuers est du vostre sorpris, 
Fetes senblant que de m'amour vous chaille; 
Si cuiderai ades que melz en vaille. 

5. De grant biaute certes est acesmee 
Cele pour qui mes cuers est si espris. 
Deus a en li valor mise et plantee, 
Sens et reson, cortoisie et biaus diz. 
Se de s'amor estoie bien sesis, 
De touz mes maus seroie bien gueriz. 
Las, ne m'i vaut souhez ne devinaille; 
Granz mestiers m'est que sa merci m'i vaille. 

Text 3: 

He, com dechoit du monde la veullie 
Des cuers des gens qui y veulent entendre, 
En promettant a chiaus lontaine vie, 
Dont vient li mors pour yauls sur un piet prendre! 
Ensi li ame apalist comme cendre, 
Pour qui Dieus a toute cose creee. 
Las, pour quoy pert se grace ensi donnee? 
Retourgne dont, qu'elle ne soit perie! 

2. Le Dieu d'amours, qui ne set dechevoir, 
Doit on amer sur tous principaument. 
Chou que j'ai vient de li; s'ameray voir 
Le Dieu d'amours, qui ne set dechevoir: 
Ch'est Jhesucrist, ou en prent sens pooir, 
Si que si tost c'on a entendement, 
Le Dieu d'amours, qui ne set dechevoir, 
Doit on amer sur tous principaument. 

3. Dame, ou fortjour du destroitjugement 
Pries vo flu qu'il ait de moy merchy! 
Percheres sui; j'ateng griefjugement, 
Dame, ou fort jour du destroit jugement, 
Se par vous n'est atrais a sauvement 
Chieus povres corps. Pour the de cuer vous pri, 
Dame, ou fort jour du destroit jugement 
Priies vo flu qu'il ait de moy merchi! 
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No. 67: Ave gemma 

Folio: 17r-17v 
Rubric: Sor. Tant ai amors siervie longement. 

Text 1: 

O SANCTA 1. Ave gemma quae lucis copia: 
AGNES Et virtute vincis carbunculum 

Puellarum gerens insignia 
Praeferendo pudoris speculum. 
Ora Deum qui to per annulum 
Subarrhatam decorat gloria 
Ut lamenta mutet in gaudia 
Et in caelum praesens ergastulum. 

Translation: 

On the model of Taut ai amors' etc. 

O HOLY 1. Hail jewel, who in the abundance of your light 
AGNES And excellence outshine the carbuncle; 

Contending with the distinguishing features of a girl 
By preferring the mirror of purity. 
Pray God, who adorns you with glory 
By the ring which you are promised, 
That he would change our lamenting into joy 
And our present imprisonment into heavenly freedom. 

Status: 
Contrafactum of trouvere chanson (R 711). 

Sources: 
Text 1 is unique to the Ludus. Text 2 appears in MSS A, B, F, K, M, 0, P, R, V, X, Z, a 
and (33) with the melody and MSS C, N, S and e without. Text 3 occurs in MS p2. 

Attributions: 
In MSS K, M, P, R, X and C, this item is attributed to Thibaut de Navarre. 

Music: 
Final f, range e-f. 

No. 67: Metrical Structure: 10 10 10 10 10 10 10 10 
Rhyme Scheme: ababbaab 
Musical Structure: AAB B1 

Tant ai amors: Metrical Structure: 10 10+ 10 10+ 10+ 10 10 10+ 
Rhyme Scheme: a b' a b' b' aa b' 
Musical Structure: AAB Bl 
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Voice: 
As with all the items in this first musically-interpolated section, this song is overheard by 
Prudence. It is sung by a `penitent soul' whose voice rises up from earth to the heavenly 
courts and is the voice of Adam. 

Narrative placement: 
Having arrived in heaven, Prudence greets the assembled company of saints. As she passes 
by each group of saints, a voice from earth sings praises and devotions. This first song is 
sung as Prudence passes by the Virgin saints and is addressed specifically to St Agnes. For 
his text, Adam utilises St. Agnes' vita, describing how she chose to remain unmarried, 
rejecting her many suitors by claiming that she was already `married' to Christ. By basing 
this item upon a trouvere chanson, Adam effects an intertextual dialogue between his text 
praising St Agnes for her chastity and devotion to Christ with a trouvere text complaining 
of the power of erotic love, thus establishing the close interplay of human and divine love 
which runs throughout the Ludus. 

Commentary: 
B flats appear at the beginning of all but three staves, as well as before several individual 
notes, and so it has been interpreted as a key signature. An E flat is also used before `(mu)- 
tet'. 

Additional texts: 

Text 2: 

Tant ai Amors servies longuement 
Que desormes ne m'en doit nus reprendre, 
Se je m'en part. Ore a Dieu les commant 
Qu'en ne doit pas tout jorz folic enprendre; 
Et cil est fous qui ne s'en set desfendre 
Ne n'i conoist son mal ne son torment. 
L'en me tendroit desormes por enfant, 
Car chascun tens doit sa seson atendre. 

2. Je ne sui pas si com cil autre gent 
Qui ont ame, puis i vuelent contendre 
Et dient mal par vilain escient. 
Mes nus ne doit seigneur servise vendre, 
Encontre lui mesdire ne mesprendre; 
Et s'il s'en part, parte s'en bonement. 
Endroit de moi weil je que tuft amant 
Aient grant bien, quant je plus n'i puis prendre. 

3. Amors m'a fet maint bien tresques ici, 
Qu'ele m'a fet amer sanz vilanie 
La plus tres bele et la meilleur ausi, 
Au mien cuidier, qui onques fust choisie. 
Amors le veut et ma dame m'en prie 
Que je m'en parte, et je mult 1'en merci. 
Quant par le gre ma dame m'en chasti, 
Meilleur reson n'i truis a ma partie. 
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4. Autre chose ne m'a Amors meri 
De tant com j'ai este en sa baillie; 
Ws bien m'a Deus par sa pitie gueri, 
Quant delivre m'a de sa seignorie. 
Quant eschapez li sui sanz perdre vie, 
Ainz de mes euz si bon estre ne vi, 
Si cuit je fere oncor maint jeu parti 
Et maint sonet et mainte raverdie. 

4a. Douche dame, amee loiaument, 
(F) La cui biautes nus ne savroit reprendre 

De vos m'en parche; mais c'est au cuer dolent. 
Or vos prof jou, ne vos chaille d'entendre 
Les mesdisans; car nus n'i puet bien prendre. 
Car qui mesdist acoustumeement, 
Il en waut pis et s'en vit a torment; 
Mieus li venroit a biaus dis metre entente. 

5. Au conmencier se doit on bien garder 
D'entreprendre chose desmesuree, 
Mes bone Amor ne let honme apenser 
Ne bien choisir ou mete sa pensee. 
Plus tost aime on en estrange contree, 
Ou on ne puet ne venir ne aler, 
Qu'on ne fet ce qu'on puet toz jorz trouver; 
Ici est bien la folie prouvee. 

5a. Canchon va t'ent; fai savoir tous amans 
(F) Que chi porront un tiel essample prendre 

Par quoi jamais ne savront mesdisant 
Nesun liu u ses cuers voroit entendre, 
Que leur conseil en tiel liu voisent prendre, 
Que ne le sachent li malparlere gent; 
Car grant ennui en avroient sovent, 
Que li mauvais volent les bons sousprendre. 

6. Or me gart Deus et d'amie et d'amer 
Fors de cele que l'en doit aourer; 
La ne puet nus faillir a grant soudee. 

Text 3: 

Tant ai servi le monde longement 
Que Bien me doi d'or en avant reprendre. 
De lui me part; a celui me quemant 
Qui pooir a de moi vers tous desfendre: 
C'est la puchele en cui Deus vaut descendre 
Pour nous sauver et jeter de tourment. 
Douche virge, jointes mains, en plourant, 
Merchi vous pri, que m'i voeillies entendre. 
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2. Douce dame de cui tous biens descent, 
La qui bonte nus cuers ne puet comprendre, 
Dame du monde et du ciel ensement, 
A vo douchour nule ne s'i puet prendre. 
Bon fait son tans en vous servir despendre; 
Car qui vous sert de fin cuer humlement, 
Li enemis n'a pooir vraiement 
De lui grever, puis ca li se vient rendre. 

3. Vo grant pitie, vo douc acointement, 
Theophilus le nous puet bien aprendre, 
Qui renoia vous et vo flu briement 
Et puis balla chartre de s'arme vendre. 
Hai caitis, comment osa atendre, 
Douce virge, puis vous ne vostre enfant? 
Quant il perchut que meffait avoit tant, 
Bien li deust li cuers eu ventre fendre. 

4. Douce dame, quant merchi vint criant 
Theophilus devant vous soi estendre, 
Son grant meschief vers vo flu erramment 
Par vo pitie vausistes entreprendre 
Et sa chartre li fesistes lugs rendre 
Qu'il avoit baillie desloiaument 
A 1'enemi, qui par dechevement 
S'arme et son cors quidoit en infer pendre. 

5. Douce dame, de cuer devotement 
Des ore mais voel vo servise enprendre. 
A vous proier jour et nuit doucement 
Vaurrai mon cuer, que qu'il ait fait, aprendre. 
Bien m'a seu li enemis sousprendre, 
Car vescu ai lonc tans enfantieement. 
Or est li tans de querre alegement, 
Car mes cors ert asses tost pourre cendre. 
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67a: Ave qua de Maxentio 
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No. 67a: Ave quas de Maxentio 

Folio: 17v 
Rubric: Sour. Veni Creator. 

Text 1: 

O SANCTA 2. Ave quae de Maxentio 
CATHARINA Fidei fortitudine 

Triumphans, icta gladio 
Lac dedisti pro sanguine. 

O SANCTA 3. Ave cujus apostolus 
AGATHA Petrus curavit vulnera 

Qum trux hostis et subdolus 
Fecit amputans ubera. 

4.0 sacer ccetus Virginum 
Candore vincens lilia 
Exora pro me Dominum 
Quem fudit viri nescia. 

Translation: 

To the tune of `Come Creator (Spirit)'. 

O HOLY 2. Hail, you who by strength of faith 
CATHERINE Triumphed over the sword's blows ofMaxentius 

And gave milk in return for blood. 

O HOLY 3. Hail you whose wounds 
AGATHA The apostle Peter healed, 

Inflicted by a cruel and crafty foe 
Who cut off your breasts. 

4.0 sacred assembly of Virgins, 
Outshining the lilies in your dazzling purity, 
Beseech the Lord for me 
Whom humans' unwitting actions have drowned. 

Status: 
Contrafactum of liturgical hymn (CAO, no. 8407; AH, ii. no. 132). 

Sources: 
The hymn Veni Creator Spiritus is derived from the liturgy of the feast of Pentecost. 

Music: 
Final g, range f- e'. 
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No. 67a: Metrical Structure: 8 8 8 8 8 8 8 8 8 8 8 8 
Rhyme Scheme: a b a b c d c d e f e f 
Musical Structure: A B C D A B C D A B C D 

Veni Creator: Metrical Structure: 8 8 8 8 8 8 8 8 8 8 8 8 ... 
Rhyme Scheme: a b b b c d e f g h c b ... 
Musical Structure: A B C D A B C D A B C D ... 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Virgin saints; it praises the whole class 
of saints and singles out Sts. Catherine and Agatha for particular mention. In constructing 
his text, Adam draws heavily on the legends surrounding his chosen saints' lives and refers 
to specific events which would have been employed in the liturgical offices for these saints 
and would therefore have been familiar to a contemporary audience. In the verse sung to St 
Agatha, Adam is keen to emphasise the legend that St Peter, disguised as an old man, 
visited St Agatha whilst in prison and cared for her, tending her wounds. 

Additional text: 

Text 2: 

Veni Creator Spiritus, 
Mentes tuorum visita, 
Imple superna gratia, 
Quw tu creasti pectora. 

2. Qui paraclitus diceris, 
Donum Dei Altissimi, 
Fons vivus, ignis, caritas 
Et spiritalis unctio. 

3. Tu septiformis munere, 
Dexterae Dei tu digitus, 
Tu rite promisso patris 
Sermone ditas guttura. 

5. Hostem repellas longius 
Pacemque reddes protinus, 
Ductore sic to prwvio 
Vitemus omne noxium. 

4. Accende lumen sensibus, 
Infunde amorem cordibus 
Infirma nostri corporis 
Virtute firma perpeti. 

6. Per to sciamus, da, patrem, 
Noscamus atque filium, 
Tu utrorumque spiritum 
Credamus omni tempore. 
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69: Ave prcesul sancte 
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No. 69: Ave praesul sancte 

Folio: 17v 

Text 1: 

O SANCTE 
NICOLAE 

Translation: 

0 HOLY 
NICHOLAS 

Status: 
Unica 

Ave prxsul sancte qui pueros 
Tres insontes addictos funeri 
Perpetrasti abire liberos, 
Virginesque stupro non atteri. 
Ora Deum ut sic me conteri 
Largiatur et flere miseros 
Vitae lapsus quod tandem Superos 
Videns, possim his comes fiert. 

Hail, foremost bishop, 
Who caused the three innocent children, 
Condemned to death, to be set free, 
And the maidens not to be ruined by rape. 
Pray God that He would grant 
That I should be consumed and weep 
For my life's failings, so that at last 
I should behold the Ones on high 
And be able to be their companion. 

Music: 
Final f, range c -f. 

Metrical Structure: 10 10 10 10 10 10 10 10 
Rhyme Scheme: ababbaab 
Musical Structure: Through-composed 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Confessor saints. This is the first of 
Adam's original pieces and it is sung in honour of St Nicholas. Like the majority of the 
items in this first musically-interpolated section, Adam derives the themes of his new text 
from the vita and liturgy of St Nicholas, referring to two miracle stories regarding three 
innocent children condemned to death and three girls about to be sold into prostitution. 
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Commentary: 
B flat signs appear at the beginning of each stave and so have been realised as a key 
signature. E flats are inserted before `fiere' and `tandem', but not before '(Vi)-dens'. As 
'(Vi)-dens' marks the beginning of a new musical phrase in which the remaining E is not 
flattened, it has been transcribed as an E natural. 
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No. 69a: Ave qui partem 

Folio: 18r 
Rubric: Soure. Iste confessor. 

Text 1: 

O SANCTE 2. Ave qui partem pallii scidisti 
MARTINE De qua repertum pauperem vestisti 

Modo beatus nites trabeatus 
Candida stola. 

O SANCTE 3. Ave qui tractans mores Job beati 
GREGORI Vivere doces languidos et pati 

Nunc in sanctorum cc tu confessorum 
Jure refulges. 

4.0 confessores Domini sacrati 
Candidis stolis rite decorati 
Deum orate rei ut optatae 
Donet ascensum. 

Translation: 

On the model of `Confessor of God'. 

O HOLY 2. Hail, you who divided your cloak, 
MARTIN With part of which you clothed the poor man you found. 

Merely shining as blessed 
Adorned in your brilliant white gown. 

O HOLY 3. Hail, you who, copying the morality of Job the blessed, 
GREGORY Teach us to live our lives unconcerned and enduring, 

And now shine out by right 
In the assembly of the holy confessors. 

4. O you confessors consecrated to the Lord, 
Adorned fittingly in dazzling white gowns, 
Pray God to see fit 
To grant us the ascent of the chosen. 

Status: 
Contrafactum of liturgical hymn (CAO, no. 8323; AH, ii. no. 101; Lille, Bib. Mun., MS 
599, fol. 47). 

Sources: 
This hymn is derived from the repertory of Common hymns and would have been sung on 
the feast day of a Confessor saint. 
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Music: 
Final g, range c-c. 

No. 69a: Metrical Structure: 11 11 11 5 11 11 11 5 11 11 11 5 
Rhyme Scheme: a a bc a a de a a fd 
Musical Structure: A A B A A B A A B 

Iste confessor: Metrical Structure: 11 11 11 5 11 11 11 5 11 11 11 5 ... 
Rhyme Scheme: a b cd a a aa e d de... 
Musical Structure: A A B A A B A A B ... 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Confessor saints; it praises the whole 
class of saints and singles out Sts. Martin and Gregory for particular mention. Again, 
Adam's text for this item refers to various legends that were associated with these saints 
and which would have appeared in their liturgies. As the hymn upon which this item is 
based is derived from the Common of Confessor saints and describes the characteristics of 
such saints, it is particularly relevant to Adam's narrative at the point at which it is inserted 
and strengthens the connection between this first narrative section and the liturgical 
Offices. 

Additional text: 

Text 2: 

Iste confessor Domini sacratus, 
Festa plebs cuius celebrat per orbem, 
Hodie laetus meruit secreta 
Scandere cxli. 

2. Qui pius, prudens, humilis, pudicus, 
Sobrius, castus fuit et quietus, 
Vita dum praesens vegetavit eius 
Corporis artus. 

3. Ad sacrum cuius tumulum frequenter, 
Membra languentum modo sanitati, 
Quolibet modo fuerit gravati, 
Restituuntur. 

4. Unde nunc poster chorus in honore 
Ipsius hymnum cant hunc libenter, 
Ut piis eius meritis iuvemur 
Omne per aevum. 

5. Sit salus illi, decus atque virtus, 
Qui supra cwli residens cacumen 
Totius mundi machinam gubernat 
Trinus et unus. 
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71: Ave pugil 

I 6P ti 6' 1 1 N 

A- ve_ 

60 

pu 

ti 

- giL 

I 

qui in_ a 

1 

- go 

% 

- ni -a 

f- 
O=N IV 

11 

Ca - 

1 

ri - 

6' 

to 

ti 

- tis_ 

ti 

sue - cen 

0 

- sus 

1 

fa - 

1 

ci - bus- 

Pro il - to - rum_ o - ra - sti ve - ni -a 

Qui te- di 

1 

- ris_ 

% 

sa - xo - rum 

% 

i- 

% 

cti - 

a 

bus_ 

Ob - ru 

  

-e- 

1 

bant, 
_ 

1 

mi - 

ti 

tis 

1 

im - mi 

1 

- ti - 

% 

bus. 

I UD 

0- 

0 

ra 

N 

De - 

I 

um 

1 

cu 

" 
- jus 

1 

cle - 

% 

men 

ti 
- ti - a 

Fi - 

1 

nem_ 

' 

ne 

I 

- seit 

11 

ut de 

0 

mi - 

MN 

se - 

MM 

ri - 

MN 

a 

1 

Me ab - stra - ctum jun - gat_ cm - le - sti - bus. 

361 



No. 71: Ave pugil 

Folio: 18r 

Text 1: 

O SANCTE 
STEPHANE 

Translation: 

O HOLY 
STEPHEN 

Status: 
Unica 

Music: 
Final g, range g- g'. 

Metrical Structure: 10 
Rhyme Scheme: a 
Musical Structure: A 

Ave pugil qui in agonia 
Caritatis succensus facibus 
Pro illorum orasti venia 
Quite dins saxorum ictibus 
Obruebant, mitis immitibus. 
Ora Deum cujus clementia 
Finem nescit ut de miseria 
Me abstractum jungat cxlestibus. 

Hail, you fighter, who in your struggle, 
On fire with love in your countenance, 
Prayed for the sins of those 
Who were slaying you 
With terrible blows from stones, small and large. 
Pray God whose mercy knows no bound, 
To unite with those in heaven 
Me who through my wretchedness am cut off from them. 

10 10 10 10 10 10 10 
babbaab 

AB 

The arch-shaped figure at the beginning of the first four phrases of this item also appears in 
nos. 77 and 119 and in no. 127 where it is transposed up a fourth. The figure which 
accompanies ̀Ora Deum' is also found in no. 77 and in a slightly varied form in no. 119. 
This item contains several occurrences of the characteristic descending cadential figure (on 
`facibus', `ictibus' `(mi)seria' and `caelestibus) as well as the opening figure which rises 
stepwise to outline a fourth. 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 
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Narrative placement: 
Prudence overhears this song as she passes by the Martyr saints and it is used to venerate 
St Stephen. Adam's text is based upon the vita of St Stephen and refers to several specific 
incidences surrounding the legends of his martyrdom. The reference to `love in your 
countenance' relates to the legend that, whilst suffering persecution, St Stephen's face was 
transfigured to look like that of an angel, terrifying his persecutors. Adam also refers to his 
death by stoning, during which, according to his vita, he prayed for his murderers. 
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No. 71a: Ave par Angelis 

Folio: 18r 
Rubric: Sour. Sanctorum meritis. 

Text 1: 

O SANCTE 2. Ave par Angelis martyr egregie 
VINCENTI Tu ignem torridum hilari facie 

Rorasti sanguine, gravi certamine 
Dulcem adeptus patriam. 

O SANCTE 3. Ave rex pugilum martyrque fortior 
LAURENTI De fide Domini testis apertior 

Tu sator munerum in sinu pauperum 
, Eternam metis gloriam. 

4.0 Christi martyres quorum victoria 
1Eterna perfrui meretur gloria 
Deum deposcite ut pace comite 
Det mihi indulgentiam. 

Translation: 

On the model of `By the merits of the saints 

O HOLY 2. Hail, equal to the angels, distinguished martyr, 
VINCENT You cooled with the dew of your blood the terrible fire, 

While your face remained joyful in the grave struggle 
For you had reached your sweet homeland. 

O HOLY 3. Hail, king of fighters and martyr most brave, 
LA URENCE Witness the more far famed from your faith in the Lord, 

You who sow gifts in the lap of the poor, 
You reap thereby eternal glory. 

4.0 martyrs of Christ, your victory 
Has won the enjoyment of eternal glory, 
Beseech God that He would grant 
Me of His kindness to be a sharer in your peace. 

Status: 
Contrafactum of liturgical hymn (CAO, no. 8390; AH, ii. no. 97; Lille, Bib. Mun., MS 599, 
fol. 38). 

Sources: 
This hymn is derived from the repertory of Common hymns and would have been sung on 
the feast day of two or more Martyr saints. 
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Music: 
Final a, range d- e'. 

No. 71a: Metrical Structure: 12 12 12 8 12 12 12 8 12 12 12 8 
Rhyme Scheme: a a b c d d e c f f g c 
Musical Structure: A A' B All A A' B All A A' B All 

Sanctorum: Metrical Structure: 12 12 12 8 12 12 12 8 12 12 12 8 ... 
Rhyme Scheme: a a b c d c e b a f f a 
Musical Structure: A A' B All A A' B Al' A A' B ... All 

Voice: 
Sung by a `penitential soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Martyr saints; it praises the whole class 
of saints and singles out Sts. Vincent and Laurence for particular mention. Adam's text 
recounts various details regarding the saints mentioned derived from contemporary legend. 
St Vincent was believed to have suffered many kinds of terrible torment but continued to 
rejoice and praise God throughout. He was finally tortured over a fire but even this could 
not kill him as his blood extinguished the fire. Adam also evokes the legend surrounding St 
Laurence (sometimes thought to be Vincent's cousin) who was renowned for his 
distribution of the wealth entrusted to him by Emperor Philip, seeking out Christians and 
using the money to minister to their needs. The hymn upon which this item is modelled is 
derived from the Common of Martyr saints, which praises the saints for their bravery and 
describes the rewards prepared by God for his martyrs, reinforcing the themes of Adam's 
new text. 

Additional text: 

Text 2: 

Sanctorum meritis inclita gaudia 
Pangamus, socii, gestaque fortia, 
Nam gliscit animus promere cantibus 
Victorum genus optimum. 

2. Hic sunt quos retinens mundus inhorruit, 
Ipsum nam sterili flori peraridum, 
Sprevere penitus teque secuti sunt, 
Rex Christe bone, caelitus. 

3. Hi pro to furias atque ferocia 
Calcarunt hominum saevaque verbera, 
Cessit his lacerans fortiter ungula 
Nec carpsit penetralia. 

4. Caeduntur gladiis more bidentium, 
Non murmur resonat, non quaerimonia, 
Sed corde tacito mens bene conscia 
Conservat patientiam. 
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5. Qum vox, quae potent lingua retexere, 
Qum tu martyribus munera prwparas, 
Rubri nam fluido sanguine laurei 
Ditantur bene fulgidi. 

6. Te, trina deitas unaque, poscimus, 
Ut culpas abluas, noxia subtrahas, 
Des pacem famulis, nos quoque gloriam 
Per cuncta tibi saccula. 
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No. 73: Christum Dei Filium 

Folio: 18r-v 
Rubric: Sor. Virga Jesse. 

Text 1: 

O SANCTE 3. Christum Dei Filium 
PETRE Cum Petrus asseruit 

Hunc quem Virgo genuit 
In templo fidelium 
Summam basem posuit. 
Quapropter obtinuit 
Usum cwli clavium 
Quibus utens gravium 
Vinclorum sustinuit 
Nexus sed eripuit 
Vinctum vis caelestium 
Qum vincla comminuit. 
Demum Nero rabidus 
Ac in fide perfidus 
Sitiens cruorem 
Coegit martyrium 
Subire credentium 
Ovium pastorem. 
O Petre lux gentium 
Janitor caelorum 
Fac mini propitium 
Regem Angelorum. 

Translation: 

To `Root of Jesse' 

O HOLY When Peter proclaimed 
PETER Christ as Son of God, 

Him whom the Virgin bore, 
He set in place the most exalted foundation 
In the temple of believers. 
Thereby he gained 
The use of the heavenly key; 
Using this, he controlled the closure 
Of the awesome chains. 
Then a heavenly force set free 
Him who was bound 
And crushed in pieces the chains. 
At length, fanatical Nero, 
In faith faithless, 
Thirsting for blood, 
Compelled the shepherd of the sheep 
To endure believers' martyrdom. 
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O Peter, light of the nations, 
Gatekeeper of the heavens, 
Make the King of Angels 
Look favourably on me. 

Status: 
Contrafactum of liturgical item, but no source has been traced. 

Music: 
Final c; range g-c". 

Metrical Structure: 7777777777777767767676 
Rhyme Scheme: abbabbaabbabccdaadaeae 
Musical Structure: Through-composed (with small-scale motivic repetition) 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by St Peter, patron saint of Adam's church. 
Due to this connection, St Peter is venerated with a much longer and more elaborate item 
which serves to distinguish him from the other saints honoured in this first section. Adam 
draws on the Bible, St Peter's vita and his liturgy for inspiration in order to construct a text 
which emphasises the significant role played by St Peter in the life and ministry of Christ, 
his role in establishing the Church and his position as ̀ gatekeeper of heaven'. Adam also 
refers to several elements of St Peter's life and martyrdom, particularly his release from the 
chains with which he was imprisoned by Herod Agrippa and his crucifixion. 

Commentary: 
In the manuscript, ̀ Christum' is spelt ̀ Cristum'. 
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No. 75: Ave cujus vera contritio 

Folio: 19r 

Text 1: 

Ave cujus vera contritio 
Et xternae vitas fiducia 
Pia quoque mentis devotio 
Meruerunt non solum venia 
Te perfundi sed frui gratia. 
Ora Christum ad quem esurio 
Ut impurm vitae confessio 
Me conducat ad caeli gaudia. 

Translation: 

Hail, you whose true contrition 
And trust in eternal life 
And your loving devotion 
Gained for you 
Not only the outpouring of God's favour 
But the enjoyment of grace. 
Pray Christ, for whom I long, 
That my confession of an impure life 
May lead me to eternal joy. 

Status: 
Unica 

Music: 
Final d, range c- d'. 

Metrical Structure: 10 10 10 10 10 10 10 10 
Rhyme Scheme: ababbaab 
Musical Structure: AAB 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by Mary Magdalene, who is venerated singly as 
in the liturgy as she does not belong to any particular class of saint. The text of this item, 
which praises Mary Magdalene for her `loving devotion' and ̀ true contrition', refers to the 
biblical story of the penitent sinner who washed Jesus' feet in the house of Simon the 
Pharisee, found in Luke 7: 36-50. 
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No. 77: Ave radix 

Folio: 19r-19v 

Text 1: 

O SANCTE 1. Ave radix de cujus stipite 
DAVID Gratiosa processit virgula 

Ex qua sine virili fomite 
Gloriosa prodivit primula, 
Primus inquam qui fecit saecula. 
Ora eum ut pace comite 
Me de isto petroso limite 
Ad cw1orum vocet cocnacula. 

Translation: 

O HOLY 1. Hail root, from whose trunk 
DA VID Came forth a gracious branch, 

From which the tinder of a man 
There came forth a glorious f ower, 
Who first made the ages of the world. 
Pray him that he would call me 
From the rocky path 
To be a companion with you 
At the heavenly banquet. 

Status: 
Unica 

Music: 
Final c', range e- g'. 

Metrical Structure: 10 10 10 10 10 10 10 10 
Rhyme Scheme: ababbaab 
Musical Structure: AAB 

Compare opening arch-shaped figure with that of nos. 71,119 and 127. Cf. figure on `Me 
de isto' with figure on `Ora Deum' in no. 71. This piece contains the characteristic rising 
opening figure and an example of the stepwise descending cadential figure on 
`(ccena)cula'. 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Prophets and it is used to venerate King 
David. Adam bases his new text in praise of King David upon the Messianic prophecy 
found in Isaiah 11: 1, in which David's father Jesse is praised as the `root' from which 
Christ was born. 
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77a: Ave centum prcesagium 
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No. 77a: Ave certum prxsagium 

Folio: 19v 
Rubric: Sour. A solis ortu cardine. 

Text 1: 

O SANCTE 2. Ave certum praesagium 
ISAIA Ferens de partu Virginis 

Dicendo ecce Numinis 
Virgo pariet Filium. 

O SANCTE 3. Ave cujus vox content 
DANIEL Judos hoc praesagio 

Cum Sanctorum advenerit 
Sanctus cessabit unctio. 

4.0 Prophetarum contio 
Certo vigens pnesagio 
Exora voce sedula 
Pro me regentem swcula. 

Translation: 

To the tune of `From the rising of the sun 

O HOLY 2. Hail you who gave a certain foretelling 
ISAIAH Of the Virgin's childbirth 

When you said "Behold, 
A Virgin shall conceive 
By the power of the Most High 
And shall bring forth a Son ". 

O HOLY 3. Hail you whose voice 
DANIEL Destroyed the Jews by this foretokening: 

When the Holy of Holies comes, 
Sacrifice shall cease. 

4.0 assembly of the Prophets, 
Bursting with sure prediction 
Beseech for me the King of Ages 
With insistent voices. 

Status: 
Contrafactum of liturgical hymn (CAO, no. 8248; AH, ii. no. 23; Lille, Bib. Mun., MS 599, 
fol. 7). 

Sources: 
The hymn A solis ortu cardine is derived from the liturgy of the feast of the Nativity. 
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Music: 
Final e, range d- d'. 

No. 77a: Metrical Structure: 88 8 8 
Rhyme Scheme: ab b a 
Musical Structure: AB C A' 

A solis ortu: Metrical Structure: 88 8 8 
Rhyme Scheme: ab b a 
Musical Structure: AB C A' 

8 8 8 8 8 8 8 8 
c d c d d d e e 
A B C A' A B C A' 

8 8 8 8 8 8 8 8 ... 
c d e d f f g g ... A B C A' A B C A 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Prophet saints; it praises the whole class 
of saints and singles out Isaiah and Daniel for particular mention. With its description of 
various Messianic prophecies, Adam's new text evokes the liturgical dramas of the 
prophets. It is based on several biblical passages from the Old Testament. The verse 
supplicating Isaiah refers to the prophecy found in the book of Isaiah 7: 14 concerning 
Christ's birth to a virgin, whilst the verse to Daniel alludes to the prophecy in Daniel 9: 24- 
7 which states that, when the Anointed One comes, there will be no more need for 
sacrifices as he will become the sacrifice for all mankind. The prophetic tone of this item is 
strengthened by the original model which Adam employs, the text of which emphasises 
that Christ's birth was the fulfilment of Old Testament prophecies. 

Additional text: 

Text 2: 

A solis ortu cardine 
Ad usque terse limitem 
Christum canamus principem 
Natum Maria virgine. 

2. Beatus auctor swculi 
Servile corpus induit 
Ut came camem liberans, 
Ne perderet quos condidit. 

3. Clausa parentis viscera 
Ccelestis intrat gratia 
Venter puellae bajulat 
Secreta, quas non noverat. 

5. Foeno jacere pertulit, 
Praesepe non abhorruit 
Parvoque lacte pastus est, 
Per quem nec ales esurit. 

4. Enixa est puerpera, 
Quern Gabriel praedixerat, 
Quern matris alvo gestiens, 
Clausus Johannes senserat. 

6. Gaudet chorus coelestium, 
Et angeli canunt Deo, 
Palamque fit pastoribus 
Pastor, creator omnium. 
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79: 0 constantice dignitas 
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No. 79: 0 constanticw dignitas 

Folio: 19v-20r 
Rubric: Super cantilenam quae incipit Quant voi la glaie meure et le rosier espanir. 

Text 1: 

O constantiae dignitas 
Fundamentum gratiae 
Te illuminat claritas 
Divine justitim 
Gloriae 
Pacis et hetitiw. 
Sic illos Dei largitas 
Prwmiat quos feritas 
Non vicit nequitiae 
Sed de belli acie 
Fervens retulit caritas 
Trophaeum victoria 
Dignum cwli requie. 

Translation: 

On the model of the song which begins `Quant voi la glaie' etc. 

O you who are worthy for your constancy, 
O foundation of grace, 
The brightness of divine justice, 
Glory, peace and joy 
Illuminate you. 
So may the generosity of God 
Grant those who are not overcome by wildness 
But whom fiery love brings back from the battlefront, 
The trophy of victory worthy of heavenly rest. 

Status: 
Contrafactum of trouvere chanson (R 2107). 

Sources: 
Text 1 appears only in the Ludus and is the work of Adam. Text 2 appears in MSS F, K, N, 
P, R, V, X and a with the melody and MSS C, S, U, (4) and (32) as text only. Text 3 
appears in MSS K, N, R and X with the melody. Text 4 appears in MS j with the melody 
and MSS C, I and (45) as text only. Text 5 appears in MS V and text 6 in MS X. 

Attributions: 
The majority of attributions are to Raoul de Soissons (in MSS F, K, P, X and a) but it has 
also been attributed to Thierri de Soissons, Perrin d'Agincourt, Jaque de Cambrai and 
Philippe de Remi. 
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Music: 
Final c; range g- a'. 

No. 79: Metrical Structure: 8 7 8 7 3 7 877 7 87 7 
Rhyme Scheme: a b a b b b aab c ab c 
Musical Structure: A A' B B 

Quant voi: Metrical Structure: 7+ 7 7+ 7 3 7 7+ 7+ 7 7 7+ 7 7 
Rhyme Scheme: a' b a' b b b a' a' b b ab b 
Musical Structure: A A' B B 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by John the Baptist, who is supplicated 
individually as he is within the liturgy. Adam's text praises John the Baptist for his 
constancy and grace and, perhaps in an allusion to his `fiery' and `wild' personality 
derived from his austere message of the need for repentance, asks that those who are not 
overcome by `wildness' should be redeemed by `fiery love'. 

Additional texts: 

Text 2: 

1. Quant voi la glaie meüre 
Et le rosier espanir 
Et seur la bele verdure 
La rousee resplendir, 
Lors souspir 
Pour cele que tant desir. 
He las, j'aim outre mesure. 
Autresi conme l'arsure 
Fet quanqu'ele ataint brouIr, 
Fet mon vis taindre et palir 
Sa simple regardeüre, 
Qui me vint au suer ferir 
Pour fere la mort sentir. 

2. Mult fet douce bleceüre 
Bone amour en son venir, 
Et melz vendroit la pointure 
D'un escorpion sentir 
Et morir 
Que de ma dolor languir. 
He las, ma dame est si dure 
Que de ma joie n'a cure 
Ne de ma dolor guerir; 
Ainz me fet vivre martir. 
Et c'est adds m'aventure 
C'onc dame ne poi servir, 
Qui le me deignast merir. 

3. He tres douce desirree, 
Onques dame ne fu si! 
Se vous m'avez refusee 
La joie dont je vous pri, 
Enrichi 
Sont mi mortel anemi, 
S'avrez leur joie doublee 
Et a moi la mort donee; 
Si ne l'ai pas deservi, 
C'onques honme ne transsi 
De mort si desesperee. 
Et bien vueil estre peri, 
Puis qu'a s'amor ai failli. 

4. He Deus, je l'ai tant amee 
Des primes que je la vi, 
C'onques puls d'autre riens nee, 
Ne de mon cuer, ne joi; 
Ainz m'a si 
Lessie pour l'amor de li 
Que je n'aim autre riens nee. 
Mes se ma dame honoree 
Set qu'ele ait loial ami, 
Bien devroit avoir merci, 
Se loiaute li agree. 
Mes souvent avient ensi 
Que ce song li plus hai. 
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5. Dame, ne me puis deffendre 
De la mort, que pour vous sent, 
Ne que cil c'on mainne prendre 
Encontre son jugement; 
Ainz atent 
Vostre douz commandement. 
Si vous fas bien a entendre: 
Se vous m'ociez sanz prendre, 
Blame en arez de la gent; 
Car cil qui tozjorz atent 
Et qui ne se veut deffendre 
Doit avoir legierement 
Merci, quant s'espee rent. 

Text 3: 

1. Dieus, je n'os nommer amie 
Cele a qui je sui amis; 
S'el m'aime, n'i pert il mie, 
Car en grant dolor m'ont mis 
Si douz ris, 
Si douz regarz, ses cler vis; 
Sa douce bouche, garnie 
D'un besier, dontj'ai envie 
Plus que d'estre en paradis, 
Son nes tretiz, bien assis, 
Son cors, sa gorge poli, 
Si vair oil poignant, jolis, 
Me font nuit et jor pensis. 

3. Deus, tardis sont sanz dotance 
As maus qu'el me fet sentir; 
Car se pitiez ne m'avance, 
Longuement porrai languir 
Ou morir. 
Mes s'ensi me let perir, 
Di tant ferai ma vantance. 
Plains fu de fausse acointance 
Ses dars, dont me vint ferir; 
Li fers fu d'un faus souspir, 
D'un faus regart fu la lance; 
Mes si fort me vint ferir 
Que du cop ne puis guerir. 

5. Chanson, va sanz demoree 
A ma dame, je t'en pri. 
Quant tu l'avras saluee, 
Si li regier et li di 
Qu'a ami 
Vueille retenir celui 
Qui pour li t'a controuvee 
Et qu'el soit loial prouvee, 
Si qu'ele ait de lui merci. 

6. Chanson, va t'en sanz atendre 
A ma dame droitement! 
Prie le que sanz mesprendre 
Te die tout son talent, 
Car souvent 
Vif plus dolereusement 
Que cil que mort fet estendre. 
Mes sa douce face tendre, 
En qui grant biaute resplent, 
M'art si mon cuer et esprent 
Que le charbons soz le cendre 
N'art pas si couvertement 
Com fet li las qui atent. 

2. Deus, g'i pens, si faz folie, 
Qu'en trop haut lieu me sui pris, 
Mes si me destraint et lie 
S'amor, dontje sui sorpris 
Et espris, 
Que g'i penserai touz dis, 
Tant que sa grant courtoisie 
M'envoit secors et aie, 
Tel corn je li ai requis. 
El dit que trop sui hastis; 
Mes non sui, que qu'ele die, 
Car d'arnors, dontje languis, 
Sont trop li secors tardis. 

4. Deus, sa longue demorance 
Me feroit d'amors oissir, 
Se n'ert ma bone esperance, 
Qui tozjorz me fet souffrir 
Et servir, 
Tant q'il li viegne a plesir 
Qu'ele me doint alejance 
Du cop qui au cuer me lance, 
Si u'a you ne. l fet partir. 
S'el me fet vivre martir 
Et trere grief penitance, 
Tant doi je melz avenir 
As granz biens queje desir. 
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Va t'en; je demorrai ci 
En dolor et en pensee 
Et dirai: "Aimi, aimi! 
S'el ne m'aime, el m'a trai! " 

Text 4: 

Meire, douce creature, 
Ou li fis Deu volt venir 
Prendre humainne nature 
Por sa deiteit couvir 
Et morir 
Por I'anemin retolir 
La proie de sa pasture, 
K'en hidouse fosse obscure 
Les menoit poene sosfrir: 
Plus ne le volt consentir 
Vostres fieus plains de droiture; 
Ains vint le sien cors offrir 
Pour nous et la mort sousfrir. 

3. Dame, vous estes la pree, 
Veritaulement le di, 
U la tres douce rousee 
De paradys descendi, 
Dont issi 
Li dous fruis ki nous rendi 
Vie, sante aduree, 
K'Adans nous avoit reubee 
Par le los de l'anemi. 
Mais li sires qui nasqui 
De vous, pucele honouree, 
Paia par un venredi 
Kanck'Adans i despendi. 

5. Tres douce, loiaus roine, 
Deseur toutes es li flors, 
De tous maus es medecine 
Et de pechie crimineus. 
Li hideus 
Ki tant est fel et morteus 
Et plains de male querine, 
Dame, ne fera saisine 
Ki vous sert, cors precieus; 
Mais la sus ert ses osteus, 
U joie est ki ne define. 
S'il vous plaist, faites nous tels 
Ke ce soit vostre catels. 

2. Aussi com sour la verdure 
Descent rousee des cieus, 
Vint en vo cors, virge pure, 
De paradys vos dous fieus, 
Vos cors pieus, 
Ki plis est dous ke West mieus; 
Ainc n'en senti bleceure, 
Mais ce nonce l'escripture, 
K'il en devint plus gentieus. 
Car quant fins argens soutieus 
Est avoec or en jointure, 
Je di bien, swe m'd Dieus, 
Ke li argens en vaut mieus. 

4. Ha loiaus virge honouree, 
Fontaine sour doug gravier, 
Sourgons de miel et de ree 
Pour les durs cuers restancier 
De pechier, 
Ki se veut en vous ploncier 
Par repentance enbrasee, 
Vostre amours li est dounee, 
Ki bien le puet avancier 
Et en paradys lancier 
En la joie desiree, 
U Dieus nous vaut tous hucier, 
Quant se fist en crois drechier. 
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Text 5: 

1. Aussi corn 1'eschaufeüre 
Du fu fet l'iaue boulir, 
Me fet la douce pointure 
De fine amour resjofr 
Et fremir. 
Remenbrance sanz mentir 
Ai touzjorz de l'aventure 
Qui navra sanz perceüre 
Ma car; par l'ueil assaillir 
Me vint et mon cuer sesir 
Amours, qui outre mesure 
Me fet ses assaus sentir 
Et atendre sanz merir. 

3. He, simple regardeüre, 
Qui si me fetes gemir! 
N'os dire que mespresure 
Feissiez de moi trair, 
Se servir 
Me fetes et obeir 
A la plus bele figure 
Qui ainz vestist de vesture. 
Je ne m'en doi repentir, 
Que tieus biens en puet venir 
Que cil qui plus maus endure 
Ne porroit mes por morir 
Le guerredon deservir. 

5. Chanson, a cele ou ma cure 
Ai mise va tostjehir, 
Que, s'il li plest, mort oscure 
A brief tenz m'estelt souffrir; 
Son plesir 
En face, que departir 
N'en vueil por nule ledure. 
Tant me soit douce ne sure 
S'amour, je n'en quier issir; 
Car se loiautevenir 
Puet ja mes a sa droiture, 
Ne me dout pas que guerir 
Ne me face et resjoir. 

2. Douz est li chaus de 1'arsure 
Dontje me sent si venir; 
Bontez et bele estature, 
Granz senz et biau maintenir 
Font emplir 
Mon corage et enrichir 
D'une couvoitise pure, 
Qu'ausement com la nautre 
Du douz tenz fet fruit florir, 
Fet ma penssee espanir 
Bons espoirs qui m'asseüre; 
Mes, encontre ce, soupir 
Por doutance de faillir. 

4. Lis souz venmeille tainture, 
leus vairs en front d'escremir, 
Portanz en desconfiture 
Mon orgueil sanz revertir, 
Qu'esbahir 
Me font ma dame d'oYr 
Sa tres doce palleüre; 
Mout m'est grief la teneüre 
De tout ensemble sosfrir, 
Quant sanz plus me fet languir 
De sa bouche une ouverture 
Que j'en riant vi ouvrir, 
Dont l'odor me vint sesir. 
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Text 6: 

Virge des ciels, clere et pure, 
Dont Deus se vout espanir 
Et nestre selonc nature 
Sanz virginite maumir, 
Mult desir 
Vostre amor a deservir; 
Car d'autre amie n'ai cure, 
Que grant joie m'asseüre, 
De vos amer et servir. 
Por ce me covient guerpir 
La mauvaise voie oscure 
Et touz les pechies hair 
Qui font a joie faillir. 

3. Dame des ciels coronee, 
Dolens et plorans vos di 
Qu'en vie desordenee 
Ai mon las cors envieilli; 
Si vos pri, 
Se trop tart vos cri merci, 
Que penitance doublee 
Me soit enjointe et donee, 
Tant que j'aie deservi 
Que cil qui de vous nasqui 
L'ait en pitie regardee, 
Si que li angre esbaudi 
Soient de m'ame sesi. 

5. Chanson, va moi sanz atendre 
A la rose de jovent, 
Qui puet et doner et prendre 
Toute joie a son talent; 
Di birement 

................. Qu'ailleurs ne puis mes entendre; 
Ainz me fait s'amor desfendre 
Touz maus et les biens m'aprent. 
Por ce li prof doucement 
Qu'ele soit a m'ame rendre; 
Car mes cuers grant doleur sent, 
Tant redout monjugement. 

2. Roine de grant mesure, 
Por Dieu, doint vos souvenir 
De ma lasse creature, 
Qui sanz vos ne puet garir; 
Car morir 
Doi et en terre porir. 
Las, et ma mort ert si dure, 
Se de pechid et d'ordure 
Ne puis m'ame esclarsir; 
Mes qui sert sans repentir 
Par raison et par droiture, 
Le fait pities esjoir 
Et a bone fine venir. 

4. Virge de gloire honoree, 
Ou tant bien sont aconpli, 
Fontaine si savoree 
Que tuft en sont repleni 
Vostre ami 
Et pecheor autresi, 
Qui Deus a grace donee, 
Que leur ame en a lavee 
En lermes plaines de cri, 
Ne metez, dame, en oubli 
Ma volente esploree, 
Si qu'a m'ame aient failli 
Et par vos, le anemi. 
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No. 81: Ave pa ter 

Folio: 20r-20v 

Text 1: 

O SANCTE 1. Ave pater multannn gentium 
ABRAHAM Qui amorem patemum exuens 

Immolare parasti filium, 
Vera fide sequaces induens. 
Ora Deum qui vostis annuens 
Est suorum, ut post hoc twdium 
Me ad tuum dignetur gremium 
Evocare, locellum tribuens. 

Translation: 

O HOLY 1. Hail, father of many nations, 
ABRAHAM Who, laying aside a father's love, 

Made ready to sacrifice your son, 
Clothing with true faith those who come after you. 
Pray God, who is favourable to the prayers 
Of those who are His own, that after this time of weariness 
He would deign to call me to your breast, 
Granting me there some small place. 

Status: 
Unica 

Music: 
Final g, range B- d'. 

Metrical Structure: 10 
Rhyme Scheme: a 
Musical Structure: A 

10 10 10 10 10 10 10 
babbaab 

AB 

This item contains an example of the descending cadential figure on `gremium'. 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Prophets and it is employed to venerate 
Abraham. Adam's text is inspired by Hebrews 1l and lists several of the reasons that led to 
Abraham being remembered for his faith. It recalls God's promise to Abraham that he 
would be a father of many nations and states that, in faith, Abraham was willing to 
sacrifice his son Isaac on God's command. 
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Commentary: 
This item contains a number of accidentals: an F sharp appears in the first and third 
phrases, an E flat in the second and fourth and aB flat in the seventh phrase. On the word 
`qui' there is a sharp sign, which functions as a natural sign cancelling the previous E flat. 
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No. 81a: Ave qui carens 

Folio: 20v 
Rubric: Sour. Meme Rex altissime. 

Text 1: 

O SANCTE 2. Ave qui carens lumine 
ISAAC Benedixisti flio 

Minori pulso dubio 
Pilos c pellis tegmine. 

O SANCTE 3. Ave qui hora funeris 
JACOB Testans dedisti cominus 

Tuis vocatis liberis 
Ventura illis eminus. 

4.0 Patriarchae nobiles 
In fide Deo stabiles 
Orate pro me seduli 
Deum rectorem swculi. 

Translation: 

To the tune of `O eternal King most high'. 

O HOLY 2. Hail you, who lacking light, 
ISAAC Blessed your younger son, 

With a hand that doubted 
The hairy covering of skin. 

O HOLY 3. Hail, you who bore witness to the hour of death 
JACOB And calling your children close by 

Bequeathed them things yet to come 
Afar of. 

4.0 noble patriarchs, 
Steadfast in faith in God, 
Pray for me earnestly 
To God the Ruler of the ages. 

Status: 
Contrafactum of liturgical hymn (CAD, no. 8255; AH, ii. no. 47). 

Sources: 
The hymn fterne Rex altissime is derived from the liturgy for the feast of the Ascension. 

Music: 
Final g, range e- d'. 
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No. 81a: Metrical Structure: 8 8 8 8 8 8 8 8 8 8 8 8 
Rhyme Scheme: a b b a c d c d e e f f 
Musical Structure: A B C D A B C D A B C D 

A teure Rex: Metrical Structure: 8 8 8 8 8 8 8 8 8 8 8 8 ... 
Rhyme Scheme: a b c d e b f f g b g g ... Musical Structure: A B C D A B C D A B C D ... 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Patriarchs; it praises the whole class of 
saints and singles out Isaac and Jacob for particular mention. Again, Adam's text derives 
inspiration from the Bible. The stanza supplicating Isaac describes the episode recounted in 
Genesis 27 in which Jacob tricks Isaac into giving him his blessing by disguising his arm 
with goat skin in order to feel more like his hirsute elder brother Esau. In the second 
stanza, Jacob is praised for calling his sons to his death bed and recounting to them the 
promises that God had given to him but which he had not yet seen fulfilled (see Genesis 
49). 

Additional text: 

Text 2: 

Meme rex altissime, 
Redemptor et fidelium, 
Quo mors soluta deperit, 
Datur triumphus gratin. 

2. Scandens tribunal dexterm 
Patris, potestas omnium 
Collata, est Jesu ccelitus, 
Qum non erat humanitas. 

3. Ut trina rerum machina, 
Ccelestium, terrestrium, 
Et infemorum condita 
Flectat genu jam subdita. 

5. Tu, Christe, nostrum gaudium, 
Manens Olympo praemium, 
Mundi regis qui fabricam, 
Mundana vincens gaudia. 

7. Ut cum rubente caeperis 
Clarere nube judicis, 
Poems repellas debitas, 
Reddas coronas perditas. 

4. Tremunt videntes angeli 
Versam vicem mortalium, 
Culpat caro, purgat caro, 
Regnat Deus Dei Caro. 

6. Hinc to precantes quxsumus, 
Ignosce culpis omnibus 
Et corda sursum subleva 
Ad to superna gratia. 

8. Gloria tibi, Domini, 
Qui scandis super sidera, 
Cum patre et almo spiritu 
In sempiterna saecula. 
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No. 83: Ave princeps cxlestis 

Folio: 21r 
Rubric: Sor. Loiaus desirs. (This rubric is erased, although it is correct). 

Text 1: 

O SANCTE 1. Ave princeps caelestis curiae 
GABRIEL Qui transmissus ad sacram Virginem 

Nuntiasti quod plena gratin 
Parturiret Deum et hominem. 
Conturbatae sedans formidinem 
Gaudiosa verborum serie 
Asserendo quod viri nesciae 
Obumbraret virtus Altissimi 
Arcam loci fecundans intimi. 

2. [Ilium ergo qui in triclinio 
Virginali camis cilicium 
Nostrw sumpsit, expleto nuntio 
Verum Dei scilicet Filium 
Deprecare ut post exsilium 
Praesens fruar ejus consortio 
Qui recumbens in sterquilinio 
Testa rasit membrorum ulcera 
Benedicens regentem wthera. ] 

Translation: 

O HOLY 1. Hail, prince of the heavenly court, 
GABRIEL Who was sent to the sacred Virgin 

To announce that she, full of grace, 
Would bear him who is both God and man. 
You calmed the terror and disturbance 
By a speech ofjoyful words, 
Telling that though she knew no man 
The power of the Most High would overshadow her. 

2. [Beseech him, therefore, who upon the virgin couch 
Took on the coarse weave of our f esh, 
Fulfilling your tidings - 
He who is indeed the Son of God - 
That after this present exile 
I would enjoy the company of him 
Who lies upon a dung heap 
And scrapes the sores of his limbs with a potsherd, 
Blessing the Ruler on high. ] 

394, 



Status: 
Contrafactum of trouvere chanson (R 1172). 

Sources: 
Text 1 is unique to the Ludus. Text 2 appears in MSS 0, R, V and a with the melody and 
MSS C, I, U and r6 without. Text 3, without melodic accompaniment, appears in MS V. 

Attributions: 
In MSS a and C this chanson is attributed to Martin le Beguin. 

Music: 
Final a, range c- e'. 

No. 83: Metrical Structure: 10 10 10 10 10 10 10 10 10 
Rhyme Scheme: ababbcadd 
Musical Structure: AAB 

Loiaus desirs: Metrical Structure: 10+ 10 10+ 10 10 10+ 10+ 10+ 10+ 
Rhyme Scheme: a' b a' bb a' a' c' c' 
Musical Structure: AAB 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Angels and it is employed to venerate 
Gabriel. Adam's supplication of Gabriel praises him for his role in Christ's birth and in the 
fulfilment of Messianic prophecies, announcing to the Virgin Mary that she would bear a 
son who would be `both God and man'. The second stanza includes a reference to Job, 

with whom it would appear Adam felt an affinity due to his ill-health. 

Commentary: 
The second stanza appears as a note in the lower margin of the manuscript folio, written in 
a different hand. Only one B flat is inserted in the manuscript, before 'Par-(turiret)' but the 
B flat on (Partu)-ri-(ret) is implied as it follows straight after. As Phrase 1 is identical to 
phrase 3, it would seem likely that this would also employ 13 flats, Similarly, phrase 7 
utilises the same opening material and so B flats have been added here. 

Additional texts: 

Text 2: 

Loiaus desir et pensee jolie 
Et fine amour, qui del tout m'a saisi, 
Me font chanter, nepourquant n'est cou mie 
Pour nul deduit de que j'aie jolis. 
Ains chant sans plus en espoir de merci, 
Que j'atendrai jusquau chief de ma vie 
Et, s'ains la mort avoie desservie 
Joie d'amours, plus joliz en seroie 
Et plus souvent et mieus en chanteroie. 
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2. He, dame a droit lode et enseignie, 
Saige et plaisans, cortoise et biele ausi, 
Con bons amis fins, desirous d'amie 
Por Deu, vos pri, ne metes en oubli 
cou que tous jors si humlement vous pri 
De loial cuer, sans point de vilenie. 
Ja vo valours n'en seroit amenrie 
Se jou en vous aucun confort trouvoie; 
Quels que il fust, a grans biens le tenroie. 

3. Ha boine Amour, pour que Waves envie 
De guerroiier mu dame autant con mi 
Tant qu'ele eilst coneü sa maistrie? 
S'aroit, je croir, pitie de son ami. 
S'ensi estoit, mult m'avroit tost gari; 
Et ne kier pas, certes, qu'ele l'otrie. 
Mauvaisement aroie deservie 
Si haute hounour, se par souhait 1'avoie. 
J'aim mieus servir, tant que avoir la doie. 

4. Si voirement qu'ains ne pensai folie 
Ne traYson ne faussete vers li, 
Consente Amours que par sa seignorie, 
Se il li plaist, me soit encor meri 
cou que tant 1'aim. Et se g'i ai fali, 
Ce poise moi, mes mes cuers 1'en mercie 
De cou qu'asses meillor Pont couvoitie; 
Dont pau li est, et je sui toute voi 
En bon espoir que plus jolis en soie. 

5. Ja, voir, de moy ne sera eslongie; 
Bien fust ensi, qu'ele m'eüst guerpi. 
Car en li maint honors et cortoisie, 
Qui sans esmai me tient et fait hardi 
Et cou qu'ele a le cuer si bien nourri 
Que ne saroit endurer vilounie, 
Me fait manoir en sa douce baillie. 
N'autre que li amer jou ne saroie; 
Si veil, Amours, qu'encor ame m'en voie. 

Text 3: 

Tant ne me plaist toute phylosophye 
Parfetement savoir ranz meserrer, 
Ne tant me plaist, je toute seignorie 
De terre et d'air, de riviere et de mer, 
Con je desir en chantant recorder 
La grant valour de la virge Marie, 
Non pas toute, mes aucune partie; 
Car la moitie raconter n'en porroie, 
Se tout le mont en m'aide en avoie. 
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2. Virge concut au tesmoing d'Ysaye 
Et enfenta sanz dolour endurer 
Celui par cui en Deus fu departie 
Le Rouge Mer pour son pueple sauver; 
Puis la rejoint et la fist reverser 
Seur Pharaon et sa grant conpaignie. 
Bient doit estre loee et gracee 
Cele qui taint neuf mois de sa couroie 
Celui qui fist si merveillouse voie. 

3. En son cors fu humanitez unie 
A deite por homme rachater; 
Si loialment fu la chose establie 
Que, quant la char couvint mort endurer, 
La deitez, duranz sanz violer, 
Ou sepucre li porta conpaignie. 
N'onques de lui ne du fame guerpie 
Dedenz enfer ne en toute la voie, 
N'au resartir de laz d'or et de soie. 

4. Ceste dame le buisson senefie 
Que Moyses vit sanz ardoir flammer. 
Lors qu'ele fu de grace raemplie, 
Encainte fu sanz li desvirginer; 
De li nasqui sanz porte deffermer 
Li rois des rois et veritez et vie, 
Qui trestouz seus fist tel chevalerie 
Qu'enfer brisa et en retraist sa proie, 
Dont chascuns doit chanter et mener joie. 

5. Chambre roiaus, d'umilite jonchie, 
Mout a le cuer despersement amer 
Et desloial et plain de felonnie, 
Qui nuit et jour n'entent a vos amer; 
Quar qui vos set de fin cuer reclamer, 
S'il vos avoit trente mil anz servie, 
N'avroit il pas la joie deservie 
Que vostre filz doucement li otroie 
En un moment, quant sa mere l'en proie. 
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83a: Ave cum quo angelica 
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No. 83a: Ave cum quo angelica 

Folio: 21 r 
Rubric: Sor. Beata nobis gaudia. 

Text 1: 

O SANCTE 3. Ave cum quo angelica 
MICHAEL Pompa draconem domuit 

Quem infernus absorbuit 
Cum sorte diabolica. 

O SANCTE 4. Ave Sarge opprobrium 
RAPHAEL Delens, ejectam erigens 

Male errata corrigens 
Per Tobix conjugium. 

5.0 Virtutes angelicae, 
Custodes jussu Domini 
Caelestis reipublicx 
Me servare dignemini. 

Translation: 

On the model of `Our blessed joy'. 

O HOLY 3. Hail, you with whom the angelic host 
MICHAEL Tamed the dragon 

Whom the One Below then took in 
Among his devilish company. 

O HOLY 4. Hail you that took away the shame of Sara, 
RAPHAEL Lifting up her that was cast down, 

Through the wife of Tobias 
Putting right the things that were badly wrong. 

5. O you angelic powers, 
By the Lord's command 
Guardians of the heavenly state, 
Make me worthy to serve. 

Status: 
Contrafactum of liturgical hymn (CAO, no. 8273; AH, ii. no. 51; Lille, Bib. Mun., MS 599, 
fol. 24). [The melody used at Lille to accompany the text of Beata nobis gaudia is that of 
the modern Jesu Redemptor omnium]. 

Sources: 
The hymn Beata nobis gaudia is derived from the liturgy for the feast of Pentecost. 

Music: 
Final g, range f-f. 
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No. 83a: Metrical Structure: 8 8 8 8 8 8 8 8 8 8 8 8 
Rhyme Scheme: a b b a c d d c e f e f 
Musical Structure: A B C A A B C A A B C A 

Beata nobis: Metrical Structure: 8 8 8 8 8 8 8 8 8 8 8 8 ... Rhyme Scheme: a b c d e f g h i i j k ... Musical Structure: A B C A A B C A A B C A ... 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Angels; it praises the whole class of 
Angels and singles out Michael and Raphael for particular mention. Deriving inspiration 
from Scripture, the first stanza of Adam's text (which is sung to the angel Michael) alludes 
to the account found in the book of Revelation (12: 7-9) of the battle between Michael and 
the dragon (i. e. Lucifer), resulting in Lucifer's expulsion from heaven. The second stanza 
praises the archangel Raphael, who appears in the apocryphal book of Tobit. Continuing 
the theme of the battle between good and evil, Raphael is venerated for his exorcism of a 
demon in possession of Sarah, which had killed each of her seven successive husbands. 

Commentary: 
AB flat appears in the manuscript at the start of the first stave and another before `di- 
(abolica)'. The E flat is inserted on the stave directly before `quem'. 

Additional text: 

Text 2: 

Beata nobis gaudia 
Anni reduxit orbita, 
Cum Spiritus Paraclitus 
Efrulsit in discipulos. 

2. Ignis vibrante lumine 
Linguae figuram detulit, 
Verbis ut essent proflui 
Et caritate fervidi. 

3. Linguis loquuntur omnium, 
Turbw pavent gentilium, 
Musto madere deputant, 
Quos spiritus repleverat. 

5. Te nunc, Deus piissime, 
Vultu precamur cernuo, 
Illapsi nobis ccelitus 
Largire dona Spiritus. 

7. Sit laus patri cum filio, 
Sancto simul paraclito, 
Nobisque mittat filius 
Charisma sancti spiritus. 

4. Patrata sunt hxc mystice 
Paschae peracto tempore 
Sacro dierum numero, 
Quo lege fit remissio. 

6. Dudum sacrata pectora 
Tua replesti gratia, 
Dimitte nunc peccamina 
Et da quieta tempora. 
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85: Ave rosa rubens 
1 1 1 pn "º I 

A- 

a 

ve 

1 

ro - 

60 

sa ru 

1 

- bens 

a^ 

et 

. a 

to - ne - ra 

ti 

Cu - 

1 

jus 

' 

o- 

1 1 

dor in - ae - sti - 

ýý 

ma - bi - 

a 

lis, 
_ 

1 

A- 

a 

ve 

1 

stel - 

a 

la trans - 

1a 

cen - dens 

" a 

si - de - ra 

iti 

Cu - jus ful - gor in - en - ar - ra - bi - lis_ 

Myr - rha 

1 

fra 

h 

- grans 

1 

hys 

1 

- so - pus 

1 

hu 

1 

- mi - 

a 

lis 

Pa 

91 

Per 

1". 

quarr De - us 

1 

de 

' 

De 

1 

-i 

1". 

dex - to - 

p1 

ra_ 

I 

Se in - cli 

a 

- nans 

1 

ad 

a 

nos 

1 

- tra- 

1 

in - fe 

a 

- ra_. 

ti 

No - str c fu - it na - tu - rw nu - bi - lis. 
_ 

401 



No. 85: Ave rosa rubens 

Folio: 21v 
Rubric: Sour. Tant ai d amours apris et entendu. 

Text 1: 

Ave rosa rubens et tenera 
Cujus odor inaestimabilis, 
Ave stella transcendens sidera 
Cujus fulgor inenarrabilis 
Myrrha fragrans hyssopus humilis 
Per quarr Deus de Dei dextera 
Se inclinans ad nostra infers 
Nostrae fuit naturae nubilis. 

2. Ave virga Jesse florigera 
Flos hic inquam immarcessibilis, 
Ave dulcis virgo puerpera 
Puer cujus nulli consimilis 
Qui immensus interminabilis 
Intra tua se clausit viscera 
Lac de caelo potans ad ubera 
Potus talis mire laudabilis. 

3. Ave Sponsi cwlestis camera 
Cunctx genti desiderabilis, 
Ave dicta confirmans vetera 
Prophetarum. Christi visibilis 
Facta mater qui et passibilis 
Mortem crucis tulit post verbera, 
Qum mors licet fuerit aspera 
Et despecta nulla tam utilis. 

4. Ave de qua narrantur opera 
Caritatis inexstinguibilis, 
Ave per quarr lux salutifera 
Fulsit clara in antris nubilis, 
Quando Christus rex invincibilis 
Signo crucis confregit infera, 
Suos solvens quos prima vipera 
Compedivit insatiabilis. 

5. Ave ferens ferentem fcedera 
Pacis, mundi lucema labilis, 
Ave pia piantem scelera 
Portans, portus in fide stabilis 
Tu egenis matrona fertilis 
Nato mater ut potes impera 
Quod sit mihi vitae vespera 
Misericors Pius placabilis. 
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Translation: 

To `Taut ai d'amours' etc. 
1. Hail rose blushing and tender 

Whose scent is inestimable; 
Hail, star excelling the stars, 
Whose radiance is beyond telling; 
Fragrant myrrh, humble hyssop, 
Through whom God from Goc4 bowing 
Himself to His right to our regions below, 
Married our nature. 

2. Hail f ower-bearing stem of Jesse, 
The f ower, I say, which can never drop; 
Hail, sweet childbearing virgin, 
Maiden that none can equal; 
He who is immeasurable and boundless 
Enclosed himself within your womb, 
And drank heavenly milk from your breasts: 
How wonderfully to be praised is that drink 

3. Hail, chamber of the heavenly bridegroom, 
Desirable to your whole race; 
Hail you who confirms the ancient sayings 
Of the prophets; you became the mother 
Of Christ made visible, he who was even able to feel pain 
And endured death on a cross, according to the scriptures; 
That death, for all that it was cruel 
And despised, was more useful than any other. 

4. Hail, you whose deeds of 
Inextinguishable love are told; 
Hail, you through whom the light that brought salvation 
Shone forth bright within gloomy caves; 
When Christ the unconquerable king 
Destroyed the regions below by the sign of the cross, 
Releasing those who were his, whom the first serpent, 
Who could not be satisfied, had fettered. 

5. Hail, you that brought forth him who brings 
A covenant of peace, 
The light of a tottering world; 
Hail, you who faithfully bore him 
Who atones for wickedness, 
You reliable harbour for the faithful; 
Fruitful mother to the destitute; 
Bid your Son, as you are able, mother, 
That in the evening of my life he would be to me 
Merciful, compassionate and appeased. 
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Status: 
Contrafactum of trouvere chanson (R 2054). 

Sources: 
Text I is unique to the Ludus. Text 2 appears in MSS 0 and V with the melody and MSS C 

and U without. Text 3 appears in MS j with the melody and C without. Text 4, a French 

translation of Adam's original text, occurs without melodic accompaniment in the 

manuscripts which contain the Ludus-Anticlaudien: MSS (36) nouv. acq. fr. 10047, (36) 

nouv. acq. fr. 1149 and (36) nouv. acq. fr. 1634. 

Attributions: 
This chanson is attributed to Lambert Ferri. 

Music: 
Final g, range f- g'. 

No. 85: Metrical Structure: 10 10 10 10 10 10 10 10 
Rhyme Scheme: a b a b ba ab 
Musical Structure: A A B 

Tant ai: Metrical Structure: 10 10+ 10 10+ 10+ 10 10 10+ 
Rhyme Scheme: a b' a b' b' a a b' 
Musical Structure: A A B 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she passes by the Virgin Mary, who is venerated 
individually. This is one of Adam's longest invocations, consisting of five stanzas, and he 

reserves this for one of the central characters of his narrative: the Virgin Mary. In 
constructing his text, Adam draws inspiration from both secular and sacred genres, fusing 
biblical and liturgical imagery with that drawn from trouvere songs of love and devotion. 
Evoking the previous song to the Prophets, Adam stresses the role of the Virgin Mary in 
the fulfilment of various prophecies surrounding Christ's birth. 

Additional texts: 

Text 2: 

Tant ai d'Amours apris et entendu 
Que puls fors Deu ne m'en puet plus aprendre. 
Et non porquant j'ai si mon sen perdu 
Qu'au grant besoing je ne me sai desfendre. 
Si me mervoil de ces que voi enprendre 
Si cruel fes et n'en sont esperdu. 
Ws il n'ont pas le mestier coneii, 
Si ne sevent de for mauz garde prendre. 

2. Qui mal ne set, ne ne 1'a conneii, 
Ja par lui seul ne s'en porra desfendre. 
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Uns avugles qui onques n'a veil 
Fosse ne pois, tost i porroit descendre, 
A un piler son chief quasser et fendre. 
Ensi est il de ces qui n'ont sentu 
Les tres grids fais qu'Amors ont portendu; 
Trop est hardiz qui amors ose atendre. 

3. En Amors a tel force et tel vertu 
Que nuns vers li ne se porroit desfendre. 
Deus, je m'en sui si bien aperceüz; 
Sen et savoir m'a fait Amors aprendre, 
Et qui plus set, mieuz se doit a li rendre. 
Deus, je m'en sui si grant pieta renduz! 
Si en merci bone Amor et salu, 
Quant de tel cors a doignie le cuer prendre. 

3a. (V) Mout a Amours grant force et grant vertu, 
Que nus vers li n'a poir de contendre. 
Por moi le di, qui souvent 1'ai sentu, 
Qu'ele m'a fet senz et reson despendre. 
Mes qui mieus set, ainz se doit a li rendre. 
Dieus, je li ai grant piec'a tout rendu! 
Si 1'en merci loiaument et salu, 
Quant de tel cors daigna ainc le suer prendre. 

3b. (C) En Amors ait teil force et teil vertu 
Que nuls vers li ne se poroit defandre 
Bien 1'ai per moi apris et coneu, 
Sens et raixons me fait trestout deffendre, 
Et quant muels valt, on se doit a li randre. 
Lais, je m'i seux si grant piece ait randu! 
Si Fen mreci bonement et salu, 
Quant ains doignait de teil cors lour cuer prendre. 

4. Douce dame, prouz et sage et vaillanz, 
Qui de beaute, de sen, de cortoisie 
Avez passe totes dames vivanz 
Qui ore sunt ne qui furent en vie; 
Aj ointes mains je vos requier et prie 
Por celui Deu qui nasqui dignement 
Qu'aiez pitie dou plus leal amant 
Qui ainz amast a nul jor de sa vie. 

5. Chanson, va t'en, fai savoir toz amanz 
Que ci porroit on tel example prendre 
Par quoi james ne seroit mesdisanz 
En nes un leu ou il sachent entendre. 
En autres leux voisent for consoil prendre 
Que nou sachent la malparliere gent; 
Que grant ennui en avroient sovent, 
Que li mauvais vuelent les bons sorprendre. 
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6. He deus d'amors, dont puet or seuvenir, 
Qu'en si haut leu ai mise m'esperanse? 
Muels l'ameroie entre mes brais tenir 
A mon voloir que estre rois de France. 
Se ne. l me doit nus tenir a anfance, 
Car c'est la riens del mont que plux desir; 
Et Deus m'en doinst a si boen chief venir, 
Que de mes mals puisse avoir aligence! 

Text 3: 

Tant ai d'Amours apris et entendu 
Que par amours voeill a chanter emprendre 
Del haut seigneur qui tous jors ert et fu 
Et de la virge en quel cors il vint prendre 
Humanite pour les ames deffendre 
De la prison u tout fuissiens keu 
Par le consel que nos peire of creu 
De sa moillier, dont il fist a reprendre. 

2. Sire des rois, beneois soies tu, 
Et li osteus u tu venus descendre 
Soit beneois, car par lui desrompu 
Furent li lag que l'anemis fist tendre. 
Par le pechie dont Adans sot sousprendre 
Furent il plus de cinq mil ans tendu, 
Mais li pooirs de toi et la vertu 
Del virge osteil les fist rompre et destendre. 

3. Mout nous devroit le cuer avoir meu 
cou que Dieus eut pour nous tant a contendre, 
Qu'il consenti qu'il eut le cors batu 
Et qu'on le fist par vieute en crois pendre 
Et a trois claus tachier et estendre; 
Et de le lance of le conste fendu, 
Si que li sans, quant Longis l'ot fern, 
En degouta sour sa digne char tendre. 

4. Cil dignes sans, qui au vrai roi Jhesu 
Issi du cors, doune a droit a entendre 
A trestous chiaus qui baptesme ont eu; 
C'autressi bien qu'il fist la piere fendre, 
Doit il les cuers brisier et faire esprendre 
De vraie amour pour finir le treu 
Dont cil nous a par son cors deffendu 
Qui mort soufri pour a noun joie rendre. 

5. Virge roiaus, mere au roial escu, 
Car me dounes cuer et voloir d'aprendre 
Comment je vis et comment j'ai vescu 
Jusc'au jour d'ui, et me faites despendre 
En vous servir tout mon tans sans mesprendre 
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Et me dounes a fame vrai salu, 
De ce que j'ai folement despendu, 
C'au jugement mi bien n'en soient mendre. 

6. A Sainte Crois, serventois, sans mesprendre 
Va, tant qu'on t'ait ait of et veu 
Di au diien que Ferri a valu 
Qu'a lui to doing, ne t'i voeill mie vendre. 

Text 4: 

Ave rose plaine de grant odeur, 
Li malade sont par vous respasse. 
Luisans estoille plaine de lueur, 
Li desvoiiet sont par vous rassene. 
Vos regars a le pecheur console 
Et s'a oste de nos cuers le roideur; 
Par vous avons de vo flu le faveur 
Ou autrement tout seriesmes dampne. 
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No. 88: Agnus Fili Virginis 

Folio: 22v 

Text 1: 

Agnus Fili Virginis 
Primi lapsum hominis 
Restaurans per sanguinis 
Tui sancti pretium 
Miserere nobis. 

2. Qui resurgens miseris 
Extractis ab inferis 
Dedisti cum Superis 
Vitae refrigerium 
Miserere nobis. 

3. Agnus expers criminis 
Seda ventum turbinis 
Dans virtute numinis 
Verse lucis gaudium 
Dona nobis pacem. 

Translation: 

O Lamb, son of the Virgin, 
Who restores at the cost 
Of your holy blood 
The fall of the first man, 
Have mercy on us. 

2. You who by your rising 
Gave to those rescued from the lower regions 
Rest from life 
With those on high, 
Have mercy on us. 

3.0 Lamb, free from fault, 
Calm the wind of the darkness, 
You who give the joy of the true light 
By your divine power, 
Grant us peace. 

409 



Status: 
Unica 

Music: 
Final d' (upper part), g (lower part), range g- a' (upper part), e- e' (lower part). 

Metrical Structure: 
Rhyme Scheme: 
Musical Structure: 

77776 
aaaba 
Through-composed 

Voice: 
Sung by a `penitent soul' whose voice rises from earth to heaven and is overheard by 
Prudence as she greets the saints in heaven. 

Narrative placement: 
Prudence overhears this song as she reaches Christ in her procession past the saints. As the 
central character of the narrative, he is venerated individually with the only musical item in 
the Ludus to be notated polyphonically, marking the culmination of Prudence's journey. 
Adam bases his text upon the tripartite structure of the liturgical Agnus Dei, with its 
threefold petition: `have mercy on us', `have mercy on us', `grant us peace'. 

Commentary: 
The B flat on `per' is inserted into the stave. On `(san)-gui-(nis)' there is no B flat and as 
this word appears on a subsequent stave it is assumed to be aB natural. The F sharp on 
`(mise)-re-(re)' is inserted into the stave in the top voice but not the bottom voice - this has 
been interpreted as a scribal error. 
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No. 106: Ad honorem Filii 

Folio: 26r-26v 
Rubric: Super Laetabundus. 

Text 1: 

1. FRONESIS Ad honorem Filii 
Matrem gaudii 
Salutemus. 

FIDES Et pro matre Filio 
Sine twdio 
Jubilemus. 

2. FRONESIS Ave mater venue 
Fons misericordiae 
Maris stella. 

3. FRONESIS Ave mater inclyta 
Per quarr vita perdita 
Reparatur. 

4. FRONESIS Ave mater patri c 
Cwlestis, laetitiae 
Dans annonam. 

5. FRONESIS Ave mater omnium 
Factoris, quae proprium 
Virgo Dei Filium 
Peperisti. 

6. FRONESIS 0 mater postula 
Pro reis sedula 
Donum gratiae 
Finem bonum. 

Translation: 

FIDES Ave Fili Virginis 
Sedans pestem turbinis 
In procella. 

FIDES Ave Fili nobilis 
Cujus morte flebilis 
Mors damnatur. 

FIDES 

FIDES 

FIDES 

Ave Fili gratin 
Paradisi glorim 
Dans coronam. 

Ave Fili Numinis 
Verum corpus hominis 
In utero virginis 
Assumpsisti. 

O Fili precibus 
Parentis dulcibus, 
Dona venire 
Reis donum. 
Amen. 

To 'La tabundus 

1. PRUDENCE In honour of the Son, 
The mother of joy 
We greet. 

2. PRUDENCE Hail, mother of grace, 
Fount of mercy, 
Star of the sea. 

FAITH And for his mother, 
To the Son untiringly 
We sing in joy. 

Hail, Son of the Virgin, 
Calming the calamity 
Of darkness 
In the storm. 

FAITH 

3. PRUDENCE Hail, renowned mother, FAITH 
Through whom life that 
Had been ruined 
Was restored. 

Hail, noble Son 
By whose death 
Doleful death was 
Punished 
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4. PRUDENCE Hail, mother of the heavenly FAITH Hail, Son of Grace, 
Fatherland, granting Granting the crown 
A harvest of joy. Of glory in paradise. 

5. PRUDENCE Hail, mother of the FAITH Hail, Son of the Divine 
Maker of all, Power, 
Who as virgin gave birth True body of a human 
To the Son of God. You took to yourself 

In the virgin's womb. 

6. PRUDENCE 0 mother, ask earnestly FAITH 0 Son, by the sweet 
For the gift of grace Prayers of a parent, 
On behalf of those accused, Grant the gift of favour 
That is, a good end. To those accused 

Amen. 
Status: 
Contrafactum of liturgical sequence (Lille, Bib. Mun., MS 599, fol. 75). 

Sources: 
The sequence Lactabundus is derived from the liturgy of the feast of the Nativity and would 
also have been sung on the feasts of St Stephen (Dec. 26th) and St John the Evangelist 
(Dec. 27th). 

Music: 
Final c', range g- c". 

No. 106: Metrical Structure: 7 5 4: 7 5 4 7 7 4: 774 
Rhyme Scheme: a a b: c c b d d e: ffe 
Musical Structure: A A B B 

cont'd: 774: 774 7 7 74: 7 7 74 66 5 4: 
ddi: ddi j j jk: f f fk 11 d m: 
DD E El F 

Letabundus: Metrical Structure: 4 8 4: 4 8 4 7 7 4 774 
Rhyme Scheme: a a b: c c d e f d ghd 
Musical Structure: A A B B 

cont'd: 774: 774 7 7 74: 7 7 74 66 5 4: 
ejd: ekd 1 1 1 d: a a ad dd md: 
DD E E F 

Voice: 
This sequence is sung in dialogue form by Prudence and Faith. 

774: 774 
ggh: ffh 
C C' 

6654 
bbd m 
F 

774: 774 
iid: jjd 
CC 

6654 
ddnd 
F 

Narrative placement: 
As Prudence goes to leave the court of heaven, having been given the soul by God, she 
meets the Virgin and Christ once more. She is moved to sing a sequence, with Faith, in 
their honour. In order to provide a fitting conclusion to this first musically-interpolated 
section, the piece is sung in dialogue form by Prudence and Faith who perform alternate 
lines of the paired versicles, with Prudence venerating Christ whilst Faith praises the 
Virgin Mary. Each pair of versicles, sung to the same music, is linked textually, with each 
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one alternately addressing the Virgin or Christ with praise, before describing a particular 
(related) deed or characteristic. Adam draws on many established biblical and liturgical 
images and poetic motifs to portray each character. 

Additional text: 

Text 2: 

I a. Letabundus 
Exsultet fidelis chorus, 
Alleluia; 

lb. Regem regum 
Intacte profudit thorus, 
Res Miranda. 

2a. Angelus consilii 
Natus est de virgine, 
Sol de stella, 

3a. Sicut sidus radium, 
Profert virgo filium 
Pari forma; 

4a. Cedrus alta Lybani 
Conformatur ysopo 
Valle nostra; 

5a. Ysayas cecinit, 
Synagoga meminit, 
Numquam tarnen desinit 
Esse ceca; 

6a. Infelix propera, 
Crede vel vetera; 
Cur damnaberis, 
Gens misers? 

2b. Sol occasum nesciens, 
Stella semper rutilans, 
Semper clara. 

3b. Neque sidus radio, 
Neque mater filio 
Fit corrupta. 

4b. Verbum, ens altissimi, 
Corporari passum est 
Came sumpta. 

5b. Si non suis vatibus, 
Credat vel gentilibus 
Sibillinis versibus 
Hec predicta. 

6b. Quem docet litera, 
Natum considera; 
Ipsum genuit 
Puerpera. 
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No. 111: Homo cur extolleris 

Folio: 27r-27v 

Text 1: 

Homo cur extolleris, 
Cur luxu to atteris, 
Ac ceteris 
Peccatis to ingeris, 
Qui favilla diceris. 
Heu considera 
Austera seu aspera 
Pondera 
Quae feres ad infera 
Trusus misera 
Ni cessaveris. 
Videque quam dulcia 
Trophwa seu prxmia 
Poteris 
Assequi si sceleris 
Peenitueris. 
Ecce hora funeris 
Instat dubia. 
Ergo vitia 
Gemens expia 
Dum loqueris 
Alioquin falleris. 

Translation: 

O man, why are you exalted? 
Why do you waste yourself in luxury 
And drive yourself to other sins, 
You who are called ashes? 
Alas! consider 
The grave and heavy burden 
Which you carry, 
Pressed onward towards 
The miseries of hell, 
If you do not put an end to it. 
See how sweet 
The victories and prizes 
You could win 
If you repented of your wickedness. 
See, the doubtful hour 
Of death is at hand. 
Therefore with groaning 
Atone for your faults 
While you have the power of speech, 
Otherwise you will be deceived 
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Status: 
Unica 

Music: 
Final f, range e- g'. 

Metrical Structure: 7747757375577375755547 
Rhyme Scheme: aaaaabbbbbaccaaaacccaa 
Musical Structure: Through-composed 

This item contains an example of the descending cadential motif on `(ex)tolleris', 
`(ces)saveris' and ̀ dubia'. 

Voice: 
Sung by Nature to the Perfect Man. 

Narrative placement: 
This is the first item in the second narrative section. Having formed the body of the Perfect 
Man and united it with the soul from heaven, Nature invites the Virtues to endow him with 
their various gifts and to complete their offering with a song. As befits her stature within 
the narrative, Nature is attributed an insertion which is imposing, both in terms of its visual 
impact and its musical style. Echoing her complaint with which the Ludus begins, the text 
speaks of the sinfulness of mankind and describes the consequences of this sin unless 
action is taken. 
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No. 113: 0 quamfelix qui servit 

Folio: 27v-28r 

Text 1: 

O quam felix qui servit Domino 
Cui servire decus est regium 
Nam cum regnet et absque termino 
Se regnantem donat in prxmium. 
Non molestat quemquam officio 
Sed gravatis est in auxilio 
Onus levat tollit fastidium 
Serviamus ergo alacriter 
Regi danti regnare jugiter. 

Translation: 

O how fortunate is one who serves the Lord, 
For to serve Him is a royal honour, 
For since He reigns without end 
He grants as reward Himself as ruler. 
He does not burden anyone with duty 
But is a help to those who are heavy laden, 
He lifts the burden, removes the scorn. 
Therefore let us hasten to serve 
The King who grants us to reign together with Him. 

Status: 
Unica 

Music: 
Final c; range b- c". 

Metrical Structure: 10 10 10 10 10 10 10 10 10 
Rhyme Scheme: ababaabcc 
Musical Structure: AAB 

Examples of the stepwise descending cadential figure are seen on `(au)xilio' and ̀ jugiter'. 

Voice: 
Sung by Honesty to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Honesty sings of the happiness of those who serve 
God. The text describes the honour and reward of serving God - stating that God helps 
those who are heavy laden - and concludes with an exhortation to serve God in order to 
reign with Him. In constructing this text, Adam draws upon the passage in the Gospel of 
Matthew in which Jesus tells his disciples that in him they will find rest: `Come to Me, all 
you that labour, and are burdened, and I will refresh you. Take up My yoke upon you, and 
learn of Me, because I am meek, and humble of heart: and you shall find rest to your souls. 
For My yoke is sweet and My burden light' (see Matt. 11: 28-30). 
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115: Fcecis avaritce 
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No. 115: Fxcis avaritix 

Folio: 28r-28v 

Text 1: 

Fwcis avaritiae 
Potus multis officit 
Et praesertim inficit 
Ministros Ecclesiae. 
Nam haustur ingluvie 
Tanta cunctos afficit 
Quod non est qui sufficit 
Veredicat hodie 
Sitis enim ebrix 
Fervor nunquam deficit 
Itaque dolendum quod clerici 
Sic languent hydropici. 

Translation: 

Many are hindered 
By drinking of the dregs of avarice, 
And especially it infects 
The ministers of the Church. 
For the draught affects them all 
With such insatiable desire 
That there is none, truth to tell, 
For whom just today suffices, 
The eager desire of intoxicating thirst 
Never fails, one should weep 
That the dropsical clergy should be so weak 

Status: 
Unica 

Music: 
Final f, range e -f- 

Metrical Structure: 77 
Rhyme Scheme: ab 
Musical Structure: A 

77777 
bacbb 
AB 

777 10 7 
cabdd 

The characteristic cadential motif appears at the ends of phrases 1 to 4 and the final phrase. 
The text of this item demonstrates Adam's employment of a moralising rhymed couplet 
which introduces a new rhyme and is preceded by a three-letter word ('Itaque') outside the 
overall metrical scheme. This is highlighted by the higher pitch of its musical line. 

Voice: 
Sung by Generosity to the Perfect Man. 
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Narrative placement: 
After giving her gift to the Perfect Man, Generosity sings against drunkenness and avarice 
among the clergy. This is an example of one of Adam's invectives against immorality 
which he considers to be rife amongst the ministers of the Church. As such, it is more 
specific than many of the other musical offerings made by the Virtues to the Perfect Man 
which are concerned with general moral teaching. 

Commentary: 
The flat sign appears in the B position at the beginnings of staves 1,4,5,7,8 and 9 in the 
manuscript and has therefore been interpreted as a rudimentary key signature. As the staves 
which do not contain B flats in the manuscript repeat material found in staves where B flats 

are employed, B flats have been applied consistently throughout the piece. 
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Narrative placement: 
After giving her gift to the Perfect Man, Generosity sings against drunkenness and avarice 
among the clergy. This is an example of one of Adam's invectives against immorality 
which he considers to be rife amongst the ministers of the Church. As such, it is more 
specific than many of the other musical offerings made by the Virtues to the Perfect Man 
which are concerned with general moral teaching. 

Commentary: 
The flat sign appears in the B position at the beginnings of staves 1,4,5,7,8 and 9 in the 
manuscript and has therefore been interpreted as a rudimentary key signature. As the staves 
which do not contain B flats in the manuscript repeat material found in staves where B flats 
are employed, B flats have been applied consistently throughout the piece. 
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No. 117: Modestos 

Folio: 28v-29r 

Teat 1: 

Modestos blanditim 
Swculi non emolliunt 
Nec horum qui smviunt 
Perturbantur insanie 
Sed manent in temperie 
Qua se semper muniunt 
Seseque custodiunt 
Servata pacis requie 
Sic gratin meritum 
Lucrantes et gloriae. 

Translation: 

The blandishments of the age 
Do not turn soft those who practice moderation, 
Nor are they perturbed by the madness 
Of those who rave; 
But they remain in temperance 
By which they fortify themselves, 
And keep themselves secure 
In the peaceful rest that is kept for them, 
So they gain the reward 
Of grace and glory. 

Status: 
Unica 

Music: 
Final d, range c- e'. 

Metrical Structure: 78788778 
Rhyme Scheme: abbccbbc 
Musical Structure: Through-composed 

Voice: 
Sung by Temperance to the Perfect Man. 

77 
da 

Narrative placement: 
After giving her gift to the Perfect Man, Temperance sings of moderation in speech and 
warns not to rouse flattery or outrage. The text discusses flattery but concludes that those 
who practice moderation are not affected by it. Temperance advises the Perfect Man that 
through moderation one can preserve one's own state of mind and morals without being 
swayed by others and she concludes by promising the rewards of grace and glory. 
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Commentary: 
Before the B of `pa-(cis)' is a sharp sign which the scribe generally employs as a natural in 
this position - this suggests that the previous B should be aB flat. 
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No. 119: Beatus vir 

Folio: 29r 

Text 1: 

Beatus vir qui sapientiae 
Thesaurizans quxrit erarium 
Cujus gazas hostis insidiae 
Non prwdantur fur vel incendium. 
Sed cum illa bonorum omnium 
Crescit honor et lumen gratiae 
Non est aurum quod ad scientiae 
Mereatur conferri pretium. 

Translation: 

Blessed is the man who treasures wisdom 
And seeks the treasury 
Of which no enemy, no thief or fire preys 
Upon its riches. 
Rather, her honour and the light of grace 
Of all good men increases, 
There is no gold 
Which deserves to be compared 
To the price of wisdom. 

Status: 
Unica 

Music: 
Final g, range f- a'. 

Metrical Structure: 10 
Rhyme Scheme: a 
Musical Structure: A 

10 10 10 10 
babb 

AB 

10 10 10 
a ab 

Cf. opening figure with that of nos. 71,77 and 127. Also compare figure on `Mereatur' 
with that on `Ora Deum' in no. 71 and ̀ Me de isto' in no. 77. This item contains examples 
of the rising opening figure which outlines the interval of a fourth. 

Voice: 
Sung by Prudence to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Prudence sings of the riches of wisdom. Adam's 
text alludes to Gospel teaching, encouraging the storing of treasure in heaven rather than 
on earth where it can be destroyed (see Luke 12: 16-21). Similarly, the opening phrase 
`Beates vir' (Blessed is the man) strongly evokes the Beatitudes (see Matt. 5: 1-12). 
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No. 121: Olim in liarmonia 

Folio: 29r-29v 
Rubric: Notula super illam que incipit Dejuer et de baler ne quie mais avoir talent. 

Teat 1: 

Olim in harmonia 
Multis erat studium 
Placebat melodia 
Sonorem concordium. 
Radiabat caritas 
Puritas cordium 
Vigebat humilitas 
Sanctitas mentium. 
Modo dissimilia 
Cura quxrit omnium 
Omnes quxrunt propria 
Lucro cedit gaudium. 
Hos inflat superbia 
Malum pans nescium 
Hos trahit invidia 
Sui in exitium. 
Illos cum jactantia 
Hypocrisis vitium 
Laedit et acedia 
Triste boni txdium. 
Ex his tympanistria 
Viella psalterium 
Vocumque concordia 
Sustinent exsilium. 

Translation: 

A dance-song upon a model which begins De juer et de baler' etc. 

Once the diligent study of all 
Was in harmony; 
The concordance of sounds in melody 
Pleased them. 
Love and purity of heart 
Everywhere spread their rays; 
Humilityflourished 
And holiness of mind 
But now quite different cares 
Are pursued by all, 
All seek their own interests, 
Joy gives place to wealth. 
Pride puffs up people 
Evil does not know its equal; 
Envy draws such people 
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To its destruction. 
The vice of hypocrisy with boasting 
Is upon them; 
Depression kills them, 
Sad is the weariness of the good man. 
The playing together of the tambourine, 
The vielle, the psaltery and the voice 
Sustain their exile. 

Status: 
Contrafactum of an unknown dance-song (R 767a - there are no concordances). 

Music: 
Final g, range d-d 

Metrical Structure: 77: 7776: 7677: 7777: 77 
Rhyme Scheme: ab: abcb: cbab: abab: ab 
Musical Structure: AABBCCDD 

cont'd: 77: 7777: 77 
a b: abab: ab 
EEFG 

Voice: 
Sung by Music on behalf of the Liberal Arts to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Music sings of the power of music to inspire 
virtue. Adam's new text for Music's offering gives an account of the art of music, stressing 
the importance of the study of harmony and melody in cultivating love, purity, humility 
and holiness. Music's song links the exile of music with the rise of vices such as pride, 
self-interest, envy and hypocrisy. The very last section of this text appears to have been 
inspired by Isaiah 24: 8, derived from a passage which prophecies the impending 
judgement upon the earth: `The mirth of timbrels bath ceased, the noise of them that 
rejoice is ended, the melody of the harp is silent'. 

Additional text: 

Teat 2: 

Dejuer et de baler 
Ne quic mais avoir talent. 
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No. 123: Qui opus accelerat 

Folio: 29v-30r 

Teat 1: 

Qui opus accelerat 
Nec illud praeponderat 
Caute notans exitum 
Frequenter decipitur, 
Simul et illuditur 
Votum gerens irritum. 
Proinde quicumque ad opera 
Tendis, finem pondera. 

Translation: 

He who hastens his task 
Does not think about it beforehand 
Cautiously marking its outcome, 
He is frequently beguiled 
And at the same time mocked 
Making his prayer uselessly. 
Whoever of you, then is applying 
Yourself to worn consider the end of it. 

Status: 
Unica 

Music: 
Final g, range g-g 

Metrical Structure: 77777 
Rhyme Scheme: aabcc 
Musical Structure: AA 

7 10 7 
bdd 

B 

This item contains the descending cadential figure, seen on `iritum' and `pondera'. The 
final two lines of Adam's text form a rhymed couplet which summarises the moral of the 
song; it is set apart by its introduction of a new rhyme and by the higher pitch of the 
musical line. 

Voice: 
Sung by Reason to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Reason sings of careful workmanship and warns 
that those who haste are disappointed. She counsels that it is fruitless to embark upon a 
task carelessly, without due consideration, and then pray that it will be satisfactory. 
Instead, she advises that when embarking upon work, the end should be considered. 
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Commentary: 
Preceding the F of `(qui)-cum-(que)' there is a flat sign employed to cancel the previous F 
sharp on `(pro)-in-(de)'. 
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125: Leges sacras 
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No. 125: Leges sacras 

Folio: 30r 

Teat 1: 

Leges sacras passas exsilium 
Jusque datum sceleri cernitur. 
Noe justus perlt per pretium 
Barabbasque latro dimittitur 
Quod a summis pr latis oritur 
Nam cum lumen esse fidelium 
Teneantur, vendunt judicium. 
Fas cum nefas ab his confunditur. 

2. Cum absorbet mors usurarium 
Paenitere frequenter negligit 
Et ad certum mentis indicium 
Confessorem quandoque abigit 
Cui sacerdos qui Deum diligit 
Sic absorpto recusat atrium 
Presul vero assumens pretium 
Ut humetur mandatum dirigit. 

3. Ad cautelam fictam promittitur 
De usuris reddendis cautio 
Qua recepta turba conqueritur 
Spoliata de usurario 
Cui tandem vexatm txdio 
Aut cachinnus auf verber redditur 
Prxsul vero dum prwda pascitur 
Suo tacet functus officio. 

5. Si quis potens vinctum excruciat 
Tonsoratum pnesule conscio 
Prmsul laudat quod vinctus faciat 
Ut potentem vocet citatio 
Vinctus nequit sed perlt txdio 
Quo defuncto si potens veniat 
Et pnelatum nummis incutiat 
Huic parata est absolutio. 

4. Si ad mortem intonsus vulnerat 
Tonsoratum sistit nec capitur 
Saecularis judex xquiparat 
Vulneratum cani qui moritur 
Prxsul quoque tacet nec queritur 
Sed si certe intonsum verberat 
Tonsoratis ilium incarcerat 
Vel ab eo nummus emungitur. 

6. Si ad villas prxsul descendent 
Ut inquirat et purget vitia, 
Locupletum rapinas repent 
Incestusque et adulteria. 
Qux per certa celat commercia 
Pauperumque reatus aperit 
Et divulgat reosque content 
Quorum nulla comparent prxmia. 

7. Ne auditum prxstent quxstoribus 8 
Synodatis jubet presbyteris, 
Quibus verbis fallunt mendacibus 
Abutentes obtentis litteris. 
Et post parum obtentu muneris 
Hos admitti jubet ab omnibus 
Qui pastores pascunt caponibus 
Oves vero nugis mortiferis. 

9. Cardinales quoque qui cardine 
Recto ferre tenentur ostium, 
Incurvati lucri cupidine 
Reddunt illud frequenter devium. 
Rostris carpunt et ope unguinum 
Quidquid redit a summo culmine 
Et si pro quo precantur homine 
Suas librant preces ad pretium. 

Una die tria ccenobia 
Archipz-xsul frequenter visitat. 
Duo transit sumpta pecunia, 
In tertio pernoctans habitat. 
Mane vero conventus clamitat 
De abbatis docens infamia 
Sed in vanum, nam purgat vitia 
Palefridus quem abbas equitat. 

10. [Nec de summo minus Pontifice 
Est querendum, qui Sion liberam 
Servituti pessumdat publice 
Gazas ejus defalcans perperam. 
Quas largitur regi qui cameram 
Suam servat vivendo stoice 
Pacem genti ferens arabicae, 
Ne uxorem offendat teneram. ] 
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11. Sic exemplum plebi malifix 
A praelatis surgit sublimibus, 
Qui vel nervos rumpunt Ecclesim 
Contra Deum sumptis muneribus. 
Vel terrenis favent principibus, 
Distrahendo cxlesti filix. 
Placa Deus pestis tam noxix 
Flammam gravem roratis cordibus. 

Translation: 

You can see sacred laws suffering exile 
And judgement given in favour of wrongdoing is evident. 
The just Noe died for a price, 
And the robber Barabbas was released 
For its source was the high priests, 
For they maintained that they were the light 
Of the faithful, and so sold judgement; 
By these actions they confounded right and wrong. 

2. Though death consumes the usurer, 
He often neglects to repent 
And as a sure sign of his state of mind 
He banishes the confessor. 
This man, though, once dead 
If God chooses, the priest refuses 
A place in the cemetery. 
But the bishop, taking a price, 
Decrees that burial should be made. 

3. A bond is promised for the repaying of interest 
To a false magistrate: 
Once it is received the crowd complains, 
Robbed by the usurer. 
Once they eventually get irritated with boredom, 
Either braying laughter or af ogging 
Is the repayment. 
The bishop, while they are feeding on the booty, 
Keeps silent, having discharged his duty. 

4. I fa layman wounds a cleric to the death, 
He stands firm and is not arrested 
A secular judge compares the wounded man 
To a dog that dies; the bishop also keeps quiet 
And does not complain. 
But if, for sure, a cleric beats a layman, 
He will then imprison him, 
Or else a sum of money will be forthcoming. 

5. If someone powerful tortures 
A cleric in chains, and the magistrate knows, 
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The bishop commends the one in chains 
To issue a summons against the powerful; 
The one in chains is unable, but dies of weariness; 
After his victim's death, if the powerful man 
Comes and gives the prelate cash; 
Then his absolution is given 

6. If the bishop goes down to villages 
To seek out and cleanse errors, 
He discovers the thieving of the opulent, 
Their crimes of incest and adultery; 
This is hidden by 'business'. 
He exposes the poor 
To public gaze, and destroys 
Those that are accused 
And furnishes them no reward 

7. So that they do not bring 
A hearing before the magistrates, 
He issues a command to the assembled priests, 
By which lying words they deceive 
And make full use of the documents they have obtained 
Then after a little, having got his reward 
He bids them be let in, with deathly foolish trumpery, 
By all the fawners who feed the flock 

8. In one day, the archbishop frequently visits 
Three banquets; two he passes through, collecting money; 
At the third he spends the night. 
In the morning the brethren gather 
Complaining of the infamies of the abbot, 
But in vain for the pa frey that the abbot rides 
Disposes of his crimes. 

9. The door-keepers too who are employed 
To carry the door on its right hinge, 
In their desire for crooked loot 
Often give the wrong change. 
They pluck with their beaks and the power of their claws 
Whatever comes in at the top of the pile, 
And if their prayers are requested on any man's behalf 
They balance their prayers according to the price. 

10. [It is no less worth while to complain about 
The Supreme Pontiff, who destroys free Sion 
With public slavery, treacherously harvesting her treasures; 
These he dispenses to the king, who keeps 
To his chamber, and by stoical living 
Brings peace to the Arab people, 
Lest he offend his tender wife. ] 
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I1. Thus an example of malice rises 
For the people from the high prelates, 
Who either shatter the vigour of the Church 
By accepting rewards against God 
Or else they favour earthly princes, 
And thereby pull apart the heavenly daughter. 
Calm, 0 Gott the grievous fame 
Of such a harmful pestilence, 
For by hearts bedewed 

Status: 
Unica 

Music: 
Final d, range c-d 

Metrical Structure: 10 10 10 10 10 10 10 10 
Rhyme Scheme: ababbaab 
Musical Structure: AAB 

The piece opens with a transposition of the rising figure which outlines the interval of a 
fourth. This is repeated at the start of the third phrase and again in the penultimate phrase. 

Voice: 
Sung by Justice to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Justice sings about corruption within civil and 
ecclesiastical justice. The first strophe traces injustice back to the life of Christ, when Noe 
(Christ), the perfect and sinless son of God was crucified whilst the known criminal 
Barabbas was released. Adam blames the high priests for this action, suggesting that they 
set a precedent for subsequent priests. The text then continues to lament the corruption of 
bishops who accept bribes. Throughout this text, Adam gives examples (presumably 
situations of which he was aware) of upholders of justice - both civil and ecclesiastical - 
who are corrupt and willing to be bribed. It seems that in this item, which is many times 
longer than the musical offerings made by the other Virtues, Adam gives vent to his 
personal feelings concerning this subject and we are given a glimpse into the contemporary 
climate of the Church. The tenth strophe is written at the bottom of the page in the margin 
and contains an allusion to Pope Martin N and Charles of Anjou - this seems to be a later 
addition, added after the main body of the text had been written. 

439 



127: Amor emptuspretio 

A 

a 
- mor_ 

1 
em - 

1 
ptus_ pre 

ti 
- ti - o_ 

1 

Est ve - lut flos_ 

4 iý 

ar 

Ph 
- bo 

Pa 
- ris 

Pa 

Quern 

1 
na - 

Pa 
turn 

1 
vis- 

it 

fri 

a 
- go 

ti 
- ris_ 

Pa 
=T 7 9=N r -- 0 

Ex - 

1 
sting - uit 

Pa 
cum_ 

h 
fo 

h 
- li 

a 
- o.. 

1 

Sed 

1 
hic_ 

6" 
quem_ 

1 
re 

1". 
- la 

a 
- ti -0 

1 

Pa - 

0 
rit_ 

1 
pie - 

a 
num_ 

% 
foe 

1 
- no 

Ph 
- ris 

1 

Non 

a 
pe - 

1 
rit 

a 

in 

I 
tern - po - ris 

N 

Au - 

1 
ste - 

ti 1 
ri 

1 
fla - 

a 
gi 

1 
- 

1 
ti - 

1 
o_ 

Ia 1 

Et e- nim hic_ 

wo 
r" 

a- 

1 
mor 

h 
in tern - 

tit 
po - re 

ti 

Du - ro nes - cit ab - fo - re. _ 

440 



No. 127: Amor emptus pretio 

Folio: 31r 

Text 1: 

Amor emptus pretio 
Est velut flos arboris 
Quem natum vis frigoris 
Exstinguit cum folio. 
Sed hic quem relatio 
Parit plenum fccnoris 
Non pent in temporis 
Austen flagitio 
Etenim hic amor in tempore 
Duro nescit abfore. 

Translation: 

Love bought at a price 
Is like the blossom of a tree 
Which, just open, the cold 
Kills with the leaf 
But that which repetition 
Brings forth, full of interest gained 
Shall not perish in the harsh shame of time, 
For this love does not know how to be absent 
In hard times. 

Status: 
Unica 

Music: 
Final c, range e- g'. 

Metrical Structure: 77777777 10 7 
Rhyme Scheme: abbaabbacc 
Musical Structure: A A' B 

The opening arch-shaped figure used on `Amor emptus' is a transposition of that seen in 
nos. 71,77 and 119. This piece contains examples of the rising opening figure and the 
descending cadential figure at the ends of phrases 1,3,4 and 10. It also concludes with a 
moralising rhymed couplet, preceded by a three-letter conjunction, `Etinem'. This is 
emphasised by the higher pitch of the musical line. 

Voice: 
Sung by Faith to the Perfect Man. 

441 



Narrative placement: 
After giving her gift to the Perfect Man, Faith sings of the virtues of love. Encapsulating 
one of the central themes of the Ludus, Faith outlines various different types of love, 
comparing real, unfailing love - such as that attributed to God -a love which does not 
disappear over time, with love `bought at a price' which quickly fades when times are 
hard. 

Commentary: 
The scribe inserts aB flat directly before `pre-(tio)' and an E flat directly before `pe-(rit)'. 
He also inserts aB flat at the beginning of staves 3 and 4 in the manuscript. On both 
occasions, these have been presumed to last for the duration of the stave. The B flat is 
cancelled by a natural sign which appears before ̀ foe-(noris)'. 
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No. 129: Felix qui humilium 

Folio: 31r-31v 
Rubric: Super pastoralem que incipit Lautrier estoie montes sur mon palefroi amblant. 

Text 1: 

Felix qui humilium 2.0 felix humilitas 
Vere vitam sequitur Perpetue Virginis, 
Vita namque talium Qua sublimis deitas 
Gaudens exaltabitur Corpus sumpsit hominis, 
Sicut legitur Et caliginis 
In contrarium Nubem claritas, 
Fastus non assequitur Expers ut origins 
Cae1i gaudium. Nostra dignitas 
Teritur, Fieret 
Quatitur, Criminis. 
Solium 0 mica 
Perdit qui extollitur. Benignitas Numinis. 

3.0 pestis superbiae 
Tu lues mortigera, 
Per quam regnum gloriae 
Perdidit lucifera 
Turba gratiae 
Qux de requie 
Cxlorum ad infera 
Ruit misera, 
Sine spe 
Venice. 
0 fera 
Pestis extollentix. 

Translation: 

On the model of the pastourelle that begins 'L'autrier' etc. 

Happy is he who truly follows 
The way of life of the lowly; 
For the life of such as them 
Is joyfully exalted, 
As it is said. 
On the other hand, 
Pride does not attain 
Heavenly joy. 
He who is elevated 
Is thrashed and shaken 
And loses his throne. 

2.0 happy humility 
Of the ever-Virgin, 
By whom the sublime deity 
Took on human f esh, 
And brightness 
The cloud of darkness, 
So that though having no part 
In our original sin 
He might become our dignity. 
O the wonderful liberality 
Of the Divine Power. 
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3.0 destruction of pride, 
You release 
Through which the light-bearing crowd of grace 
Destroyed the kingdom ofglory; 
They, from the place of rest of heaven 
RushecL headlong 
To the miserable realm below, 
Without hope of pardon. 
0 savage scourge of pride. 

Status: 
Contrafactum of pastourelle (R 936). 

Sources: 
Text 1 is unique to the Ludus. Text 2 appears with the melody in MSS K, N, P, V and X. 
Text three appears without music in MS (4). 

Attributions: 
In MSS K, N, P, V and X this item is attributed to Henri, duc de Brabant. 

Music: 
Final d, range G-a. 

No. 129: Metrical Structure: 7 
Rhyme Scheme: a 
Musical Structure: A 

L'autrier: Metrical Structure: 7 
Rhyme Scheme: a 
Musical Structure: A 

7 7 7 5 5 7 5 3 3 3 7 
b a b b a b a b b a b 

A B 

7 7 7 5 3+ 5+ 5 3 3 3 7 
b a b b c' c' b b b d d 

A B 

Voice: 
Sung by Humility to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Humility sings of humility, stating that those who 
look for splendour will be punished. Consisting of three strophes, Adam's new text is 
longer than the majority of the other Virtues' offerings and mimics the strophic format of 
its model. Humility's song begins `Happy is he', a phrase strongly reminiscent of the 
teaching of Jesus as recorded in the Gospels and, in particular, the Beatitudes, in which 
Jesus contrasts the earthly kingdom with the promised kingdom of heaven yet to come (see 
Matt. 5: 1-12 and Luke 6: 20-23). The first strophe is concerned with reversal, stating that 
those who live a lowly life will be exalted whereas those who are elevated will lose their 
throne, echoing familiar biblical verses such as James 4: 10 ̀ Be humbled in the sight of the 
Lord, and He will exalt you', or Matt. 19: 30 `And many that are first, shall be last: and the 
last shall be first. ' 
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Additional texts: 

Text 2: 

L'autrier estoie montez 
Seur mon palefroi amblant 
Et pris m'estoit volentez 
De trouver un nouviau chant. 
Tout esbanoiant 
M'en aloie; 
Truis enmi ma voie 
Pastore seant 
Loing et gent. 
Belement 
La salu 
Et li dis: `Vez ci vo dru! ' 

3. `Damoisele, car creez 
Mon conseil, je vos creant: 
James povre ne serez; 
Ainz avroiz a vo talent 
Cote trainant 
Et coroie 
Ouvree de soie, 
Cloee d'arent'. 
Bonement 
Se desfent; 
N'a valu 
Quanque j'ai dit un festu. 

5. `Damoisele, car prenez 
La cainture maintenant 
Et li matin si ravrez 
Trestout l'autre couvenant'. 
Lors va sozriant 
Etj'oijoie; 
Tant fis qu'ele otroie 
Mon gre maintenant. 
Le don prent 
Bonement; 
S'ai sentu, 
De quel maniere ele fu. 

2. `Biau sire, trop vous hastet, ' 
Dist la touse; ̀ j'ai arrant. 
Il n'est gueres loing alez; 
II revendra maintenant. 
Chevauchiez avant! 
Trop m'esfroie, 
Que il ne vous voie; 
Trop est mescreant. 
Ne talent 
Ne me prent 
De vo giu; 
Aillors ai mon cuer rendu'. 

4. `Biau sire, car en alez, ' 
Dist ele; `c'est pour noient. 
Vostre parole gastez, 
Queje ne pris mie un gant 
Ne vostre beuban 
N'ameroie. 
Vo don ne prendroie 
Ne si n'autrement; 
Vostre argent, 
Vo present 
N'ai eu. 
Maint prameteus ai veu'. 
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Text 3: 

L'autrier m'estoie leveis 
Un matin a 1'enjournant; 
De la mere Dieu chanter 
M'estoit pris volenteis grans. 
Tout en souspirat 
Li deproie, 
Qu'elle toute voie 
Debonairement, 
Bonement, 
Saintement, 
M'apresist 
A conoistre Jhesucrist. 

2. Douce dame, quant vanrat 
Au darren jour de la mort, 
Ma chaitive arme n'avrat, 
Dame, de nelui confort. 
Moinne 1'a droit port 
Et en joie; 
A ton flu deproie, 
Dame, que I'enport 
En deport 
Et confort. 
Je vous pris, 
Dame, ne m'oublies mie. 
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No. 131: Ofelix custodia 

Folio: 31 v 

Teat 1: 

O felix custodia 
Floris pudicitiae 
Qui transcendit lilia 
Candore munditiae 
Rosamque fragrantia, 
Fertque germen gratin. 
Pro quo donans omnia 
Donat fructum glorim 
His qui innocentix 
Servant privilegia. 

Translation: 

O happy guardian 
Of the, flower of chastity, 
Which exceeds the lilies 
In brightness of beauty, 
The rose in fragrance 
And bears the seed of grace. 
She, who for his sake makes a gift of everything, 
Grants the fruit of glory 
To those who keep 
The special law of innocence. 

Status: 
Unica 

Music: 
Final f, range d-f. 

Metrical Structure: 7777777777 
Rhyme Scheme: ababababba 
Musical Structure: AAB 

Voice: 
Sung by Virginity to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Virginity sings of chastity, describing its beauty in 
language that recalls many Marian songs, with imagery of roses and lilies. The Virgin 
Mary is praised as being the perfect model of chastity and is said to grant the `fruit of 
glory' as a reward for those who remain chaste. 

Commentary: 
AB flat appears at the beginning of staves 1,2 and 6. As there is no B flat before `(glo)- 
ri(a)', it is assumed that this is aB natural. 
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133: Corrosus affligitur 
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No. 133: Corrosus affligitur 

Folio: 32r 

Text 1: 

Corrosus affligitur 
Intra se vir invidus, 
Qui aret cum floridus 
Est qui ei jungitur, 
Et quanto plus nititur 
Affectans et cupidus 
Ut florens sit aridus 
Tanto plus aficitur. 
Itaque suprema justitia 
Viget in invidia. 

Translation: 

The envious man is gnawed away 
And afflicted within himself, 
He who is aril while he who joins with him 
Is flourishing, 
The more he strives, 
Grasping and desirous 
Though and to be flourishing, 
The more he gets into difficulty. 
Thus supreme justice 
Thrives in envy. 

Status: 
Unica 

Music: 
Final f, range e -f. 

Metrical Structure: 7777 
Rhyme Scheme: abba 
Musical Structure: Through-composed 

7777 10 7 
abbacc 

This item utilises the stepwise descending cadential figure on `nititur', `cupidus', 
`(af)ficitur' and `(in)vidia'. The text concludes with a rhymed moralising couplet, preceded 
by a three-letter word, `Itaque', outside the overall metrical scheme. 

Voice: 
Sung by Charity to the Perfect Man. 
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Narrative placement: 
After giving her gift to the Perfect Man, Charity sings of jealousy. Unlike the other 
Virtues, who sing about a virtue or moral characteristic, Charity sings against a vice. Her 
musical offering describes the manner in which envy eats away at a person and warns that 
the more one tries to grasp one's desire, the worse it becomes. Therefore she concludes 
that envy provides its own warped form of justice. 
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No. 135: 0 quarr soleinnis legatio 

Folio: 32r-32v 
Rubric: Motetum de Sancto Spiritu super illud Et quant iou remir son cors le gai, cuius 
tenuram tenet Amor. 

Text 1: 

Motetus: 
O quarr solemnis legatio 
Qua tuum Deus Filium 
Unigenitum 
Transmisisti Spiritum 
Spirantem Paraclitum. 
Cujus radio pio 
Nos cum Filio visits, 
Lucis vita mundum illuminans, 
Ac seminans vim amoris. 

Tenor: 
[Alleluia V. Veni sancte spiritus, reple hiorum corda fidelium, et tui amoris in eis ignem 

ascendi. ] 

Translation: 

A motet on the Holy Spirit, upon the model of `Et quant iou' etc. 

Motetus: 
O how solemn is the delegation 
By which, 0 God, you sent 
Your only-begotten Son 
Who breathes the Holy Spirit. 
By whose holy ray 
Visit us with the Son, 
The light of life, lighting up the world, 
And sowing the power of love. 

Tenor: 
[Come Holy Spirit, fill the hearts of your faithful ones and kindle the fire of your love in 
them. ] 

Status: 
Contrafactum of motet (M 364) 

Sources: 
Text 1 is unique to the Ludus. Text 2 appears in MSS Mo., Ba. and Tu. Text 3 occurs in 
MSS Mo. and Cl. Text 4 appears in MS Flor. 

Music: 
Final g, range d-f. 
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No. 135 Metrical Structure: 9857778 10 8 
motetus: Rhyme Scheme: abbbbacde 

Musical Structure: Through-composed 

He Dieus Metrical Structure: 10 857778668 

motetus: Rhyme Scheme: aabbbbacad 
Musical Structure: Through-composed 

Voice: 
Sung by Concord to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Concord sings of the Holy Spirit. Concord's 
musical offering, which unites a secular upper voice and a liturgical tenor, represents her 
role in the Ludus, combining the earthly body with the divine soul in order to create the 
Perfect Man. Adam's newly-composed text for the upper voice praises the Holy Spirit as 
the ambassador between the Godhead and humanity. 

Commentary: 
`Solemnis' is spelt `sollempnis' by the scribe. The tenor is not notated in the manuscript 
but has been indicated in the transcription, laid out in accordance with the version of this 
motet found in the Montpellier manuscript. 

Additional texts: 

Teat 2: 

Triplum: 
Dame de valor et de bonte, 
Pleine d'amor et de grant biaute, 
Por vous sui si pris et si soupris, 
Qu'a vous sont tuit mi penser 
De cuers sans fauser: 
S'en chanterai: ̀ Amoretes ai jolietes, s'amerai'. 
He Dieus, tres douz Dieus! 
Las, bien croi qu'en morrai! 
Mais sa debonaire to tient 
Mon cuer en vie doucement, 
Car je 1'ai servie loiaument. 

Motelus: 
He Dieus, quantje remir son cors le gai, 
He Dieus, encore 1'amerai 
Qu'onques si plaisant 
N'acointai en mon vivant. 
Mais quant je vois remirant 
Ses ieuz, sa bouche riant, 
Dieus, ainc si bele n'esgardai. 
He Dieus, li tres douz Dieuz, 
Encore 1'amerai, 
Qu'autre de li tant ne mi plaist. 
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Text 3: 

Triplum: 
Por vows, amie, criem mourir, 
Puisque n'ai la vostre amor 
Que je tant desir, 
Autrement me convendra languir 
Et doulor souffrir. 
Ja mon cuer de vous ne partirai, 
Ne joie n'avra, 
Car tour jors vous amerai loiaument, 
Et de mon cuer vous servirai 
Sans mentir, qu'autre amie n'avrai. 

Motetus: 
He Dieus, quant je remir son cors le gai, 
He Dieus, encore 1'amerai 
Qu'onques si plaisant 
N'acointai en mon vivant. 
Mais quant je vois remirant 
Ses ieuz, sa bouche riant, 
Dieus, ainc si bele n'esgardai. 
He Dieus, li tres douz Dieuz, 
Encore 1'amerai, 
Qu'autre de li tant ne mi plaist. 

Text 4: 

Motetus: 
Veni, salva nos, lux inclita; 
Mentes tuorum visita! 
Septipharie fontem funde gratie, 
Cuius nos dulcedine pasce, 
Munda crimine! 
Lumen infunde sensibus; 
ignem tui amoris, Domine, 
Fove nostris in cordibus! 
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No. 137: 0 lampas Ecclesix 

Folio: 32v 
Rubric: Responsum de lob super illud 0 lampas Ecclesie de Sancta Elizabeth. 

Text 1: 

O Tampas Ecclesiae 
Verne lucis vasculum, 
In quo patientiae 
Sumunt wgri ferculum. 
Amorem confers tumidis, 
Saporem minus sapidis, 
Tepidis fervorem. 
V. Tu confirmans debiles 

Exemplo constantim 
Consolaris flebilis 
Spe caelestis glorim. 

Translation: 

Response ofJob, upon the model of `0 lamp of the Church' of St Elizabeth. 

O lamp of the Church, 
Vessel of the true light, 
In which the sick take up 
Their bed of endurance. 
You bestow love on the proud, 
Savour to those less savoury, 
Warmth to those who are cold. 
Y. You strengthen the weak 

By an example offirmness, 
You console the weeping 
With the hope of heavenly glory. 

Text 2: 

O lampas Ecclesiae 
Rivos fundens dei, 
Medicina gratiae 
Nutrimentum fidel 
Tutelam praesla pavidis, 
Calorem minus fervidis, 
Languidis medelam. 
Y. Tu Dei saturitas 

Oliva fructifera 
Cujus lucet puritas 
Et resplendent opera. 
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Status: 
Contrafactum of liturgical responsory (Lille, Bib. Mun., MS 599, fol. 79). 

Sources: 
This responsory is derived from the liturgy of the feast day of St Elizabeth of Hungary, 
celebrated on November 170`. 

Music: 
Final c, range c-f. 

No. 137: Metrical Structure: 7777886V. 7777 
Rhyme Scheme: ababccddada 
Musical Structure: Through-composed 

O lampas: Metrical Structure: 7677886V. 7777 
Rhyme Scheme: ababccdefef 
Musical Structure: Through-composed 

Voice: 
Sung by Patience to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Patience reminds him of the example of Job and 
sings a responsory to St Elizabeth. The text of this item draws upon the vita of St Elizabeth 
which stresses her compassion and concern for those who were sick and suffering. 

Commentary: 
In this item, B flats appear at the beginning of staves 5,6 and 7 and within staves 1 and 2. 
For the purpose of the transcription, in both situations these have been assumed to last for 
the duration of the stave. 
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No. 139: Natura exigua 

Folio: 33r 

Text 1: 

Natur exigua 
Et pauca sufficiunt, 
Sumptaque superflua 
Aut tristes efficiunt 
Sumentes auf nocua 
Fomenta parturiunt. 
Proinde, ut saltem jocundius 
Vivas: esto sobrius. 

Translation: 

The narrowness and poverty 
Of nature suffice, 
Excess, if taken up, 
Either leads to sadness 
Or brings forth noxious fomentation. 
Accordingly, then, if you want to live merrily, 
Live soberly. 

Status: 
Unica 

Music: 
Final c', range g- a'. 

Metrical Structure: 777777 10 7 
Rhyme Scheme: abababcc 
Musical Structure: A A' B 

The stepwise descending cadential figure is used at the ends of phrases 1 and 3, at the 
beginning of phrase 7 and at the end of the final phrase. The text concludes with a 
moralising rhymed couplet which introduces a new rhyme and is preceded by a three-letter 
conjunction set outside the regular metrical structure. 

Voice: 
Sung by Sobriety to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Sobriety sings of moderation. She warns that 
excess brings sadness or `noxious fomentation'. Therefore, she advocates a life of 
moderation in order to live merrily, concluding that wealth does not bring happiness. Like 
several of the other songs in this section, this item contains echoes of biblical teaching 
which warns against amassing earthly wealth and instead advocates building up treasures 
in heaven that will not perish (see Matt. 6: 19). 

461 



141: Alleluia V. Ave domina 
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No. 141: Alleluia V. Ave domina 

Folio: 33r 
Rubric: Alleluya de beata Virgine, super illud Justum deduxit Dominus. 

Text 1: 

Alleluia 
Ave Doming gratiae 
Plena venia 
Reos Domino gloriae 
Reconcilia. 

Translation: 

Alleluia to the blessed Virgin, on the model 'Justum deduxit Dominus'. 

Alleluia, 
Hail, Lady full of Grace 
In favour; 
Reconciliation to the Lord of glory 
For the accused. 

Status: 
Contrafactum of liturgical alleluia, but no source has been traced. 

Music: 
Final g, range d- g'. 

Metrical Structure: 48585 
Rhyme Scheme: ababa 
Musical Structure: Through-composed 

Voice: 
Sung by Piety to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Piety sings an alleluia in honour of the Virgin 
Mary. She is the second of only three Virtues to be ascribed a contrafactum of a liturgical 
item. Representing devotion in worship, Piety is characterised by a supplicative offering to 
the Blessed Virgin, paradigm of piety and purity. Adam's verse text is a concise song of 
devotion to the Virgin, praising her as the Lady of Grace in favour. As in no. 85, another of 
Adam's musical offerings to the Virgin, she is worshipped for her role as mediator 
between God and Man, paving the way for the penitent sinner to return to righteousness. 
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No. 143: Zima vetus expurgetur 

Folio: 33r-34r 
Rubric: Super sequentiam que incipit Zima vetus, De resurrection Domini. 

Text 1: 

1. Zima vetus expurgetur 2. Non est opus fermentato 
Quo Marine commendetur Frui pane Christo nato 
Pure sancta dignitas. De tam digna Virgine. 
Tanto namque plus accrescit Hwc est thronus Salomonis 
Nobis, quanto plus lucescit Haec est vellus Gedeonis 
Ejus digna sanctitas. Sacro madens numine. 

3. H vc est Scala cwlica 4. Haec est piscina Siloe 
Per quam proles deica Haec est arcajusti Noe 
Nostros fines adiit. thee est iris fcederis. 
Haec est Jesse virgula Mundat enim inquinatos 
Ex qua veris primula Necnon salvat emundatos 
Gloriosa prodiit. Foederatque superis. 

5. Haec est stella matutina 6. Nam subivit Rex de cwlis 
Haec est rosa carens spina Cum salute Gabrielis 
Haec est cella qua divina Portam quarr Ezechielis 
Latuit essentia. Clausum signat visio. 
thee est parens sine pare Porta illa singularis 
Virgo carens exemplare Porta vere salutaris 
Qum concepit sine mare Par vitro quod vis solaris 
Maxis prorsus nescia. Non corrumpit radio. 

7.0 Maria fons dulcoris 
Reos tui rivo roris 
Irroratos de mceroris 
Lacu, ad superioris 
Au1ae transfer gaudia. 
Advocata o facunda 
Tua prece nos emunda 
Emundatos nos fecunda 
Ut a morte nos secunda 
Tua salvet gratia. 
Amen. 

Translation: 

On the model of the sequence beginning `Zima vet us , from the Resurrection of the Lord. 

The old leaven is purified, 
That by which Mary's 
Purely holy worthiness 
Is commended 
For the more it grows, 
The more her worthy holiness 
Shines on us. 

2. There is no task of enjoying 
Yeasted bread, once Christ is born 
Of so worthy a virgin. 
She is the throne of Solomon, 
She is the fleece of Gideon, 
Moistened by divine power. 
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3. She is the heavenly ladder 4. 
Down which the godly offspring 
Reached our land 
She is the shoot of Jesse, 
From which the first f ower 
Of springtime 
Gloriously came forth. 

5. She is the morning star, 6. 
She is the rose without thorns, 
She is the chamber in which 
The divine essence was sheltered 
She is parent without compare, 
Virgin without equal, 
Who conceived without a male, 
Without knowledge, what is more, 
Of any man. 

7.0 Mary, fount of sweetness, 
Carry across to the joys of the court above 
From their lake of tears 
Those under accusation, 
Bedewed with the flow of your dew. 
0 eloquent advocate, 
Purify us by your prayer, 
Bring us, once purified, to fruitfulness, 
So that your grace following 
May save us from death. 
Amen. 

Status: 
Contrafactum of liturgical sequence. 

She is the pool of Siloam, 
She is the ark of Noe the just, 
She is the rainbow of the covenant, 
For she cleanses those befouled, 
And saves the cleansed, 
And unites them to those above. 

For the King from the Heavens, 
With Gabriel's salutation 
Entered the door 
Which Ezekiel 's vision 
Indicated was closed. 
That singular gate, 
Truly the gate of salvation, 
The equal of glass which the 
Sun 's force 
Does not break when its ray 
Passes through. 

Sources: 
This sequence is derived from the liturgy of the Octave of Easter. 

Music: 
Final f, range c -f. 

No. 143: Metrical Structure: 88 7: 8 8 78 87 887 
Rhyme Scheme: aa b: c c bd d e: ffe 
Musical Structure: A A B B 

cont'd: 887: 887 88 87: 8 887 88 8 7: 
hhf: iif gg gj: k kkk ff f1 
DD E E F 

cont'd: 88887: 88887 
ffffm: ggggm 
GG 

777: 777 
99C ggc 
CC 

8887 
fffl 
F 
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Zima vetus: Metrical Structure: 887: 88 7 887 887887 10 10 7 
Rhyme Scheme: aab: cc b dde ffeffegge 
Musical Structure:. A A B BCD 

cont'd: 887: 777 887: 88 7 887: 887.... 
hhe. iie ggh: ee h ggh. eeh.... 
CD C D' E E 

cont'd: 8887: 888788887: 88887 
mmmn: hhhn eeeee: eeeee 
LLMM 

Voice: 
Sung by the Followers of Virtue to the Perfect Man. 

Narrative placement: 
After giving their gift to the Perfect Man, the Followers of Virtue sing a sequence to the 
Virgin Mary. Adam's text employs much biblical imagery in order to praise the Virgin: she 
is described as the throne of Solomon, Gideon's fleece, Jacob's ladder, Noah's ark, the 
rainbow of the covenant etc. There are a number of references to Old Testament Messianic 
prophecies, revealing Mary's role in their fulfilment, and the miracle of the virgin birth is 
stressed. The text emphasises that Mary was favoured by God because of her role as 
mother of Christ, the bringer of salvation. 

Commentary: 
B flats appear at the beginning of the majority of staves and have been interpreted as 
applying to the entire stave. Where no B flats are used, these notes have been transcribed 
as B naturals. 

Additional text: 

Text 2: 

1. Zima vetus expurgetur 
Ut sincere celebretur 
Nova resurrectio; 
Hxc est dies nostre spei, 
Huius mica vis diel 
Legis testimonio. 

2. Hxc Egyptum spoliavit 
Et Hebreos liberavit 
De fornace ferrea; 
His in arto constitutis 
Opus erat servitutis, 
Lutum, later, palea. 

3. lam divine laus virtutis, 
lam triumphi, iam salutis 
Vox erumpat libera! 
Haec est dies quarr fecit Dominus, 
Dies nostri doloris terminus, 
Dies salutifera. 

5. Puer nostri forma risus, 
Pro quo vervex est occisus, 
Vite signat gaudium; 
loseph exit de cisterna, 
Ihesus redit ad superna 
Post mortis supplicium 

4. Lex est umbra fututorum, 
Christus finis promisorum 
Qui consummat omnia; 
Christi sanguis igneam 
Hebetavit rumpheam, 
Amota custodia. 

6. Hic drachones Pharaonis 
Dracho vorat, a drachonis 
Immunis malitia; 
Quos ignitus vulnerat, 
Hos serpentis liberat 
Enei presentia. 
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7. Anguem forat in maxilla 
Christus hamus et armilla; 
In cavemam reguli 
Manum mittit ablactatus, 
Et sic fugit exturbatus 
Vetus hospes seculi. 

9. In maxilla mille sternit 
Et de tribu sua spernit 
Sanson matrimonium; 
Sanson Gaze seras pandit 
Et asportans portas scandit 
Montis supercilium. 

11. Cetus lonam fugitivum 
Veri lone signativum 
Post tres dies reddit vivum 
De ventris angustia; 
Botrus Cypri reflorescit, 
Delatatur et excrescit, 
Synagoge flos marcescit 
Et floret Ecciesia. 

13. Ihesu victor, Ihesu vita, 
Ihesu vite via trita, 
Cuius morte mors sopita, 
Ad paschalem nos invita 
Mensam cum fiducia; 
Vive panic, vivax unda, 
Vera vitis et fecunda, 
Tu nos pasce, tu nos munda 
Et a morte nos secunda 
Tua salvet gratia. 

8. Irrisores Helysei, 
Dum conscendit domum Dei, 
Zelum calvi sentiunt; 
David arepticius, 
Hircus emissarius 
Et passer effugiunt. 

10. Sic de luda leo fortis, 
Fractis portis dire mortis, 
Die surgens tercia, 
Rugiente voce patris, 
Ad superne sinum matris 
Tot reverxit spolia. 

12. Mors et vita conflixere, 
Resurrexit Christus vere, 
Et cum Christo surrexere 
Multi testes glorie; 
Mane novum, mane letum 
Vespertinum tergat fletum 
Quia vita vicit letum; 
Tempus est leticie. 
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154: Nobilitas ornata 
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No. 154: Nobilitas ornata 

Folio: 36r 
Rubric: Cantilena de chorea super illam que incipit Qui grieve ma cointise se iou lai ce me 
sont amouretes cau cuer ai. 

Teat 1: 

NOBILITAS ORNATA MORIBUS 
NULLAM PAREM HABET IN SIECULO. 
Aspernatur peccata. 
NOBILITAS ORNATA. 
Non superbit elata cultibus 
Suos regens in morum speculo. 
NOBILITAS ORNATA MORIBUS 
NULLAM PAREM HABET IN SIECULO. 
Non emungit ingrata. 
NOBILITAS ORNATA. 
Suis vivit pacata legibus 
Gens quarr regit cum Dei titulo. 
NOBILITAS ORNATA MORIBUS 
NULLAM PAREM HABET IN SiECULO. 
Vix assumit oblata. 
NOBILITAS ORNATA. 
De malorum turbata casibus 
Compatitur pauperi querulo. 
NOBILITAS ORNATA MORIBUS 
NULLAM PAREM HABET IN SAECULO. 

Translation: 

A dance-song, upon the model of that which begins `Qui grieve' etc. 

NOBILITY DECORATED WITH MORALITY 
HAS NO EQUAL IN THE WORLD. 
Sin is rejected. 
NOBILITY DECORATED. 
She will not triumph by being exalted in cults, 
But rules her people in the mirror of morality. 
NOBILITY DECORATED WITH MORALITY 
HAS NO EQUAL IN THE WORLD. 
She will not ungratefully cheat. 
NOBILITY DECORATED. 
The people which rules with God's title live in peace under its laws. 
NOBILITYDECORATED WITH MORALITY 
HAS NO EQUAL IN THE WORLD. 
She does not accept offerings. 
NOBILITY DECORATED. 
She will not be disturbed by the downfall of the wicked, 
But has compassion on the complaint of the poor. 
NOBILITY DECORA TED WITH MORALITY 
HAS NO EQUAL IN THE WORLD. 
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I` 

Status: 
Contrafactum of an unknown dance-song (although rondeau contains vdB refr. 1599). 

Sources: 
Text 1 is unique to the Ludus. Text 2 (the refrain) occurs in MS I without music. 

Music: 
Final d, range c-a. 

Metrical Structure: 10 10 77 10 10 10 10 77 10 10 10 10 77 10 10 10 10 
Rhyme Scheme: abccababccababccabab 
Musical Structure: ab ac aa ab ac ab ac aa ab ac ab ac aa ab ac ab ac 

Voice: 
Sung by Nobility to the Perfect Man. 

Narrative placement: 
After giving her gift to the Perfect Man, Nobility sings of nobility and refinement. Other 
than no. 121, the dance-song attributed to Music, and no. 129, the pastourelle ascribed to 
Humility, this is the only other contrafactum of a secular item to appear in this section and 
thus this insertion is distinguished from those which surround it. This serves to contrast the 
`secular' virtue of Nobility with the other more moral or religious virtues. 

Additional text: 

Text 2: 

Qui grieve ma cointise? 
Se jou 1'ai? 
Ce me font amouretes c'au cuer ai. 
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157: 0 quamfelix qui in consortio 
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No. 157: 0 quamfelix qui in consortio 

Folio: 36r-36v 

Text 1: 

O quarr felix qui in consortio 
Tam sacrarum moratur Virginum. 
Quarum amor virtus et actio 
Ad xternum perducunt Dominum. 
Cwli Deus et custos hominum 
Cuncta cujus parent imperio 
Dona mihi harum prxsidio 
Debellare insultus criminum. 

Translation: 

0 how fortunate is he who tarries 
In the company of holy virgins. 
Their love, virtue and action 
Leads them to the eternal Lord. 
God of heaven and guardian of mankind, 
Everything of Yours prepares for Your rule, 
Grant that, under their protection, 
I may make war on the insults of sin. 

Status: 
Unica 

Music: 
Final c; range g- g'. 

Metrical Structure: 
Rhyme Scheme: 
Musical Structure: 

10 10 10 10 10 
ababb 
Through-composed 

[36va] 

10 10 10 
aab 

This item contains several examples of the descending cadential figure, on `Virginum', 
`Dominum' and ̀ (cri)minum'. 

Voice: 
Sung by the Perfect Man to the Virtues. 

Narrative placement: 
Having been endowed with all virtue, the Perfect Man is asked to sing by Nature and he 
does so with a song expressing his happiness amongst the Virtues. This is the final musical 
item to appear in the Ludus and, as it is attributed to the hero of the narrative, it provides a 
fitting conclusion. Summarising the main theme of the narrative, the Perfect Man sings that 
it is love and the living of a life of virtue that act as guides on the journey of the soul 
towards the `eternal Lord'. 
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