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Pax Gallie: The Songs of Tours 927
Mary Channen Caldwell

Abstract
The manus cript Tours 927 (Tours, Bibliothèque municipale MS 927),
in addition to containing the Jeu d’Adam, a Latin Easter play, and other
textual items, preserves in its initial folios an unusual collection of sacred
Latin songs. This collection includes thirty-one Latin refrain songs, an
antiphon, two polyphonic sequences, and a moralizing conductus attributed to Philip the Chancellor. This chapter argues for the significance of
the musical contents of Tours 927 for a more nuanced understanding of its
origins and brings into sharper focus the cultural, musical, and devotional
backdrop of the manuscript way of its lyrical and melodic content.

Introduction

I

n the study of medieval sources, whether liturgical or pedagogical,
poetic or narrative, music often assumes a subsidiary role to the written
word. Such is the case with the manuscript Tours, Bibliothèque municipale
MS 927 (hereafter Tours 927), which transmits an unusual series of devotional Latin songs between the well-known Latin Easter play, the notated
Ludus paschalis, and the famed Jeu d’Adam. This collection of sacred works
includes thirty-one Latin refrain songs (the second-largest extant collection
of its kind), a Marian antiphon, two polyphonic sequences, and a moralizing song, or conductus, attributed to Parisian poet and theologian Philip
the Chancellor. Despite the presence of close to three dozen musical pieces,
the notated works in this miscellaneous manuscript rarely receive attention
and have, consequently, been little explored as an avenue towards resolving longstanding debates over the dating, provenance, authorship, and cultural context of the manuscript.1 Since the goal of this volume of essays is
to unearth further information about the creative milieu and location in
which the Jeu d’Adam was forged, an analysis of the music is a logical, even
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obligatory, inclusion. Although a specific moment and place of origin may
remain forever out of reach, the musical elements of Tours 927 detailed in
this chapter nevertheless point decisively towards a clerical setting, likely
a cathedral, in North-Western France between 1225 and 1245. Although
not a dramatic departure from conclusions offered by recent scholarship,
this essay confirms, via the musical contents of the manuscript, the work of
paleographers and literary historians alike, and complements the conclusions reached throughout this volume. More importantly, foregrounding
the music in Tours 927 reveals the strikingly rich details that reside within
these lyrics and their accompanying melodies.
Focusing on the music wedged between the Ludus paschalis and the
Jeu d’Adam, the three broad parts of this chapter examine a range of issues,
from notation and liturgy, to concordances and lyrical signals of place. In
Part 1, I approach the song collection as a unified whole, focusing on notation, form, and thematic material. Surveying the manuscript’s contents, I
detail the organization of the musical sections and provide a detailed table
of the thirty-one Latin refrain songs. I then examine the physical construction of the manuscript and the musical notation for information on the
dating and origin of Tours 927 before moving from individual notes to the
songs as a group. Defining the Latin refrain song as a form and subgenre,
I deal with its function and transmission in Tours 927 specifically as well
as more broadly within medieval clerical culture. Part 2 draws together
the liturgical and clerical elements inherent in the musical contents of the
source, beginning with an exploration of thematic links within the songs’
poetry that revolve around the Virgin Mary, Easter, and the trope of Adam
and Eve. Examining the construction of the songs through the lens of the
liturgy, I also suggest that the high level of liturgical borrowing within
the musical collection—in addition to the inclusion of explicitly liturgical
works—corresponds to a religiously educated, and likely clerical, authorship. I conclude Part 2 with a case study of the single song in Tours 927 for
a saint who epitomizes a clerical and scholarly culture with his identity as
bishop-saint and patronage of clerics and students: St. Nicholas.
Part 3 maps out the geographical spaces the songs allude to both
through networks of concordances and through their poetry. Outlining
concordances for the manuscript, I narrow in on the substantial number
of works shared with a manuscript produced in the clerical environs of
Paris ca. 1250, Florence, Biblioteca Medicea-Laurenziana, Pluteus 29.1
(hereafter F). Through a comparison of works in Tours 927 and F, I argue
that the clerical production, dating, and Parisian setting of the latter have
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implications for the former, and relate, in the process, to issues of transmission and locality. Two further songs with concordances outside of F
offer specific textual clues to the geographic context of our miscellaneous source. Embedded within formulaic closing strophes, these two songs,
Procedenti puero and Qui passus est pridie, include lyrical signals of place,
namely references to “Gallie,” or France, which acquire special meaning
when considering the frustratingly ambiguous provenance of Tours 927.
Finally, Part 3 draws to a close with a reading of the song O sedes apostolica, whose refrain may shed a great deal of light on the manuscript’s
production for a specific city and even cathedral in North-Western France.
Together the three interrelated parts of this chapter bring into focus the
cultural, musical, and devotional backdrop of Tours 927 by way of its
dominant soundscape, a multivalent song collection.

Part 1: The Songs
Cantat Omnis: The Music in Tours 927
Catalogued as manuscript number 927, the Bibliothèque municipale in
Tours, France, currently holds this miscellaneous source under extremely
strict conditions.2 Important to scholars from a range of disciplines, its
worn paper leaves preserve not only the second largest number of Latin
refrain songs next to a contemporary Parisian source F, a Ludus paschalis,
and the vernacular Jeu d’Adam, but also three polyphonic works, several
French saints’ lives, an interpolated, or farsed, Provençal epistle, and other
assorted textual items (see Table 4.1). In addition to its unique collation
of textual and musical works, Tours 927 is also the earliest paper manu
script produced in France, setting it apart from manuscripts transmitting
similar genres.3 The 229 paper folios (with numbers added by a later hand)
contain the items listed in Table 4.1; portions with musical notation are
indicated in bold.4
The manuscript was not conceived as a cohesive whole, but instead
divides into two unequal parts. Part one (fols. 1r–46v) includes the Ludus,
Latin songs, liturgical chants, the Jeu d’Adam, and the Quinze signes; the
second part transmits vitae and remaining texts up to fol. 229v.5 A farsed
epistle for St. Stephen concludes the source on fol. 229v, a later addition
in an unrelated hand with little in common with the first two parts of the
manuscript.6 At the outset, this miscellany seems like a generic grab bag
of text and music; unplanned as it may appear, however, all parts share an
emphasis on sacred, albeit largely extra-, or para-liturgical, texts.
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Fols.

Contents

1r–8v
8v
9v–14r
14v–16r
16r–18r
18r–20r
20r–40r
40v–46v
47r–60r
61r–92r
92r–95v
95v–108v
109r–184v
185r–204v
205r–216v
217r–229v
229v

Easter play
Ave stella matutina
Latin songs
Veni sancte spiritus et emitte (polyphonic)
[Ad h]onorem virginis regine gaudeat (polyphonic)
Latin songs
Ordo representacionis Ade (Le Jeu d’Adam)
Les Quinze signes du Jugement dernier
Vie de saint Georges
Wace, Vie de sainte Marie
Poème sur les 3 Maries
Poème sur l’Assomption de la Vierge
Légende de saint Grégoire
Distiques de Caton of Adam de Suel
Vie de sainte Marguerite of Wace
Le Miracle de Sardenai
Farsed Epistle for St. Stephen

Table 4.1. Contents of Tours 927.

Within the first part of the manuscript, non-liturgical devotional
Latin songs comprise the majority of the musical contents, filling more
folios than the preceding Ludus. Table 4.2 lists these songs, specifying—
in addition to order in the manuscript, incipit, and folio number—each
piece’s subject matter and, if applicable, concordances. Additionally, the
right-most column indicates the presence or absence of musical notation,
since Tours 927 is incomplete, with only twenty-six of over thirty works
notated.7 Assigned numbers corresponding to the thirty-one monophonic
refrain songs appear in the left-hand column; the four additional nonrefrain form works included here are unnumbered.8
This table highlights several key points. First, the subject matter
of the songs varies throughout, albeit with an overarching emphasis on
Easter and the Virgin. Second, there is no clear ordering according to concordances, with unica alternating unevenly with works transmitted in one
or more other manuscripts. The number of pieces shared with F stands out
with a total of sixteen, four of which—In hac, die Dei, Processit in stipite,
Luto carens et latere, and Procedenti puero—are also transmitted in additional sources. Notably, just one song, Qui passus est pridie, is concordant with two other sources (Stuttg 22 and Oxford 937), but not with F.
In terms of layout on the page, the songs are equally distributed, with an

Easter

Easter

12v

12v

13r

13r

13r

14 Iam ver exoritur

15 Ignis in rubo cernitur

16 Vocis tripudio

17 Processit in stipite

18 Agnus sine macula

463rv

464r

463r [Felix dies et grata]

Easter

Nativity

Oxford 937, fol. 446v

466r [“stipite” is “capite”] Oxford 937, fols. 446v–447r [“stipite” is “capite”]

465v

Epiphany/ 468v
Easter [Novum ver oritur]

Nativity

12v

13 Surge vide gens misera

Marian

Nicholas

11v–12r

12r

Marian

11v

Easter

Easter

Easter

Easter

Easter

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Easter

Yes

Yes

Yes

Notated?

Marian

Stuttg 22, fol. 229r (n/m) ;Oxford 937, fol. 446v

Selected (many concordances):
St-M A, fol. 136v; France, Bibliothèque nationale, latin 17716,
fol. 13v, and 11277, fol. 51v; MüC, fol. 63v

Concordances

Marian/
Nativity
464r

Marian 469v

Marian

Subject F, fol.

12 Magnus qui factus erat

11 Nicholaus inclitus

10 Cantat omnis creatura

11r

11v

Rex omnipotencie

In hac, die Dei

8

9

10v

Mors vite propicia

5

11r

10rv

[] Mira [] clemencia

4

10v–11r

10r

Beata nobis gaudia

3

Qui passus est pridie

9v

In laudes debitas

2

Dies felix et gloria

9v

Salve virgo virginum

1

6

8v

Ave stella matutina /
peccatorum

7

Fol.

Incipit

#
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19r

19r

19r

19v

19v

27 Breves dies hominis

28 Procedenti puero

29 Passionis emuli

Ve, ve mundo a
scandalis*

30 Culpe purgator veteris

463r

466v

Easter

Easter
466v

466r

Clerical 426r–426v

Easter

Nativity/ 467v
New Year

Secular 469r

Easter

463v

463v

Sab, fol. 142r; Hu, fols. 157v–158r; Da 2777, fol. 3v;
fr. 146, fol 6v; W1, fols. 185rv (168rv)

St. Gall 383, fol. 172; St. Gall 546, fol. 9v

W1, fol. 80r (73r); Bordeaux, fol. 134v; LoB, fol. 48r

*sequence widely disseminated*

Concordances

NO

NO

NO

NO

NO

NO

NO

NO

NO

NO

Yes

Yes

Yes

Yes

Yes

Yes

Notated?

Table 4.2. Musical Works in Tours 927 (square brackets signal textual variants).

* Many thanks to Thomas Payne for pointing out that the prosody of this poem demands a second “ve” at the beginning of the first line; the result is an eight-, rather than
seven-syllable line, corresponding to the remaining lines and strophes.

31 Vineam meam plantavi 19v–20r

18v

26 De patre principio

Easter

Easter

18r

18v

24 Vivere que tribuit

Easter

Marian

Holy Spirit

Nativity

?Bishop

New Year

Easter

Subject F, fol.

18r

25 Luto carens et latere

23 Resurrexit libere

16r–18r

14r

22 Deus pater filium

[Ad h]onorem virginis
regine (Polyphonic)

14r

21 O sedes apostolica

14v–16r

13v

Veni sancte spiritus
(Polyphonic)

13v

Fol.

20 Circa canit Michael

Incipit

19 Mittendus predicitur

#
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average of two and a half songs appearing on each recto and verso of a
folio. The absence of notation beginning fol. 18r does suggest a point of
demarcation, with the songs following the polyphonic [Ad h]onorem virginis regine all unnotated.
While the monophonic refrain songs occupy the majority of space
in the initial folios, four works included in Table 4.2 belong neither to the
Ludus nor the repertory of Latin refrain songs. In Table 4.3, I have indicated their incipits and folio numbers, as well as subject matter, genre, and
number of voices; I have also signaled their placement in relation to the
thirty-one refrain songs.
Incipit
Ave stella matutina
Songs 1–22
Veni sancte spiritus et emitte
[Ad h]onorem virginis regine
Songs 23–31
Ve, ve mundo a scandalis

Fols.

Subject

Genre

Setting

8v

Virgin

Antiphon

one-voice

14v–16r Pentecost
Sequence
16r–18r Virgin Benedicamus Domino Trope

19v

Moral

Conductus

two-voice
two-voice

?one-voice*

* There are no staves ruled, nor any notation, but the space left for the music of Ve, ve mundo scandalis
is no greater than that left for the other monophonic songs. Moreover, its concordances are either text
only or, tellingly, monophonic. Ve, ve mundo a scandalis is widely transmitted in full and in part in F, fol.
426r; W1, fol. 168r (185r) (partial); Hu, fols. 157v–158r (partial); Santa Sabina, fol. 142r; Da, fol. 3v,
(partial); and Fr. 146, fol. 6v (partial borrowing).

Table 4.3. Non-Refrain Form Works in Tours 927.

A sequence and a Benedicamus Domino trope—both set polyphonically
for two voices in note-against-note style—sit amidst the refrain songs
and divide the collection into two unequal parts. A monophonic Marian
antiphon, Ave stella matutina, introduces the entire section of music, and
Parisian poet and theologian Philip the Chancellor’s moralizing conductus, Ve, ve mundo a scandalis, is followed by only two further refrain songs,
Culpe purgator veteris and Vineam meam plantavi. The reasons for including these four works are unclear, considering their placement within folio
after folio of refrain songs. Although lacking a refrain, the secular conductus Ve, ve mundo a scandalis does fit into the larger refrain song collection by virtue of pairing with the only other quasi-secular work in the predominantly sacred repertory, Breves dies hominis. The Marian focus of two
of the liturgically oriented items, Ave stella matutina and [Ad h]onorem
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virginis, corresponds to one of the central devotional strands in the refrain
songs focused on the Virgin. On the other hand, the widely sung Pentecost
sequence, the polyphonic Veni sancte spiritus, complements neither the
devotional landscape of the refrain songs, nor the rest of the manuscript’s
contents.9 What all four works have in common with the thirty-one refrain
songs, however, is their function as an elaboration or extension of the liturgy. Indeed, the assortment of musical and textual works included up to
fol. 46v of Tours 927 underlines vibrant and diverse accretive practices at
work, whether on the part of the scribe(s), compiler(s), or institution.
Although the Easter play, Jeu d’Adam, and Quinze signes all exist
in modern editions and translations, the monophonic songs and polyphonic works listed in Tables 4.2 and 4.3 have never been fully transcribed
or edited. The lyrical portions of the manuscript have been available in a
modern transcription since Victor Luzarche published a text-only edition
of the Ludus and its accompanying “hymns and sequences”—referring to
the Latin refrain songs and liturgical items—in the mid nineteenth century.10 Since Luzarche, Gordon Anderson alone has provided music and
text transcriptions, albeit incomplete and with errors, in his opera omnia
of the medieval conductus.11 Rectifying the lack of reliable transcriptions
of the songs, the Edition at the end of this chapter includes music, poetry,
and translations for the refrain songs on fols. 8v–20r.12 This marks the
first time these musical works have appeared in their entirety in a modern
source based solely on their transmission in Tours 927. While the lyrics
and melodies convey a great deal about the nature of the manuscript and
its origins, insight can be gleaned first from the physical features of the
source and the distinctive characteristics of its musical notation.

Writing Place and Time:
The Construction and Notation of Tours 927
The fragile paper leaves of Tours 927 readily convey the appearance of heavy
use, as well as the effects of over seven centuries of survival. Apart from its
physical state, an air of carelessness surrounds the manuscript due to frequently untidy copying and numerous typographical errors.13As haphazard
as its creation may have been, examining the construction of the source and
its copying and notation, particularly in relation to the musical portions,
may help establish firmer ground with respect to dating and provenance.
Most recently, the copying of the first part of the manuscript up to fol. 46v
has been convincingly placed within the quarter of a century between 1225
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Figure 4.1.
Comparison
of Neumes in
Tours 927, fol. 13v,
and F, fol. 463r.

and 1250.14 The provenance of the source’s miscellaneous contents has, on
the other hand, been traced to everywhere from southern France, where
it was unquestionably copied, to England and various locations across
Northern France. The various hypotheses underlying these dates and locations are supported by evidence stemming largely from the textual portions
of the manuscript; the musical notation and script of the songs have not
entered into the debates over place and time in any substantial way.
Produced by at least two hands, the song lyrics are written in a casual
and even messy form of thirteenth-century littera textualis currens.15 The
script in Tours 927 is characterized by frequent abbreviations, especially
in the text-only portions of each song (usually from the second strophe
onward), and orthographically by the absence of “ae” in favor “e” and the
use of “-ci-” rather than “-ti-” before vowels (as in “clemencia” rather than
“clementia”). The commonplace gothic book hand and Latin abbreviations, as well as the linguistic characteristics of the French texts throughout fols. 1r–46v, place the manuscript or its exemplar in Northwestern
France during the first half of the thirteenth century; unfortunately, the
textual script offers little else in terms of specifying location.16
Although likely produced by the same hand(s) that supplied the text,
the musical notation is thankfully more distinctive than the casual gothic
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book hand that characterizes the Latin poetry. In past scholarship, the few
references to the notation of Tours 927 refer to it generically as a form of
square, or quadratic, notation, in one case pointing out an unconvincing
parallel with the late thirteenth-century miscellaneous British manuscript
Arundel 248.17 A comparison of the notation in Tours 927 to its concordant sources, however, is revealing, since it suggests the anteriority of the
manuscript to its most priminent concordance, the thirteenth-century
Parisian F. Whereas the notation in F is fully quadrangular, or square, with
well-defined square heads, no finials, tapered strokes, or spicae (short extensions above or below note heads), Tours 927 displays most of these earlier
traits that define a notation in transition from “points” to “squares.”18
As seen in Figure 4.1, single notes in Tours 927 are largely irregular
puncti (notes lacking stems), although many display short, tapered stems.
By contrast, in F, the scribe clearly distinguishes between notes with or
without stems and note shapes tend to be uniform, a marker, too, of the
greater care with which the manuscript was produced. A number of the
single note heads in Tours 927 also have ascending spicae, a notational
characteristic shared not with F but instead with earlier manus cripts
such as the late twelfth-century Fleury Playbook (Orléans, Bibliothèque
Municipale, MS 201), a source that, like Tours 927, transmits sacred
dramas.19 Another significant feature of the notation in Tours 927 is the
almost double length foot of two-note ligated figures like the podatus
or pes, a form not typically found in F or in any later thirteenth-century
French sources. The transitional appearance of the notation in Tours
927—far from being the fully developed mid-century square form represented in F—is one strong justification for placing the date of Tours 927
closer to ca. 1225 rather than ca. 1250.
Further similarities with musical sources circulating in the first half
of the thirteenth century suggest possible geographic relationships, as well
as a more concise temporal framework. Considering the proposed origins
for the contents of Tours 927 in an Anglo-Norman region of France, it is
not surprising that the musical notation as it is copied confirms a point of
origin anywhere from Britain to the North-West of France, including the
environs of Paris. Although the musical script of the songs in Tours 927
differs from later concordances, namely F, it does share some characteristics with the notation of concordant songs in an earlier, insular manuscript,
Oxford 937. The only music in the early thirteenth-century Oxford 937
is a collection of three Easter songs also found in the Tours manuscript:
In hac die Dei, Qui passus est pridie, and Processit in stipite. According to
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Figure 4.2. Comparison of Liquescent Neumes in Tours 927, fol. 14v,
and Oxford 937, fol. 446v.

musicologist Helen Deeming, the primarily literary manuscript (largely in
honor of St. Thomas Becket) has “[n]o original localising features” beyond
a British production; the three songs, moreover, are unrelated to the rest
of the manuscript.20 Nevertheless, the notational commonalities between
the two sources highlight the insular influences in Tours 927. Although
the scribe of Oxford 937 tends towards the use of virgae (single notes with
stems) over puncti (single notes without significant stems), both manu
scripts share a tendency towards the use of spicae and a nearly identical
liquescent neume. See, for example, the similarly shaped neume on “cor-”
of “cordium” in Veni sancte spiritus in Tours 927 and “nunc” in In hac, die
Dei in Oxford 937.
Inexplicably, this liquescent note shape appears only in the Ludus
and in two liturgical items in Tours 927—Ave stella matutina and Veni
sancte spiritus—and not in the Latin songs. The reason for the liquescent
note’s inclusion in both Tours 927 and Oxford 937 is, moreover, unclear,
since it appears on syllables of varying forms, although always on the
initial syllable in the former manuscript.21 The concordances in terms of
notation and contents with Oxford 937 are especially relevant for Tours
927, since they offer a shared date range in the first half of the thirteenth
century and a further link to an “Anglo-” sphere.
Other connections with Tours 927 based on notation can be made
to three manus cripts emanating from England, France, and Normanoccupied Sicily from ca. 1160 to 1230. The first, an English manuscript
from ca. 1230, the Worcester Antiphonal (Worcester Cathedral, Music
Library, F.160), is the closest in appearance to Tours 927; although the
rhomboid, or diamond, shapes of the three-note climaci in the Worcester
source clearly differentiate it from the French source, certain characteristics, such as the doubled-length foot of two-note ligatures, are shared. A
monastic manuscript, the musical contents Worcester Antiphonal are com-
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pletely unrelated to Tours 927, although the Worcester Antiphonal does
transmit at least five hymns featuring the same refrain as a hymn transmitted in the Latin refrain songs of F, forming a shaky bond between the
insular monastic source and the continental cathedral source (although
not to Tours 927 itself ). The firm dating of the Worcester Antiphonal to ca.
1230 is the significant point in this comparison, since it emphasizes the
transitional nature of the notation in Tours 927 and places it well before
the middle of the thirteenth century.
Outside England, the notation of the twelfth-century NormanSicilian Tropers, and specifically Mad 19421 from ca. 1160, share many of
the same stylistic features as Tours 927:22 short, tapered stems on puncti,
a quadratic shape for the descending notes of climaci, and lengthy feet
compared to note heads in two-note ascending ligatures. Evreux 2, also
related to Tours 927 through the appearance of its notation, has a firm terminus post quem of 1246 and is Anglo-Norman in origin; here, again, the
note shapes are transitional and not yet the entirely square notes of F and
other mid-century sources. 23 Many of the same features found in Tours
927 occur in Evreux 2, from the emphasis on puncti with slight upward
stems, to the vertical (i.e. non-rhomboid) forms of the climici and other
ligatures. All told, the notation in Tours 927 best resembles that found in
English and Norman manuscripts from the late twelfth century and first
half of the thirteenth century. Consequently, musical notation should
be added to the evidence for an origin of the manuscript—or at least its
exemplar—in the Northwest of France, in a location demonstrating close
ties with England, some time in the first half of the thirteenth century.
Transitioning from the notes on the page to the songs they shape, the next
section examines the nature of the Latin refrain song and considers what
its inclusion in Tours 927 might divulge concerning its broader cultural
and musical context.

Psallet hec concio: The Latin Refrain Song
With close to three-dozen Latin songs with refrains, it is striking that
the musical works in Tours 927 are frequently referred to in scholarship
only in passing and often with misleading labels, such as to a gathering of
“Marian hymns,” which they are decidedly not.24 Rather, the manuscript
offers a voluminous sampling first and foremost of the bourgeoning cantica nova, “new songs,” a sacred yet extraliturgical repertory that emerged
in the twelfth century.25 Although not a medieval term, the application of
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the psalmic phrase canticum novum usefully points to the novel compositional approach behind the creation of hundreds of conductus, versus,
sequences, and other kinds of liturgical and extraliturgical Latin song from
the twelfth to the fourteenth century. Among the key features of the “new
song” is a formal interest in the refrain as a structural and expressive component; in this sense, the songs in Tours 927 epitomize the incipient new
song, with musical and textual refrains appearing in nearly every single
poem. These “new” devotional refrain songs, moreover, do not exist solely
in Tours 927. As a formal subcategory of the broader canticum novum,
and in particular of conductus, sacred Latin refrain songs numbered in
the hundreds in the Middle Ages and were transmitted in a wide range of
sources, liturgical and otherwise, clerical, monastic, and secular.26 As the
second-largest extant source for the Latin refrain song next to F, Tours 927
and its songs are integral to the history of the canticum novum, including
its creation, dissemination, and function.
Lyrics
In laudes debitas.
Manet virginitas.
Prorumpat civitas.
Omnis et regio.
Manet virginitas
In puerperio.

Syllables

Stress

Rhyme

Form

6
6
6
6
6
6

pp
pp
pp
pp
pp
pp

a
a
a
b
a
b

a
A
a
b
A
B

Figure 4.3. Analysis of Strophe 1 of In laudes debitas,
Tours 927, fol. 9v (PP=proparoxytonic).

In Tours 927 and elsewhere, the cantica nova takes on a distinctive form, featuring strophic structures, refrains, rhymed, rhythmical, and
symmetrical poetry, or rithmi, and newly composed and easily singable
melodies.27 Figure 4.3 analyzes the first strophe of In laudes debitas—the
second refrain song in Tours 927—according to syllable count, end of line
stress, rhyme scheme, and musico-poetic form; consistency is integral to
these songs and symmetry is achieved on multiple levels.
The structure represented in the final column (aAabAB) corresponds neatly to the early rondeau, a popular French forme fixe frequently
associated with dance in narratives, dramas, and other sources.28 The common element between the vernacular rondeau and its sacred interpretation
is the placement of the refrain not only between but also within individual
strophes; In laudes debitas, for instance, has “manet virginitas” as the first
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line of the refrain sung directly following the initial line of the strophe. A
comparison with an early rondeau, the widely disseminated Aaliz main se
leva, reveals parallels between the Latin and vernacular examples, with the
Latin song only slightly more regular in its syllable count (see Table 4.4).
French rondeau

Latin rondeau, Tours 927, fol. 9v.

Aaliz main se leva,
Bon jor ait qui mon cuer a!
Bieu se vesti et para,
Desoz l’aunoi.
Bon jor ait qui mon cuer a
N’est pas o moi.

In laudes debitas.
Manet virginitas.
Prorumpat civitas.
Omnis et regio.
Manet virginitas
In puerperio.

Aaliz got up early.
Good day to the one who has my heart!
Beautifully she dressed and prepared
Herself, under the alder.
Good day to the one who has my heart!
He is not with me.*

In indebted praise,
Virginity abides.
Let the whole city
And the district burst forth.
Virginity abides
In childbirth.

* Jean Renart, Guillaume de Dole or Le Roman de la Rose, lines 1579–84. Text and translation in Butterfield, Poetry and Music, pp. 45–46.

Table 4.4. Comparison of French and Latin rondeaux.

While later thirteenth- and fourteenth-century rondeaux, like those of
Adam de la Halle and Guillaume de Machaut, begin with the repetition of
the full refrain, Latin refrain songs, on the other hand, typically follow the
structure of earlier rondeaux like Aaliz main se leva, beginning instead with
a line of the strophe. The close formal relationship between the two repertories, despite differences of language, subject matter, and function, has
led to numerous theories regarding the influence of the vernacular form
on the Latin and vice versa.29 One of the most enduring theories regarding
the Latin rondeau in relation to its vernacular counterpart is its potential
function as a kind of clerical dance song; were Latin refrain songs, including those transmitted in Tours 927, intended to accompany dance?
While the songs in Tours 927 do not provide evidence supporting a
choreographic function, their main concordance, F, does. Since evidence for
the shape and steps of medieval dance is regrettably lacking, and dance music
is rarely labelled as such, clues derive primarily from iconography, rubrics,
and narrative descriptions. For the Latin refrain song, a piece of iconography
in F most persuasively signals its potential as a dance song. In the historiated
initial “D-” of De patre principio—a song transmitted both in F and Tours
927—five tonsured clerics link hands, their feet in position to move.
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Figure 4.4.
F, fol. 463r, historiated
initial “D-” of De patre
principio.

How, precisely, this evocative image corresponds to the songs it
introduces in F is unclear. The role of dance in the devotional lives of
medieval men and women is poorly understood at best, and theories as to
what constitutes dance music for clerics or monastics are inhibited by lack
of evidence.30 There is no denying, however, the devotional yet exuberant
character of the Latin rondeaux, and images like that found in F certainly
point towards the role of such songs within moments of devotional clerical
entertainment. The festal occasions represented by the songs in Tours 927,
not to mention their positioning alongside the Ludus and the Jeu d’Adam,
evince strong ties to the liturgy, outlining moments in the seasons of the
church most frequently celebrated with sacred accretions of all kinds,
including dances. The witness of Tours 927 and numerous other medieval
sources argues for the Latin refrain song as central to these highly elaborate—and elaborated—moments in the liturgical year; whether dance further heightened the solemnity of the particular occasions commemorated
in Tours 927 remains to be discovered.
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Even though the identification of the songs in Tours 927 as dance
music is debatable, their position within the broader dissemination of the
Latin refrain song repertory is solid. With thirty-one works, fourteen of
which are unica, the manuscript belongs to a trio of sources that together
transmit the greatest number of refrain songs in thirteenth-century
France: F, Tours 927, and the St. Victor Miscellany (Paris, Bibliothèque
Nationale de France, latin 15131). Although the precise provenance of
the last source is unknown, evidence of the manuscript and its contents
points convincingly toward the Abbey of Saint Victor in Paris, and more
specifically its school.31 Its contents, like our Tours manuscript, are varied, and include treatises like Boethius’s Consolatio and a set of letters and
poems (fols. 177r to 189r) unrelated to the rest of the manuscript. Within
this epistolary and lyrical insert are found seventeen sacred Latin poems
with refrains; signaling their explicit connection with vernacular song are
the French refrains and the telling phrase “contra in latino” that precede
almost all of the poems. The festal occasions in the lyrics align with those
depicted in F and Tours 927, celebrating the Virgin Mary, Pentecost, and
popular saints such as Nicholas and Katherine. While the repertory of St.
Victor Miscellany does not overlap with Tours 927 or F, the Parisian origins of two of the three sources serves to enhance the ties of the songs in
the Tours manuscript to, if not France, then to a Northern France milieu,
either clerical (F) or scholastic (St. Victor Miscellany).
Outside of this French trio, Latin refrain songs circulated widely
in the Middles Ages and beyond with smaller, but still discrete, collections preserved throughout Western and Eastern Europe, from Catalonia
to Germany, England to Italy, and Ireland to Sweden. The nature of each
source varies tremendously, from liturgical to secular, musical to textual.
Few generalizations can be made about the dissemination of the refrain
song beyond the thirteenth century in France, except that its popularity
extended through to the sixteenth century with the first print publication
in 1582 of Latin refrain songs, including many earlier medieval songs, the
Scandinavian Piae cantiones ecclesiasticae et scholasticae veterum episcoporum (Devout ecclesiastical and school songs of the old bishops). 32 The
theme of students certainly runs throughout the history of the refrain
song, highlighted not only in the likely scholastic origins of the St. Victor
Miscellany, but also in the explicitly student-oriented Latin refrain songs
in the fourteenth-century Moosburg Graduale and numerous textual references to students, junior clerics, and young boys throughout the repertory.33 Perhaps most significantly for our understanding of the creative
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backdrop of Tours 927 is the skewing, especially in thirteenth-century
France, towards clerical contexts for sources of refrain songs. Even though
monasteries and their schools served as venues for the festive songs in later
centuries, its early history, especially in F, revolves around clerical institutions in Northern France, most notably Paris and the Cathedral of Notre
Dame. Before both clerics and students return below in relation to one
particular song in Tours 927 for their heavenly patron, St. Nicholas, the
lyrics as a group demand attention. Although like the refrain song repertory on the whole the songs of Tours 927 emphasize the pillar feasts of
the liturgical year—Christmas, New Year’s, Easter, and Pentecost— certain textual idiosyncrasies further illuminate the cultural and devotional
backdrop of the manuscript.

Part 2: A Devotional Source
Angelus canitur: Lyrical Strands in the Latin Songs
Reflecting the overall nonchalance with which Tours 927 was copied, no
easily decipherable system orders the thirty-one refrain songs. This is especially remarkable in comparison with F, in which the sixty refrain songs are
roughly organized according to topic, and with the St. Victor Miscellany,
which organizes lyrics by liturgical cycles. 34 In Tours 927, by contrast,
dispersed throughout the folios in no specific order are five songs for the
Virgin, five for Christmastide, and one song each on a secular subject
(Breves dies hominis), the election of a bishop (O sedes apostolica), and St.
Nicholas (Nicholaus inclitus). The remaining songs, eighteen in total, are
for Eastertide. However, complicating any interpretation of the lyrics and
labelling of their thematic content—and this is highlighted in column 4
of Table 4.2—is their textual ambiguity; a song like Iam ver exoritur, for
example, is equally appropriate for Epiphany, Easter, or even the Nativity
(see Edition and below). Connected, perhaps, to the similarly flexible performance of the Jeu d’Adam throughout the liturgical year, the ambiguous lyrics of the refrain songs suggest a utilitarian function throughout
the church year that may begin to explain the well-used physical state of
the manuscript. Two thematic strands—the Virgin Mary and Adam and
Eve—link the refrain songs to the other items in Tours 927, while also
distancing the song collection from concordant collections such as that
found in F.
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Among the sixty songs in F, only five explicitly venerate the Virgin
Mary. Tours 927 also transmits five categorically Marian songs, but only
half the total number of works (thirty-one). In other words, Tours 927
has double the percentage of songs for the Virgin (16 percent versus 8
percent), suggesting at the outset substantial interest in Marian devotion
on the part of the Tours 927 scribe. This 16 percent is especially notable
since only a small fraction of the Latin refrain song repertory throughout
the Middle Ages celebrates the Blessed Virgin, a striking and somewhat
inexplicable phenomenon considering the Virgin’s importance in all other
arenas of devotional life.35 Taking into account the other musical works
preserved in Tours 927, two further augment the Marian emphasis: the
monophonic Ave stella matutina and the polyphonic [Ad h]onorem virginis. The musical expression of devotion to the Virgin is complemented
later in the manus cript by two textual items, Wace’s vernacular Vie de
sainte Marie and an anonymous poem for the Feast of the Assumption
of the Virgin, although these belong to the portion of the manus cript
unrelated to the first 46 folios. Nevertheless, mention should be made of
a reference in the Latin songs to the Virgin’s highest-ranking feast day,
the Feast of the Assumption on August 15, a foreshadowing of the anonymous Assumption poem on fols. 95v–108v. This feast day appears only
rarely in refrain songs, making it all the more significant that it appears in
two of the central thirteenth-century French sources, Tours 927 and the
St. Victor Miscellany.36 Although the Virgin’s prominence sets Tours 927
apart from the mainstream refrain song repertory, there is nothing unique
about Marian devotion in the thirteenth century.
Considering the proximity of the songs to the Tours 927 Easter
play, their overall emphasis on paschal topics is unsurprising.37 The paschal lyrics of the Latin songs are particularly orthodox in character, even
borrowing directly from Easter liturgical texts. For example, the psalmic
and liturgical refrain found throughout the paschal liturgy, “Hec est dies,”
appears in the refrain of Dies felix et gloria, while the refrain of In hac, die
Dei borrows from the processional Easter antiphon Christus resurgens V.
Dicant nunc Judei.38 Within Tours 927, the typology between Christ and
Adam highlighted in the Jeu d’Adam becomes especially clear when the
music-poetic intertext of the Easter songs just prior are considered. In one
Easter refrain song, O mira clemencia (fol. 10rv), for example, both Adam
and Eve both depicted as figures cleansed of sin by means of Christ’s second
coming: “Eve contumacia, / Ade ignorantia / Per crucem purgatur” (“Eve’s
disobedience [and] Adam’s ignorance are cleansed through the Cross”).
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In another refrain song, Magnus qui factus erat, Adam is referenced in the
context of a Marian text: “Adam, qui perierat, / Pomum comperit, / Evam
que deceperat / Captus interit” (“Adam, who perished, had knowledge of
the apple, which had deceived Eve, [and] comprehension ruined.”).39 In
a sense, the Latin refrain songs serve as a poetic link between the Ludus
and the Jeu d’Adam, uniting the three distinct segments through related
pious themes and an extra-liturgical function. Rather than miscellaneous,
the initial folios are woven from interrelated thematic strands, featured in
music and text alike.

Expressing the Liturgy in Sacred Song
The infiltration of the liturgy into the musico-poetic fabric of Tours 927
is a prominent factor in its broader cultural interpretation. Contributing
to the learned and devotional tone of Tours 927 are the numerous liturgical references throughout the text and music of the manuscript. Even
in the unnotated Jeu d’Adam, sacred music plays a role, however silent,
on the page. Likewise, the Ludus itself is intimately (yet not necessarily
solely) tied to the liturgy through its festal topic and concluding hymn,
Te Deum.40 Within the musical insert of fols. 8v–20r, too, the liturgy is
present, if subdued and disguised. Appearing in the midst of the Latin
refrain songs are a popular sequence (Veni sancte spiritus) and the unique
Benedicamus Domino trope, both set polyphonically in a note-againstnote style. A Marian antiphon, Ave stella matutina, directly follows the
Ludus and precedes the refrain songs; this antiphon also appears in the
liturgical books of southern France and was in wide usage in Northern
France by the thirteenth and fourteenth centuries. Above and beyond
these liturgically oriented items, the refrain songs include both conscious
and unconscious borrowings of biblical and liturgical texts, notably of
psalms and sequences. Although the majority of musical works presented
in Tours 927 are extra-liturgical, they nevertheless represent, together
with the overtly liturgical items, a sacred anthology: devotional songs and
tropes commemorating the central liturgical feasts and rites of a likely secular institution.41
While the presence of liturgical works might suggest a promising
avenue of investigation—similar to the one followed by Océane Boudeau
in this volume with the responsoria of the Jeu d’Adam—the small group
of liturgical works does little to refine our understanding of the manu
script’s origins. The two-voice unicum setting of Veni sancte spiritus can
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be ascribed to the flourishing interest in the polyphonic sequences in the
twelfth century more broadly, and is paralleled by similar works transmitted in chronologically comparable sources.42 Likewise, the appearance of
a polyphonic Benedicamus Domino trope within the same source as the
Ludus and Latin refrain songs is far from noteworthy, since these genres
essentially serve parallel purposes of elaborating church rites.43 The first
of the liturgical additions and the prelude to the Latin refrain songs, the
widely sung monophonic antiphon Ave stella matutina, has a regrettably
imprecise history. One of the first appearances of the antiphon is in an
Aquitanian source, St-M A, where it is transmitted as part of an Office for
the Virgin Mary at vespers (fol. 136v) in a section of the manuscript probably dating from the early thirteenth century, roughly contemporary with
Tours 927.44 The antiphon is also transmitted in a Cluniac manuscript,
probably originating in Paris at the abbey of Saint-Martin-des-Champs,
which transmits the Office of the Transfiguration attributed to Peter the
Venerable; in this source, the antiphon is inserted in the middle of the
Transfiguration Office (fol. 13v). Notated, the antiphon is also preserved
as the sole piece of music in the collection of pedagogical texts of France,
Bibliothèque nationale, latin 11277, fol. 51v, and within a collection of
musical and textual tropes in Munich, Bayerische Staatsbibliothek clm
5539 (MüC), fol. 63v. Additionally, the incipit of the antiphon—which
must not be confused with the sequence and other texts sharing the
same incipit—is cited in the 1312 ordinal of the Carmelites recorded by
Sibert de Beka as being performed daily in honor of the Virgin.45 Finally,
without music the poem is preserved in the Liber precum of Benedictine
Monk Anselm of Canterbury.46 The question, given all of these disparate
sources—and others not cited here—is how Tours 927 fits into the early
transmission of Ave stella matutina and whether its inclusion reveals anything about the manuscript’s origins; these questions, unfortunately, are
beyond the scope of this chapter.
The manuscript’s liturgical orientation resides substantially in the
extraliturgical refrain songs; biblical language and stereotyped liturgical
phrases litter the songs of Tours 927.47 In particular, the psalms that characterize the texts of divine services likewise permeate the devotional song
tradition that developed alongside, and as a complement to, the liturgy. In
Tours 927, this is especially apparent in the psalmic borrowings of three
works: Dies felix et gloria, Processit in stipite, and Vineam meam plantavi.48
Liturgical items, such as antiphons, graduals, and sequences, also form
part of the vocabulary of our anonymous poet. In the song In hac die Dei
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Psalm 117:24
(excerpt)
Haec est dies
quam fecit
Dominus;
Dies nostri doloris terminus,
Hec est dies quam fecit dominus. exsultemus,
et laetemur
2. Dies purgata peccata,
in ea.
Hec est dies oblata.
Refrain Song,
strophes 1–3
1. Dies felix et gloria,
Hec est dies oblata.

Easter
Responsory
Hec dies quam
fecit dominus
exultemus et
letemur in ea.

Dies purgans humanum facinus,*
Hec est dies quam fecit dominus.
3. Hec est rumphea sublata,
Hec est dies oblata.
Vires perdit hostis serpentinus,
Hec est dies quam fecit dominus.

Sequence: Zima vetus
(excerpts)
Zima vetus expurgator ut
sincere celebretur noua
resurrectio.
…
Hec est dies quam fecit
dominus dies nostri doloris
terminus dies salutifera.
…
Hic drachones pharaonis
dracho uorat a drachonis
immunis malicia.
Quos ignitus uulnerat
hos serpentis liberat enei
presentia.
Anguem forat in maxilla
christus hamus et armilla
in cavernam reguli.
Manum mittit ablactatus
et sic fugit exturbatus uetus
hospes seculi.

*Tours 927 appears to have “facimus” here, but this does not seem to fit so I have maintained “facinus” as
it appears in F, fol. 463r. Luzarche makes the same decision in Office de Pâques, p. 38.

Table 4.5: Textual sources for Dies felix et Gloria

(fol. 11v), the first line and refrain are borrowed from a processional antiphon for Easter, Christus resurgens V. Dicant nunc Judei.49 The refrain of
Dies felix et gloria (fol. 11r), “Hec est dies oblata. / Hec est dies quam
fecit dominus,” not only finds its way into its new poetic home through
the liturgy, but originally via Psalm 117:24: “This is the day which the
Lord hath made: let us be glad and rejoice therein.”50 Moreover, an Easter
sequence, Zima vetus, likewise cites the psalmic Hec dies text and provides
part of the third strophe of Dies felix et gloria. The result is a song that borrows simultaneously from multiple liturgical items, including ones which
themselves cite the Psalm. The reworked texts from the Psalm, responsorium, and sequence in the initial three strophes of the newly composed
Dies felix et gloria are highlighted in Table 4.5 (direct borrowings in bold;
figurative borrowings underlined).51
Our lyricist is clearly no lapsed catholic; religious phraseolog y
derived directly from the Bible, as well as the liturgy, fully saturates his
poetic language. Akin to the responsoria threaded throughout the Jeu
d’A dam and the Te Deum concluding the Ludus, liturgical references
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within the Latin songs continually betray the poet’s intimate familiarity
with the church and its rites.52
The intricate relationships that form among song, psalm, and liturgy in Dies felix et gloria are further complicated when concordances in F
are taken into consideration. Similarly drawing its inspiration and phrasing from an Easter sequence, the song Mors vite propicia appears both in
Tours 927, fol. 10v, and in F, fol. 464r. In Table 4.6, the initial versicles of
the sequence Sexta passus feria for Easter are laid out alongside strophes
one and five of Mors vite as they appear in F for comparison.53
Sequence

1. Sexta passus feria
Die Christus tercia
Resurrexit
2. Surgens cum uictoria
Collocat in gloria
Quos dilexit.

1. He suffered on Friday,
On the third day, Christ
Arose.
2. Arising victorious,
He has placed in glory
Those he has chosen.

Refrain Song, F, fol. 464r
Strophe 1
Mors uite propitia
Sexta passus feria
Mortis a miseria
Nos erexit
Die Christus tertia
Resurrexit
Strophe 5
5. Surgens cum uictoria
Sexta passus feria,
Collocat in gloria
Quos dilexit
Die Christus tercia
Resurrexit.
1. A death propitious to life
He suffered on Friday.
Drew us from the wretchedness
Of death.
On the third day, Christ
Arose.
5. Arising victorious,
He suffered on Friday.
He has placed in glory
Those he has chosen.
On the third day, Christ
Arose.

Table 4.6. Comparison of Sequence Sexta passus feria and Mors vite propicia.

The relationship between sequence and song is clearly evident in these
two strophes; virtually every line of the song follows the poetry of the
sequence. Interestingly, however, Tours 927 transmits only the first strophe, not the fifth, distancing it to a degree from the textual model of the
sequence.
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The reasons for the absence of strophe 5 may be due not to any
textual consideration, but instead to the musical setting of Mors vite
propicia in F in contrast to Tours 927, and the relationship of the former
to the Parisian setting of the sequence. Not only is the poetry for Mors
vite propicia drawn from the sequence Sexta passus feria, but the music
in F also appears to be directly borrowed from the version performed
at the Cathedral of Notre Dame in Paris in the thirteenth century.54 As
Example 4.1 demonstrates, the initial melodic phrase of the sequence is
the primary material borrowed in F, while the music of the second-half
of the first couplet of the sequence (“Die Christus tercia resurrexit”) less
obviously informs the second phrase of the song. An early thirteenth-century Parisian missal (Paris, Bibliothèque nationale lat. 1112) provides the
melody for the sequence; included for comparison are the melodies for
Mors vite propicia as transmitted in F and Tours 927.
Certain shared features of the second phrase in F and the sequence
beginning “Die Christus” are notable, namely a descent down from C
to the final, G, although the sequence dips down to F. One of the most
substantial differences between the two phrases is the starting pitch; the
sequence begins a fourth above the final pitch of the preceding line, while
Mors vite propicia begins on the song’s final, G. Nevertheless, considering the overall melodic similarities, a musical connection between the
sequence and the version in F is unquestionable. In Tours 927, no melodic
relationship emerges. At first glance, the most striking difference between
the two versions of Mors vite propicia is mode, with the Tours 927 version
beginning on A rather than G. Moreover, the B phrase (lines 3–6) is markedly different from that of both the sequence and the refrain song in F. In
fact, without the existence of the melodic version of Mors vite propicia in
F, positing a musical relationship to the sequence Sexta passus feria would
prove difficult, if not impossible. Further distancing the version in Tours
927 from the Parisian sequence is, of course, the lack of strophe five beginning “Surgens,” the same strophe that highlights the extensive textual borrowing of the sequence in F.
Consequently, Tours 927 is doubly removed—first textually and
second melodically—from the sequence. A scribe in Paris, recognizing the
textual borrowing in the lyric, may have chosen to adapt the melody to
fit the profile of a familiar liturgical melody, namely the Parisian melody
of Sexta passus feria. In so doing, he may have also added another strophe based on the sequence, further enhancing the textual and musical
relationship to the Paris liturgy. In the south of France where the rep-
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France, Bibliothèque
nationale, latin 1112

F

Tours 927

Example 4.1. France, Bibliothèque nationale, latin 1112, fol. 466r, Sexta passus feria;
F, fol. 464r and Tours 927, fol. 10v, Mors vite propicia (“propitia” in F).

ertory of Tours 927 was copied, the relationship between sequence and
song remained solely textual; the kinship only became musical upon its
copying in Paris in the mid thirteenth century. This reflects the overall
trend found in the refrain songs preserved in F; in addition to editing and
redacting melodic lines, as seen in Vocis tripudio (Example 4.3, below) and
Mors vite propicia, the scribe enhanced the connection of the songs to the
liturgy, perhaps to better reflect the broadly sacred and liturgical orien-
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tation of F as a whole. In Tours 927, on the other hand, connections to
the liturgy are made clear by the close proximity of the songs to explicitly
liturgical works, including a Marian antiphon, Pentecost sequence, and
Benedicamus Domino trope.
The range of borrowing from liturgical and biblical contexts found
throughout the musical contents of Tours 927 showcases a highly artistic, literate, and devout milieu. Rooted in both the practices of pedagogy
and the poetic arts, similar citational techniques were commonplace in the
liturgical and textual practices of clerical, as well as monastic, communities, becoming primary compositional tools in the creation of “new” compositions.55 These new works include genres like the Latin refrain song,
Easter tropes, and even vernacular works like the Jeu d’Adam. The creative processes underlying Tours 927 continually gesture towards a vibrant
and pedagogically influenced setting, one in which clerics were elected to
compose new, entertaining, yet still devotional works for performance by
their fellow brethren. Beyond the broadly devotional focus of the manu
script, veneration of one special figure, the eminently popular St. Nicholas,
sharpens our impression of its milieu even further. The sole work in praise
of the saint in the miscellaneous collection, Nicholaus inclitus, implicates
a community of clerics in the production—and performance—of the
manuscript and its songs.

Nicholaus inclitus: Clerical Songs for St. Nicholas
In his late nineteenth-century description of Tours 927, Leopold Delisle
observed that the collection of Latin songs “mériterait d’être examinée,
d’autant plus que ces chants ne sont pas exclusivement liturgiques. Plusieurs
appartiennent moins à l’église qu’aux écoles.”56 The example he provides to
support this pedagogical impression is Iam ver exoritur (fol. 12v), a song
apropos for spring, Epiphany, or Nativity, but not necessarily an obvious
product of a song, or cathedral, school.57 Although Delisle was right to
point out the extraliturgical character of Iam ver exoritur, he missed the
one work in Tours 927 that does hint more transparently at schoolroom
ties, a song for St. Nicholas, patron saint of students and clerics: Nicholaus
inclitus (fol. 11v).58 No concordance exists for Nicholaus inclitus; in this
case, however, the lack of a concordance may be just as telling as many.
The reason is that F, although not transmitting Nicholaus inclitus, does
preserve a series of four Latin refrain songs for the saint grouped together
on the final folio (recto and verso) of the source (471r−v).59 With a total
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1. Nicholaus inclitus
Laudet omnis spiritus
Factus est divinitus
Presul cum letitia.
Laudet omnis spiritus
Gubernantem omnia.
2. Grex erat solicitus
Laudet omnis spiritus
Quem pastoris obitus
Leserat mesticia.
Laudet omnis spiritus
Gubernantem omnia.
3. Vox emissa celitus
Laudet omnis spiritus
Viam dixit, aditus
Serves vigilancia
Laudet omnis spiritus
Gubernantem omnia.
4. Qui prefore prescitus,
Laudet omnis spiritus
Preferret intuitus
Deferret insignia.
Laudet omnis spiritus
Gubernantem omnia.
5. Vigilare solitus
Laudet omnis spiritus
Sic est sancta deditus
Presul in ecclesia.
Laudet omnis spiritus
Gubernantem omnia.

1. The illustrious Nicholas,
Let every spirit praise,
By divine providence was made
Bishop amidst great joy;
Let every spirit praise
Him who governs all.
2. Greatly grieved was the flock
Let every spirit praise
Which the sadness of its pastor’s
Death had injured
Let every spirit praise
Him who governs all.
3. A voice sounding from heaven
Let every spirit praise
Said, “by vigilance
Preserve the way of salvation
Let every spirit praise
Him who governs all.
4. He who had foreknowledge that he would preside,
Let every spirit praise
On consideration should have offered
And not taken away the holy symbols
Let every spirit praise
Him who governs all.
5. Accustomed to keep watch,
Let every spirit praise
And thus dedicated to holy things,
Is this bishop of the Church.
Let every spirit praise
Him who governs all.

Example 4.2. Tours 927, fol. 11v, Nicholaus inclitus.
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between F and Tours 927 of five Latin refrain songs venerating the bishopsaint Nicholas, the importance of this heavenly intercessor in the refrain
song repertory is palpable; no other saint receives the same attention in
any source. Nicholas finds a logical home in F; the Parisian, and specifically clerical and learned production and destination of the manuscript
lends itself to veneration of this popular saint, patron of the University of
Paris whose feast day was celebrated as a duplex feast at the Cathedral of
Notre Dame.60 Considering Nicholas’s prominence in F, his relevance to
the manuscript’s broader cultural setting, and the relationship between F
and Tours 927, his singular appearance in the latter argues for a similarly
clerical, and potentially scholastic, context.
In F, four Nicholas refrain songs serve as a brief, festive “coda” to
the enormous Parisian manuscript: Exultet hec concio, Gaudeat ecclesia,
Nicholae presulum, and Nicholaus pontifex. Textually, this series of saint
songs is a tightly knit tetraptych, each presenting material directly from
Nicholas’s vita and each using related vocabulary to express episodes of his
life.61 Considering the numerous condemnations and criticisms of clerical
liberties on the Feast of St. Nicholas during the twelfth and thirteenth
centuries, such a collection of “pure” and appropriate songs venerating
the saint appears to be specifically created and sanctioned for clerical
entertainment.62 The four songs in F for St. Nicholas may not have been
intended as the total number of works for the saint either, since numerous
blank pages, ruled with red staves, follow in the manuscript. The single
Nicholas refrain song in Tours 927 would have made an excellent addition
to the four preserved in F, with its comparable refrain form and devotional
subject.63
Formally, Nicholaus inclitus parallels the Nicholas songs in F, with a
recurring refrain and seven-syllable proparoxytonic rhyming lines (all four
songs in F begin similarly). The declamatory incipit, too, fits the opening
gambit of two of the four songs in F, with all exclaiming outwardly the
subject of praise: “Nicholaus inclitus” in Tours 927, and “Nicholae presulum” and “Nicholaus pontifex” in F (emphasis mine). In many ways, these
five songs fit so cleanly together—a musical pentaptych for the popular
saint—that one wonders, given the high level of concordance between
the two sources, why Nicholaus inclitus was not copied into the later F.64
The fragmentary nature of F, ending as it does immediately following
the Nicholas songs, may provide a reasonable explanation; otherwise,
Nicholaus inclitus would surely have been a highly appropriate choice for
the Parisian copyist.
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One key textual signal in the Nicholas lyrics of F, but absent in
Tours 927, is a direct reference to the clergy. St. Nicholas is unquestionably linked to the clergy, with his role as protector of young clerics and students most widely popularized in the legend of the Tres clerici dramatized
in the Fleury Playbook.65 Accordingly, in F, his patronage of the clergy is
made clear over and over again; for example, in Nicholaus pontifex, he is
proclaimed the protector of clergy and laity:66
Nicholaus pontifex	Nicholas the Bishop
Nostrum est refugium.
Is our refuge.
Clericis et laicis
To clerics and laity
Sit simper remedium.	Let him always be the cure.
Clericorum est amator
He is the lover of clerics
Laicorum consolatory,
And the consoler of the laity,
Omniumque conformator, The teacher of all,
In omni angustia.
In all difficulties.

In addition to this forthright declaration of patronage, in Nicholae presulum, the saint is referred to directly as the protector of clergy (“Clerorum
presidium”); as the object of clerical prayer (“Clericalis concio”); and in
another song, Exultet hec concio, as the protector of clerics (“Nicholaus
est cleri protectio”). The implications of the continued identification of
Nicholas as bishop and therefore the protector of clergy and laity—and
noticeably not monachi, or monastics—derive from the secular nature of
the office of a bishop. As a successor to the apostles as well as the central
pastor of his diocese, the bishop was very much part of the secular world
and Nicholas, as proto-bishop, was therefore a favored intercessor in the
secular, as opposed to monastic, realm.67 What this says about Tours 927,
given the presence of Nicholaus inclitus, is noteworthy; in seeking an origin for the manuscript, our gaze should be directed first towards secular,
not monastic, institutions.
Nicholaus inclitus also finds a comparable form of clerical expression in a song discussed in more detail below, yet is relevant here too: O
sedes apostolica. Both Nicholaus inclitus and O sedes apostolica celebrate a
leader in the form of a bishop. In Nicholaus inclitus, the reference is clear;
the portrayal of St. Nicholas as a proto-bishop is perhaps the most common trope within his cult and from the first strophe of Nicholaus inclitus his ecclesiastical status is confirmed (“Presul cum letitia”).68 Although
the word “presul” (bishop) does not directly appear in O sedes apostolica,
synonyms do, including “pastor” (shepherd) and “princeps” (leader).
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Together, Nicholaus inclitus and O sedes apostolica present a picture of
secular as opposed to monastic production and a setting in which the
model of a good bishop such as Nicholas was germane. Strophes 2–5 of
Nicholaus inclitus, for example, detail a lamenting flock following a bishop’s demise (“Grex erat sollicitus / Quem pastoris obitus / Leserat mestitia”) and the subsequent arrival of the new bishop who had predicted his
new role (“prescitus”) as “Bishop of the Church” (“Presul in ecclesia”). In
O sedes apostolica, by contrast, the emphasis placed on rejoicing in a new
bishop comes across through exaggerated novelty, namely psalmic references to the “new songs” and “new applause,” the final line of the refrain,
“Novum pastorem suscipe,” and the final line of the whole song, “Sub isto
novo principe.”69 With these two lyrics—Nicholaus inclitus and O sedes
apostolica—both pointedly referring to a new and improved bishop, perhaps there is an as yet elusive historical event involving the succession of
leaders within a particular diocese that comes to the fore in this musicopoetic context.70
While Nicholas’s appearance in a devotional miscellany is not
extraordinary, in Tours 927 the inclusion of Nicholaus inclitus is nevertheless revealing. That F and Tours 927 are intimately related is already
unquestionable with sixteen shared songs; thanks to the shared devotional
focus on St. Nicholas, a similar clerical milieu is also possible.71 Likewise,
the presence, albeit momentary, of the saint in a manuscript also transmitting a devotional drama, the Ludus, places the inception of this source in
a sphere comparable to manuscripts such as the Fleury Playbook, with its
own inclusion of Nicholas, Easter, and Nativity plays. Moreover, thanks
to Nicholas’s well-known patronage of students, perhaps support is to be
found for the recent hypothesis that Tours 927 emerged from the pedagogical environment of a cathedral school.72 While Nicholas’s presence
helps better sketch the devotional context from which Tours 927 emerged,
the popularity of the saint means little can be gleaned regarding a specific
church or region. Aspects of other songs in Tours 927 do, however, lend
themselves to a more specific mapping of the source, the topic of the following sections.
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Part 3: Mapping Place in Song
Concordant Songs: Tracing Musical Networks
On the face of it, the initial 46 folios of Tours 927 are utterly unique; the
Ludus is striking due to its length and form, and the Jeu d’Adam, despite its
fame, exists solely in this one source.73 While the dramatic works bookending the musical interpolation may offer little in terms of expanding the
network of relationships for the manuscript, concordances immediately
emerge when one turns to the Latin songs, as I have already demonstrated.
Navigating the complex web of concordances in the vast medieval song
repertory, however, is far from simple, since many sources, like Tours 927
itself, remain relatively unstudied. Questions of genre across the musical
works further complicate any clear picture of shared music and poetry and
create problems of locating concordances between, for example, motets
and conductus, liturgical chants and devotional songs. For the music in
Tours 927, the two explicitly liturgical works (the antiphon Ave stella
matutina and the sequence Veni sancte spiritus) are far too widely disseminated (much like the Quinze signes following the Jeu d’Adam) to offer
much in the way of a defined web of connections. The remaining works are
far more limited in scope in terms of ties to outside sources, from the central Parisian concordance, F, to seven further concordances for six refrain
songs and four concordances for Philip the Chancellor’s Ve, ve mundo a
scandalis.74 Disregarding the widespread liturgical chants and conductus,
then, Tours 927 is related musically and poetically to a minimum of twelve
sources, a relatively discrete number. This network allows for comparisons
of music and poetry to emerge that highlight the distinctive character of
the Tours 927 manuscript as a source and support its continental origin
and clerical context.
With respect to the songs shared among Tours 927, F, and the eleven
other sources, musical comparisons can, unfortunately, neither confirm
nor dispute the relative antiquity or newness of any one source. That does
not mean that all is lost, however, since F and Tours 927 are too close not
to offer tempting tidbits of information, such as with the Nicholas songs,
detailed above. One of the most interesting comparisons between the two
sources follows from a study of melodic profiles. In general, melodies in
the two sources can be characterized as either more conservative (F) or
more florid (Tours 927), although the lack of notation for a number of the
concordant songs in the latter leads to an incomplete picture. One shared
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song, the joyous Easter tune, Vocis tripudio, illustrates the characteristic
musical relationship between the two thirteenth-century collections,
namely the slightly more elaborate melodic profile preserved in Tours 927.

F

Tours 927

F

Tours 927

Example 4.3. Vocis tripudio, Comparison of F, fol. 464r, and Tours 927, fol. 13r.

The two versions operate in different modal areas; in F the melody begins
on G and moves stepwise to B in the initial gesture; the version in Tours
927, in contrast, begins on C and centers around A, an entire step above
the F version. Moreover, while in F the song is in a standard rondeau
form (aAabAB), in Tours 927 the form is somewhat varied (aAa1bA1B).
Although only a slight change in the melodic motion, the result is an additional profile for lines 3 and 5 in Tours 927. The sheer number of notes
and ornamental figures differs too; although plicae occur in F, they are
more frequent in Tours 927, as are ligated figures.
Melodic and formal variants between F and Tours 927 are highlighted especially well in one of the few Marian works transmitted in F,
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Salve virgo virginum. The song is one of only two in F for which the refrain
alone is notated, indicating its full performance at the beginning of the
strophe, as well as at the end. This leads to a formal structure in keeping
with the fully developed French rondeau form of the late thirteenth and
early fourteenth century (ABaAabAB). Conversely, the entire first strophe
in Tours 927 (with the exception of the initial repetition of line two of the
refrain) is notated in its entirety.

F

Tours 927

Example 4.4. Comparison of Salve virgo virginum in F, fol. 469v and Tours 927, fol. 9v.

The resulting songs are noticeably different; the version in Tours 927
conforms relatively well to the early thirteenth-century rondeau shape,
although I assume in Example 4.4 the insertion of line 2 (the first line of
the refrain) before line 3, beginning “concepisti.”75 In F, on the other hand,
the song is constructed almost precisely like a rondeau of the late thirteenth
and early fourteenth century with an initial statement of the refrain.76
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What the musical and formal discrepancies between F and Tours
927 reveal concerning their exact relationship is still unclear, although the
appearance of the fully formed rondeau in F in Salve virgo virginum may
mark a significant moment in development of refrain forms in Latin and
the vernacular in thirteenth-century France. More simply, perhaps the different versions of concordant songs in F and Tours 927 relate to issues
of transmission and local performance practices, comparable to the variable preservation of chant melodies in different locations. Unfortunately,
of the four songs shared between F, Tours 927, and an additional witness to provide further comparisons, only two songs are notated in Tours
927, In hac die Dei and Processit in stipite, and all extant sources preserve
nearly identical melodies for each.77 Considering the later copying date
of ca. 1250 for F, the earlier Tours 927 likely transmits versions of Latin
refrain songs already in circulation in Northern France in the late twelfth
and early thirteenth century, decades before the scribe of F began copying
versions of them in Paris. The two sources therefore may record the same
tradition but are not necessarily copied one from the other; instead, the
manuscripts seem to represent interpretations of either the same exemplar
or were informed by singers familiar with the repertory from their own
home institutions. Concordances with manuscripts other than F offer further insight into the issue of localization through song however; specifically, a set of songs in Tours 927 with concordances elsewhere signal locale
in a manner relatively unusual in medieval song repertories

Pax Gallie: Signals of Place
Musical and poetic works from the twelfth and thirteenth centuries only
infrequently provide textual clues as to their origin, at times only doing
so through implicit reference to topical events.78 More often, medieval
Latin song, whether a versus, conductus, or even hymn or prosa, is almost
completely generic in its expressive mode, defying efforts to be situated
geographically or temporally. Within Tours 927, certain songs do divulge
their geographical orientation. From the very first opening of four Latin
refrain songs on fols. 9v–10r, two works, In laudes debitas and Beata nobis
gaudia, refer to an unnamed city and its citizens. The initial strophe of In
laudes debitas on fol. 9v introduces a consciously cosmopolitan perspective to the Marian praises of the surrounding lyrics: “Let the whole city
[civitas] / and the whole district [regio] rush forth.”79 A second song on
the initial opening of the lyrical collection, Beata nobis gaudia, addresses
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the citizens of this very city, still in the context of Marian devotion: “O
citizens [concives], rejoice, / When the daughter bears the father.”80 These
songs, with their city, region, and citizens, evoke an urban center, such as
a diocesan capital, and not a rural setting, potentially limiting potential
institutions for which the songs were applicable.
While these two lyrics merely adumbrate a civic surrounding, two
songs specify an allegiance to a nation: France, or Gallia. No other vocabulary in the initial folios of Tours 927 so profoundly signals a continental, and even more specially a French setting, making these songs utterly
exceptional within the manuscript. The first of the two songs, Procedenti
pueri, concordant in F and two later Swiss sources, concludes in its final
strophe with a petition to the lord for peace in France: “Sit laus regi glorie
... et pax regno Gallie” (“Let praise and glory be to the king ... and peace to
the kingdom of France”).81 A poetic comparison of the multiple versions
of Procedenti puero reveals the way in which the scribes of Tours 927 and
F chose to include this prayer; the two other sources included in the third
column do not retain this revealing passage.
Tours 927

F

St. Gall 383 and 546

6. Sit laus regi glorie,
Eya!
Et pax regno Gallie, Gloria!
Deus homo
Factus est immortalis

6. Sit laus regi glorie,
Eia, novus annus est!
Et pax regno Gallie.
Gloria laudis,
Deus homo factus est,
Et immortalis.

6. Collaudemus domino,
Eya novus annus est
Saluatorem hominum.
Gloria laudis
Deus homo factus est
Et immortalis.

6. Let the king have praise
and glory, Eya!
And let peace reign in France, Gloria!
The immortal God
Is made man.

6. Let us praise the Lord,
6. Let the king have praise
and glory,
Eia, this is a new year!
Eia, this is a new year!
And let peace reign in France. Savior of men.
Give the glory of praise,
Give the glory of praise,
God is made both man
God is made both man
And immortal.
And immortal.

Table 4.7. Comparison of strophe 6 of Procedenti puero
in Tours 927, F, and St. Gall 383 and 546

Between the two openly French sources and the two more anonymous
Swiss sources the variations are clear; the two St. Gall manuscripts have no
need to request blessings for Gallie, and therefore only offer general words
of praise to the Lord. Beyond the lack of a place reference in the two St.
Gall sources, the central disagreement between Tours 927 and all three
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concordant sources concerns the refrain. Rather than referring to the New
Year—a prominent feature of the refrains in F and the St. Gall manu
scripts—the version of Procedenti puero included in Tours 927 is a more
generic Christmas song. With the refrain describing the Word becoming
flesh (“Deus homo / Factus est immortalis”), the Tours 927 version reiterates a common Johannine trope within the Christmas liturgy and related
song repertories, rather than a New Year’s acclamation.82
Why was the scribe of Tours 927 anxious to avoid a New Year’s
refrain? One answer might be found in the internal thematic cohesion of
the song collection, namely the primary focus on three devotional subjects: Easter, Christmas, and the Virgin Mary. As discussed above, just one
song exists for Nicholas; additionally, one song may be considered proper
to the New Year, Circa canit Michael, in which the refrain cites the “anni
novi.” This lyric reads, however, as more appropriate to the Nativity of
Christ, not to the New Year. Simply put, the annus novus, or New Year, did
not warrant overt inclusion in Tours 927. Another possible explanation
derives from the chronology of the sources; Tours 927 is unquestionably
the oldest source, while of the two St. Gall manuscripts one is possibly as
old as F (St. Gall 383) and the other (St. Gall 546) was copied much later
in the sixteenth century. The New Year was already celebrated in Paris on
January 1 by the late twelfth century, and throughout Europe the commemoration of the New Year on January 1 increasingly spread until it
was officially moved to that date in the fifteenth and sixteenth centuries,
depending on the country.83 In other words, for the Tours 927 scribe, the
“New Year” was perhaps not yet as elaborately or explicitly celebrated as it
was in other locales, such as Paris.84 This adds further support, if any were
needed, to a date anterior to F in terms of content and a scribal context
not yet entrenched in the popular clerical rites of the New Year—meaning
Paris and its immediate environs are unlikely points of origin.
The second of the two Latin refrain songs in Tours 927 that reference “Gallia,” Qui passus est pridie, survives only in sources other than F.
Like Procedenti puero, the country of interest appears in the final strophe.
Beginning with a nearly identical formulation to Procedenti puero, the song
Qui passus est pridie reads: “Sit laus regi glorie, / Sit per cuncta secula pax
Gallie!” (Let there be praise for the King of Glory, and peace to France
forever). While Tours 927 points again to Gallia, in the two other sources
transmitting Qui passus est pridie the closing formula is altered to accommodate the place at which the song was either copied, performed, or both.
At Neukloster, a female religious house in Germany where the song was
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presumably entered into the sixteenth-century manuscript Stuttg 22, the
scribe replaced the request for blessings of France with the following: “Sit
per cuncta saecula / Pax to dem nigen clostere.” 85 Likewise, in a source
compiled in thirteenth-century England, Oxford 937, only one word of
the concluding formula is changed to match the actual location of the
manuscript’s copier—“Gallie” becomes “Anglie,”86 Each of the stereotyped
phrases is virtually identical, with the French and English versions easily
exchanging the three-syllable “Gallie” for “Anglie,” resulting in eleven-syllable concluding lines. The reference to the cloister is far more difficult to fit
in the prevailing rhyme scheme, resulting in the division of the final phrase
into two lines, a seven- and eight-syllable line, respectively (see Table 4.8).
Tours 927

Oxford 937

Stutt 22

Sit laus regi glorie,
Resurrexit hodie,
Sit per cuncta secula pax Gallie!
Resurrexit hodie rex glorie.

Sit laus regi glorie
Rexurrexit hodie,
Sit per cuncta secula pax Anglie.
Rexurrexit hodie rex glorie.

Sit laus regi gloriae
Qui surrexit hodie,
Sit per cuncta saecula
Pax to dem nigen
clostere.

Praise be to the King of Glory,

Praise be to the King of Glory,

Arose today,
And peace to France forever!
The King of Glory arose today.

Arose today,
And peace to England forever!
The King of Glory arose today.

Praise be to the
King of Glory,
Who rose today,
And peace to the
Neukloster forever.

Table 4.8. Comparison of Final Strophes of Qui passus est pridie.

Such expressions—“peace to France,” “peace to England,” and “peace to
the king of France”—are only rarely found in contemporaneous manu
scripts, making these few songs even more unusual. Indeed, within the
corpus of over 800 Latin songs (or conductus), catalogued most recently
in the Cantum pulcriorem invenire database, only nine in addition to the
two in Tours 927 reference France using the label “Gallia.” Of these, the
majority is found in F (six songs), the closely related W1 (two songs, both
concordant with F), and the Parisian St. Victor Miscellany (two songs).87
Moreover, all of these lyrics are fully cognizant of their geographical and
historical context; that is to say, “Gallia” appears self-consciously and
deliberately, and frequently in relation to specific devotional or historical
moments. Although France is called upon in Tours 927 more generally,
it nevertheless creates the impression of a writer fully aware of the significance of signaling allegiances though poetry. In comparing the lyrical
alterations made to accommodate a German, English, or French setting,
each scribe was evidently articulating his own personal locale.
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Locating the “Seat of the Bishop”
The lyrics of Tours 927 offer yet one further piece of geographical evidence, this time in the refrain of O sedes apostolica on fol. 14r (discussed
briefly above). This refrain and its home song have proven to be one of
the most frequently misunderstood among the songs preserved in Tours
927. To begin with, in the Analecta hymnica (45a:80), editor Guido Maria
Dreves describes O sedes apostolica as venerating St. Nicholas (“In Festo
S. Nicolai,” with the subheading “De Episcopo Puerorum”), even though
the saint is not named in the text.88 One possible justification for Dreves’s
editorial label is the recurring refrain in the song referencing a bishop’s
seat, possibly connected by Dreves to St. Nicholas’s as a bishop-saint.
While the repetition of “sede,” the seat of a bishop, in the refrain of O
sedes apostolica supports a clerical association, nowhere is the saint actually mentioned. The importance of this bishop’s seat, however, lies in the
refrain and one unusual word, “Mannetica.” As early as Luzarche’s edition
of the Easter play and songs, this possible neologism has been interpreted
as the location of the seat and taken to be either a scribal error or unusual
spelling of “Nannetica” (Nantes) as “Niannetica.”89 The lyric in its entirety
reads as follows, with my solution provided in the English translation and
“mannetica” transcribed as it appears in Tours 927:
1. O sedes apostolica,
Gaude sedes mannetica.
In hac die dominica,
Novum pastorem suscipe.
Gaude, sedes mannetica
Novum pastorem suscipe

1. O apostolic seat,
Rejoice, O seat of Nantes,
In this day of the Lord
Receive your new shepherd.
Rejoice, O seat of Nantes,
And receive your new shepherd.

2. In hac die dominica,
Gaude, sedes mannetica.
Emitte nova cantica,
Novos adplausus concipe.
Gaude, sedes mannetica
Novum pastorem suscipe

2. In this day of the Lord
Rejoice, O seat of Nantes,
Sing out new songs,
And make known new applause.
Rejoice, O seat of Nantes,
And receive your new shepherd.

3. Emitte nova cantica,
Gaude, sedes mannetica.
Servos tuos letifica,
Non aplaudentes corripe.
Gaude, sedes mannetica
Novum pastorem suscipe

3. Sing out new songs,
Rejoice, O seat of Nantes,
Make joyful thy servants,
And turn not away those applauding.
Rejoice, O seat of Nantes,
And receive your new shepherd.
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4. Descende virtus celica,
4. Descend, O heavenly virtue,
Gaude, sedes mannetica.
Rejoice, O seat of Nantes,
Quod corruit edifice,
And what he has destroyed build up
Sub isto novo principe. 	Under this new leader.
Gaude, sedes mannetica
Rejoice, O seat of Nantes,
Novum pastorem suscipe.
And receive your new shepherd.

The problem with the solution of Nantes for “mannetica” is that the see
of Nantes was not actually an apostolic one (i.e. founded by an apostle) as
the incipit of O sedes apostolica would suggest. As problematic as this may
seem, an answer may be found in the history of the Cathedral of Nantes
and its legendary origins. The apostolic features of Nantes Cathedral
derive from the first bishop of Nantes, St. Clarus, a disciple of St. Peter
sent on his behest to Brittany, and the transportation of St. Peter’s nail
with Clarus to the newly established oratory.90 The association with the
apostles led to the dedication of the cathedral to Sts. Peter and Paul, an
attribution that appears from the initial founding of a Christian site on
top of a druidic temple. 91 Even though the diocese is not, therefore, a
strictly apostolic one, it is tied to the apostles through its legendary history and ownership of the nail of St. Peter. Considering the apostolic
ties of Nantes Cathedral, it is tempting to agree with Luzarche’s suggestion that “Mannetica” should be understood as “Nannetica.” 92 In fact,
as Luzarche states strongly: “Voilà enfin l’origine de notre manuscrit
parfaitement déterminée”!93 Certainly, “Mannetica” could, in fact, be a
highly revealing clue to the origin of Tours 927, well disguised within
the lyrics of fols. 8v–20r.94 Of course, the question of the relationship
between the lyrics praising France, Gallia, and Nantes, a Breton city,
needs to be addressed. Although Brittany was not officially united with
France until the sixteenth century, its history with the French monarchy
extends throughout the Middle Ages.95 During the period of time during which our manuscript was compiled and copied, Brittany, following a
chaotic twelfth century, had come in the late twelfth and early thirteenth
century under the sovereignty of the King of France, then Philip II (r.
1179–1223).96 And so, despite the Duchy of Brittany remaining largely
independent of France and its kings until 1532, during the first quarter
of the thirteenth century a cleric in Brittany would have very well sang
praises to the kingdom of France and its leader.97 It is telling in this regard
that the term “Gallia” is preferred in Tours 927 over “Francia,” with the
former typically referring more broadly to France as well as its provinces,
including Normandy and Brittany.98
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Whether our manuscript is truly “French” in terms of its contents
and production has frequently been questioned, in part due to mixture
of languages—Latin, French, and Provençal—and the varied genres represented within its pages, from the Latin play and the vernacular Jeu d’Adam,
to the Provençal farsed epistle. Consequently, England, southern France,
and northern France have all been posited as geographical origins, while
both monastic and secular (or clerical) contexts have been cited as the
milieu for the contents of the manuscript. The explicit references to Gallia
in Tours 927, combined with the most recent information on the construction of the source and the networks of concordances, argues strongly for
the recent conclusions made in scholarship that the manuscript, although
copied in southern France, contains a distinctly North-Western French
repertory and, moreover, that the repertory is clerical in persuasion.

Conclusion: Song and Meaning in Tours 927
A cross section of late-twelfth and early-thirteenth-century musical, textual, and devotional accretions, Tours 927 includes, in just a few dozen
folios, sacred dramas, refrain songs, conductus, a polyphonic sequence,
liturgical chant, and Benedicamus Domino trope. With such a range of
genres included, the source represents an overwhelmingly scholastic
approach to anthologizing music, poetry, and ritual in the thirteenth century. While the ultimate genesis of Tours 927 may forever remain obscure,
its music, poetry, and notation confirm a clerical setting in North-Western
France and a copying date somewhere around the second quarter of the
thirteenth century. This is, perhaps, the greatest contribution of a study
of the Latin refrain songs in the source, namely the corroboration of the
codicological, paleographic, linguistic, and liturgical perspectives represented in this volume and elsewhere. The musical works included in Tours
927, moreover, merit attention apart from any consideration of their value
in placing the manuscript in a precise historical context. Showcasing the
Latin refrain song, a genre that is only rarely transmitted in such a large
number, Tours 927 is comparable in musical scope only to the slightly
later Parisian source, F, with which it shares a significant number of works.
Through their shared emphasis on a particular form of extraliturgical
poetry and music, F and Tours 927 are unique remnants of clerical interest in devotional, yet entertaining and popular songs. The survival of this
varied and special source evokes an image of the vibrant musical landscape existing outside of the liturgical rite in thirteenth-century France.
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Certainly the well-used and well-thumbed pages of our source suggest a
utilitarian book, a volume called upon frequently in the seasonal celebrations of the faithful.
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This is despite Victor Luzarche expressing in 1856 the hope that musicologists might apply themselves to the study of the music in the Ludus paschalis.
See Luzarche, Office de Pâques, xiv. Musicological interest has been piqued, of
course, in the study of the Ludus and also the Jeu d’Adam, which, although lacking notated music, does transmit liturgical responsoria. See Océane Boudeau, this
volume, and Downey, “Ad imaginem suam.”
2
Strict conditions are somewhat justifiable since, even in the nineteenth
century, scholars noted the degraded state of the paper source. See, for example,
Luzarche, Office de Pâques, xx.
3
For a more detailed history of the manuscript, see Christophe Chaguinian,
this volume.
4
A summary description of the manuscript with particular attention paid to
the polyphonic music is provided in Reaney, Manuscripts of Polyphonic Music, vol.
1, 449–50. See also the online Catalogue collectif de France (CCFr), which reproduces the description of the contents in Collon, Catalogue général, 667–70. The
persistent link for the CCFr entry is: http://ccfr.bnf.fr/portailccfr/jsp/index_
view_direct_anonymous.jsp?record=eadcgm:EADC:D37B10122 (accessed Feb
ruary 9, 2014). Although the Jeu d’Adam does not contain musical notation,
music is nevertheless implied in the rubrics of the source indicating the performance of responsoria. On these works in the Jeu, see Boudeau’s contribution in
this volume.
5
On this division, see Marichal, “Paléographie latine et française,” 375–78,
and Hasenohr, “Philologie romane 2003,” 170.
6
Marichal, “Paléographie latine et française,” 378.
7
The Marian Benedicamus Domino trope, [Ad h]onorem virginis regine, has
been mistakenly divided into two pieces at “Dominatrix omnium,” beginning
with Luzarche’s edition of the texts in 1856, continued in Chevalier’s Repertorium Hymnologicum (C. 4813), and repeated in Marichal, “Paléographie latine et
française,” 376. The 1997 recording by the ensemble Diabolus in Musica (directed
by Antoine Guerber) titled Manuscrit de Tours. Chants de fête du XIIIe siècle similarly divides the trope into two parts (Studio SM – D2672. CD). Poetically, musically, and paleographically there is no reason to cut the trope before “Dominatrix
omnium.” Moreover, the identity of [Ad h]onorem virginis regine as a whole has
not been acknowledged as a polyphonic Benedicamus Domino trope, a genre cultivated throughout the twelfth and thirteenth centuries. On Benedicamus Domino
troping and its relationship to extraliturgical songs, see Harrison, “Benedicamus,
Conductus, Carol.”
8
The musical works in Tours 927 apart from the Ludus are also listed in
Spanke, “Das lateinische Rondeau,” 124–27, and Marichal, “Paléographie latine
et française,” 375–76. This list does not include one item from the Ludus that
takes a form similar to the songs on fols. 8v–20r, the refrain-form Omnipotens
pater altissime on fol.1v. Its inclusion in this table could be justified, however,
due to the song’s formal shape, rhymed and rhythmical lines, and recurring one1
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line refrain: “Heu quantus est noster dolor!” Yet, due to its placement within
the Ludus, I have chosen to exclude it from this listing of musical works, none of
which serve a dramatic function.
9
Although none of the surrounding lyrics in Tours 927 refer to Pentecost,
within the broader refrain song repertory a number of sources transmit works relevant to the feast day; in F, one song (Descende celitus, fol. 467v) includes a refrain
that incorporates a Pentecost sequence text: “O sancte spiritus…veni sancte spiritus, nostrum esto gaudium.” (Oh Holy Spirit…come Holy Spirit and be our joy.)
Edited in Anderson, ed. 1pt Conductus, xxv.
10
Luzarche, Office de Pâques, 28–70.
11
Anderson, 1pt Conductus. Anderson does not include the polyphonic
works or introductory antiphon; moreover, he bases his readings of concordant
pieces between Tours 927 and F on the latter. More recently, the team of the Cantum pulcriorem invenire project (hereafter CPI) at the University of Southampton has undertaken the digital cataloguing of the Latin conductus repertory, in
which they include all thirty-one Latin songs in Tours 927, as well as the opening to the Ludus, Omnipotens pater altissime, and Philip the Chancellor’s Ve, ve
mundo scandalis (http://catalogue.conductus.ac.uk, under the direction of Mark
Everist and Gregorio Bevilacqua).
12
Additionally, Appendix 4.1 includes textual transcriptions of the four nonrefrain form works found in Table 4.3.
13
Scribal errors can be found, for example, in Ave stella matutina, fol. 8v,
where the text scribe wrote in the antepenultimate stave “Ave stella matutina peccatorum matutina” rather than “Ave stella matutina peccatorum medicina,” and
in Veni sancte spiritus, where on fol. 15r the scribe has mistakenly included the
text under both staves in the first system (“Consolator optime dulcis hospes”);
the same latter error occurs in [Ad h]onorem virginis regine in the first system of
fol. 17v (“Hominis tu memento Homo mobilis in nullo”). Notation slips also
appear, as in Vocis tripudio, fol. 13r, where the scribe notated “tri-” of “tripudio” in
line 3 a pitch too low on the first stave. As editor of the notated Ludus, Richard
Stegall, notes, “The manuscript suffers from having been carelessly copied. There
are points at which the intended pitch is unclear or is left out altogether. Clefs
are sometimes carelessly used. While the musical notes are clearly legible, due to
apparent re-touching, the text and rubrics are sometimes nearly impossible to
decipher.” Stegall, “The Tours Easter Play,” 23.
14
On the dating, origins, and copying of Tours 927, see Luzarche, Office de
Pâques; Delisle, “Note”; Krieg, Das lateinische Osterspiel, 106–11; Sletsjöe, Le
Mystère d’Adam; Marichal, “Paléographie latine et française”; Hasenohr, “Philologie romane 2003”; and Collon, Catalogue général, 670. For a critique of Marichal’s
dating, see Hughes, “Magdalene Lament,” 278–79 n. 10.
15
Marichal, “Paléographie latine et française,” 377–387. Marichal does not
make any conclusions about hand(s) for the majority of the folios containing
the Latin refrain songs (fols. 9r–18r). See Derolez, Palaeography, 72–101, espe-
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cially 100–01 on scripts used for scholastic texts; Barillari, Adamo ed Eva, 120;
Luzarche, Office de Pâques, xxix. In contrast with more formal styles of Northern
textualis, the tradition to which the script of Tours 927 belongs, the textualis currens tended to feature a “single-compartment a,” meaning no large ascender that
joins back up to the counter of the “a.” Indeed, throughout the lyrics of Tours 927,
the single-compartment “a” is found; this corresponds to the other key features of
textualis currens as seen in the manuscript, including bold lines, simplified letter
forms (which could lend the script the title of simplified textualis), and frequent
abbreviations. See Derolez, Palaeography, 100. Krieg attempted to provide a dating based on Latin abbreviations, following Capelli’s Lexicon abbreviaturarum;
this, however, led him to a far earlier date than other features of the manuscript
suggest (ca. 1200). Krieg, Das lateinische Osterspiel, 106–8.
16
For more on the linguistic features of the French in the Jeu d’Adam in particular see Catherine Bougy, this volume. Bougy argues for a continental origin
for the play, specifically in the western regions of France, including Normandy,
Brittany, Maine, Anjou, or even as south as Poitou or Saintonge.
17
Reaney, Manuscripts of Polyphonic Music, vol. 1, 449–50. Reaney describes
the notation as being in “undifferentiated oblong longs and ligatures” and dates
the notation to the thirteenth century, but possibly from a twelfth-century exemplar. The comparison to Arundel 248 lies in the “wavy form of long notes.” While
there are some features in common with the notation of Arundel 248, certain key
characteristics are missing, and the shape of several notes is completely different
(most visible in the differing approach to plicae, or ornamental figures, and climaci, a three-note descending figure). On the notation in Tours 927 focusing on
the Easter Play rather than the songs, see Krieg, Das lateinische Osterspiel, 109–10.
18
On the shift from earlier neumatic notation characterized by a pointillistic appearance to the mid-thirteenth century square notation, see Haines, “From
Point to Square.”
19
This observation is thanks to the work of Nota Quadrata, a research
group based at the University of Toronto and led by John Haines: http://www.
notaquadrata.ca/ (accessed February 8, 2014). A connection to the Fleury Playbook likely does not exist, but it is nevertheless tempting to note the possible
fecundity of the Loire valley in terms of extraliturgical creations from Fleury in
Saint-Benoît-sur-Loire to Nantes, the latter being one of the few possibilities suggested by the lyrics of Tours 927.
20
On this source, see Deeming, “Music in English Miscellanies,” 87; see also
11, 86, and ix.
21
My thanks to Michael L. Norton for his input on the notation, and this
neume in particular in the Easter play.
22
On these manuscripts and their connections to French, Italian, and English sources, see Hiley, “Liturgical Music of Norman Sicily,” and “Norman Chant
Traditions.”
23
On Evreux 2, a miscellaneous monastic source, see Deeming, “Music in
English Miscellanies,” 74–5.
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See, for example, Reaney, Manuscripts of Polyphonic Music, vol. 1, 449, and
Symes, “Appearance of Early Vernacular Plays,” 803. This is in contrast to scholars
such as Delisle, for example, who describes the songs as “Hymnes et chants divers.” Delisle, “Note,” 92.
25
As Margaret Switten rightly points out, the phenomenon of the “New
Song” is not limited to Latin repertories; see “Versus and Troubadours.” For an
overview of the historical and historiographical development of the New Song, in
particular its relationship to songs like those in Tours 927, see Caldwell, “Singing,
Dancing, and Rejoicing,” Chapter 2. Wulf Arlt is credited with the scholarly popularity of the term “New Song” to refer to the flourishing of poetic activity of the
twelfth and thirteenth centuries; see, among other articles, Arlt, “Nova cantica.”
26
The only cataloguing of Latin refrain songs apart from its constituent
genres (namely the conductus, versus, hymn, etc.) is found in Caldwell, “Singing,
Dancing, and Rejoicing,” Appendix A.
27
On the medieval rithmus, see Fassler, “Accent”; Sanders, “Rithmus”; and
Norberg, Introduction.
28
On the identity of rondeaux (Latin or French) and related refrain forms as
dance songs, see, among others, Mullally, The Carole; Rokseth, “Danses cléricales”; Spanke, “Corpus”; ibid., “lateinische Rondeau”; Stevens, Words and Music,
159–98; Wright, The Maze and the Warrior, 129–55; and Christopher Page,
Voices and Instruments, 77–84.
29
For a summary of early (primarily German but also French) scholarship on
the formes fixes, see Reaney, “Concerning the Origins.”
30
The majority of writings on medieval religious dance are now dated, including the seminal article by French musicologist Rokseth, “Danses Clericales.” More
recent examinations of dance in sacred contexts, the two former of which cite
Latin refrain songs, are Wright, The Maze and the Warrior; Silen, “Dance”; and
Mews, “Liturgists and Dance.”
31
This is the commonly assumed origin for this source; see Hauréau, Notice.
32
Petri and Woodward, Piae Cantiones.
33
The Moosburg Graduale (Munich, Universitätsbibliothek, Cim. 100)
is available in an impressive facsimile with the relevant refrain songs indexed as
“cantiones”; see Hiley, ed., Moosburger Graduale.
34
Robert Marichal suggests that the songs in Tours 927 concordant with F
are “souvent presque dans le même ordre”; this is not the case (see Table 4.2). Marichal, “Paléographie latine et française,” 376. David Hughes reiterates in a footnote the suggestion of shared ordering, but also rightly points out that this does
not necessary indicate a direct relationship with F (and certainly does not, since
the ordering in Tours 927 is not the same). See Hughes, “Magdalene Lament,” 278
n. 10. Only one pair of songs is transmitted in the same order in both Tours 927
and F: Vocis tripudio and Processit in capite (stipite in Tours 927). On the ordering
of songs in F and the St. Victor Miscellany, see Caldwell, “Singing, Dancing, and
Rejoicing,” Chapter 1 and passim.
24
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For more on devotion to the Virgin in the Middle Ages, especially during the twelfth and fifteenth centuries when the Latin refrain song flourished, see
Rubin, Mother of God, 121–282.
36
The central feasts for the Virgin are the feasts of the Purification (2 February), Annunciation (25 March), Assumption (15 August), and Nativity (8 Sept
ember). Cantat omnis creatura, on fol. 11v, includes in its first strophe: “The
Assumption of the Virgin brings to us its own laws.” (“Sua nobis refert iura / Virginis assumptio.”) Edited and translated in Anderson, 1pt Conductus, xlv. Among
the handful of extant Assumption refrain songs are the two-voice Hec est turris in
the Engelberg Miscellany (fols. 152r–153r), preceded by the telling rubric “De
assumptione beate Marie”; the unnotated poems Marie preconio and Syon presenti
sollempnio in the St. Victor Miscellany (fols. 177r and 188v, respectively); and
Virgo parit filium in the Seckauer Cantionarium (Graz, Universitätsbibliothek
MS 756, fols. 194v–195r).
37
The thematic relationship between the Ludus and the songs is what
encouraged Luzarche to publish his edition of both the play and the following
lyrics. Luzarche, Office de Pâques, xix. Luzarche also suggests that the songs would
perhaps have been sung by clergy members and other audience members following the play and the singing of the concluding Te Deum.
38
The infiltration of the liturgy into the songs is unsurprising, and perhaps
provides further support for an author who, as with the Ludus, “must have been
a cleric who lived this [liturgical] music throughout the year in a singing community. He put it together (‘com-posed’ it) with intellectual control certainly, but
out of a teeming hoard of deeply known and only half-consciously transmuted
material.” Although referring to the music of the Ludus, a similar sentiment could
certainly be applied to the devotional songs following the play. See Stevens, et
al., “Medieval Drama.” See also Caldwell, “Singing, Dancing, and Rejoicing,”
754–62 and below.
39
For editions of these two songs, see Edition and Anderson, 1pt Conductus,
xliv and xlvii, respectively.
40
Tours 927, fol. 8v.
41
A notable absence here is discussion of the conductus attributed to Parisian poet and cleric Philip the Chancellor, Ve, ve mundo a scandalis. This moralizing conductus marks the conclusion of the Latin songs and fits, except for the lack
of refrain, into the larger collection of refrain songs as the twin of the only other
secular work, Breves dies hominis. Its presence is easily explained through Tours’s
relationship to the repertory transmitted in F, a manuscript central to Philip’s oeuvre. My thanks to Thomas Payne for sharing his thoughts on this piece in particular and on Philip’s works in general.
42
See, for example, the repertory of polyphonic sequences in W1, a manu
script with which Tours 927 shares one refrain song, Luto carens et latere: see Gillingham, Polyphonic Sequences. On the polyphonic sequence, see also Dalgish, “A
Polyphonic Sequence from Rouen,” and Haines, “New Light.”
35
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On polyphonic Benedicamus Domino settings, see Barclay, “Benedicamus
Domino Settings”; Harrison, “Benedicamus, Conductus, Carol”; Fuller, “Aquitanian Polyphony”; and ibid., “Hidden Polyphony.”
44
Fuller, “Aquitanian Polyphony,” 351, describes fols. 119r–148r as containing “Responds and Antiphons for Marian Offices” and dates this section from the
twelfth to the early thirteenth century.
45
Beka, Ordinaire, 29 and 34.
46
France, Bibliothèque nationale, latin 2886, fol. 77rv.
47
On the reworking of Biblical texts in newly composed songs, particularly
those in the closely related F, see Steiner, “Some Monophonic Songs,” 151–52.
48
Edited in Anderson, 1pt Conductus, ii, iv, and xix. On Psalmic reworkings
in the Latin refrain song repertory, including the works cited here, see Caldwell,
“Singing, Dancing, and Rejoicing,” Chapter 3, especially 350–366.
49
CAO1796. This song has strong connections to clerical dance; Rokseth
proposes that In hac die Dei was sung and danced to for the final time in 1737 at
Sainte-Madeleine de Besancon, France; see Rokseth, “Danses Clericales,” p. 98.
50
“Haec est dies quam fecit Dominus; exsultemus, et laetemur in ea.” In the
liturgy, the Psalmic line serves multiple functions: an antiphon for the Feast of
the Annunciation, a responsory throughout the year, and a versicle and gradual
for Easter. Note that in F the refrain has “optata” rather than “oblata.”
51
The sequence as it appears in Table 4.5 is from a thirteenth-century Parisian
missal for secular use, France, Bibliothèque nationale, latin 1112, fol. 265rv. For
a translation of the entire sequence see Fassler, Gothic Song, 421–24 and 438. The
Easter responsory is taken from an early fourteenth-century (ca. 1300) Parisian
breviary from the Cathedral of Notre Dame, France, Bibliothèque nationale, latin
15181, fols. 297v–298r.
52
This is the case, too, for the author of the Jeu d’Adam, whose biblical familiarity is clear. See Chaguinian, “Origine institutionnelle.”
53
The sequence is found with notation in the thirteenth-century Parisian
missal France, Bibliothèque nationale, latin 1112, fol. 267rv. See also AH54:147.
54
As opposed to the version found in the substantial repertory of sequences
emerging from the Abbey of St. Victor. On the Victorine sequence repertory, see
Fassler, Gothic Song.
55
As medieval literary scholar Richard Greene observes, in the creative life of
the church throughout the Middle Ages: the “principle of providing a new context for a well-known phrase is that which underlies the production of the tropes
and épîtres farcies, farsed epistles, in vogue from the ninth to the twelfth centuries.
It is distinctly a ‘monkish’ literary device.” Although Greene labels the technique
“monkish,” this approach to creating new sacred accretions is much more than
that, since the borrowing of phrases and the recycling of memorable and theologically significant texts was as much clerical as monastic. See Greene, Early English
Carols, p. xciv. For the most recent work on citational impulses in medieval song
and poetry, see Saltzstein, Refrain.
56
The collection of songs “should be examined, especially since the songs are
43
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not exclusively liturgical. Several belong less to the church than to schools.” Delisle, “Note,” 92. Marichal likewise uses the songs as evidence for the clerical, as
opposed to monastic, setting for the manuscript, although his reasons for doing
so are not convincing; on the specific example he cites, the song O sedes apostolica,
see below. Marichal, “Paléographie latine et française,” 379–80.
57
Interestingly, Luzarche also picks this song as an example, but not of an
academic context; rather, he points to it as a remnant of the “grand lyrique latin.”
Office de Pâques, xxii. The version of this lyric transmitted in F is edited and translated in Anderson, 1pt Conductus, xxx.
58
Delisle also does not call upon another item in the manuscript, albeit
contained in later folios not originally attached to the initial forty-six folios: a
fragmentary citation of the standard schoolroom text, the Distichs of Cato. See
Delisle, “Note,” 93. It is worth observing that Cato’s Distichs appear elsewhere in
close contact to Latin refrain songs like those in Tours 927, namely in its close
manuscript cousin, F; see Caldwell, “Singing, Dancing, and Rejoicing,” 340–48.
59
On these songs and related Nicholas works, see Caldwell, “Singing, Dancing, and Rejoicing,” Chapter 4.
60
At least by the end of the twelfth century; see Wright, Music and Ceremony, 75.
61
On St. Nicholas’s vitae and historiae generally, see Jones, Saint Nicholas
Liturgy. The four Nicholas songs in F are edited in Appendix 4.2, this chapter.
62
Criticisms of liberties taken on the Feast of St. Nicholas are similar to
those for the Feasts of St. Stephen and the Holy Innocents immediately following
Christmas; numerous condemnations emanate from Paris. See Wright, Music and
Ceremony, 237–43, and Caldwell, “Singing, Dancing, and Rejoicing,” 406–526.
63
Edited by Anderson, 1pt Conductus, xlvi and 31, and in Page, Voices and
Instruments, 88.
64
A feature of two of the songs in F, Gaudeat ecclesia and Nicholae presulum
(both on fol. 471r), is worth noting: the use of familiar concluding formulae,
Deo Benedicite and Deo Benedicamus, respectively. In Tours 927, too, the liturgical versicle appears in the context of a polyphonic trope, [Ad h]onorem virginis
regine. The inclusions of the versicle reveal the close ties of both manuscripts to
the liturgy.
65
See Albrecht, Four Latin Plays, and Thomas, ed. Fleury Playbook. Albrecht
traces the legend to the vita of John the Deacon, which includes the story of the
“tribus clericis scholas.” For a more complete overview of the possible origins
and later manifestations of the Tres clerici legend, see Jones, Saint Nicholas. Joel
Fredell calls it the “apocryphal” legend of the Three Clerks, which can be traced
through Latin and vernacular texts. See Fredell, “Three Clerks.”
66
The earliest, most unambiguous mention of “clerics” (as opposed to scholars, boys, or soldiers) in Nicholas texts also occurs in song—the twelfth-century
Cantu miro, summa laude. See Jones, Saint Nicholas, 400 n. 18.
67
From the beginning of the office of the Bishop, the position is understood
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as one of a secular as well as religious leader: “[T]he bishop…occupies the middle
ground between the two poles of secular and religious leadership. His responsibilities as administrator of a diocese involve him in very mundane matters from
financial administration to building works, while his duties as the shepherd of his
flock entail such religious obligations as pastoral care, the preservation of doctrinal unity, and the celebration of the liturgy and other Christian rites.” For the
early history of this office, see Rapp, Holy Bishops, 6, and Chapter 1, passim.
68
Nicholas as Bishop is one of the most prevalent iconographical, as well as
poetic, tropes in medieval art. See Jones, Saint Nicholas Liturgy, 43. Jones takes
this as a sign of Nicholas’s largely clerical, as opposed to monastic, patronage.
Identifying Nicholas as presul, bishop, refers not only to his bishop-saint status,
but also to his larger role as fatherly patron and protector. Moreover, it provides
the connection to the popular clerical festivities during Advent with which Nicholas’s feast was frequently associated, the Office or Feast of the Boy Bishop.
69
See below for the complete text and translation of O sedes apostolica.
70
This is precisely what Luzarche argues for, although his does not note the
connection to Nicholaus inclitus. See Luzarche, Office de Pâques, xxv–xxvii.
71
A note of caution should be added here, since St. Nicholas was an extremely
popular saint whose cult was highly venerated throughout Europe. He is, to say
the least, the furthest from being a “local” saint. See, for example, the enormous
number of institutions dedicated to him across France. Thiriet, “Essai.” See also the
response to earlier theories by Solange Corbin concerning the origin of the Fleury
playbook with its four Nicholas plays; Collins, “Home of the Fleury ‘Playbook’,”
314–16. Collins cautions against using details related to the cult of St. Nicholas to
determine exact locations.
72
Chaguinian, “Origine institutionnelle.” See also the introduction to this
volume.
73
Les quinze signes, which has sometimes thought to be a continuation of the
Jeu d’Adam, is widely disseminated, so much so that it proves to be little use for
identifying any particulars about the date and origins of Tours. On the tradition
in France of the Quinze signes, see Mantou, “‘Quinze signes du jugement dernier’.”
74
One confusing issue is raised by David Hughes in his article on the Magdalene laments in the Ludus; he notes a mistake by Marichal in connecting Tours
927 to the Feast of the Circumcision from Sens (attributed to Pierre de Corbeil);
indeed, Hughes is right, there is only Veni sancte spiritus in common, a popular
sequence. However, Marichal was instead noting the connection of F to the Office
of the Circumcision, for which there is musical evidence, namely the hymn Iam
lucis orto sidere with the interpolated refrain Fulget dies, and Novus annus hodie.
In F, the hymn is on fol. 470v and in Sens 46 on p. 27, and Novus annus hodie is on
fols. 218v–219v of F and 54–55 of Sens 46.
75
In this I follow Anderson in his transcription of these songs. See Anderson,
1pt Conductus, xxxiv.
76
For a discussion of the rondeau form and the differences between a six-line
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and eight-line rondeau, see Caldwell, “Singing, Dancing, and Rejoicing,” 244–247.
77
The other two are Luto carens et latere and Procedenti puero, both of which
lack music in Tours 927.
78
Historical conductus do exist, however, providing a musical and poetic
counterpart to contemporary events; for a study of a conductus referring current
events, see Payne, “Aurelianus civitas.” For music in relation to the French monarchy during the thirteenth century, see especially Schrade, “Political Compositions.”
79
“Prorumpat civitas / Omnis et regio.”
80
Fol. 10r: “Concives, exultate, / Dum Patrem parit filia.” The refrain continues with a final line: “But with intact chastity” (“Sed salva castitate”).
81
In both sources, now in St. Gall, which transmit Procedenti puero, neither
preserve the same text that is contained in either F or Tours 927, both of which
also contain different texts. The Swiss sources also do not mention a place name
(St. Gall 383, page 172, and St. Gall 546, fol. IXv). The versions of the song from
sources other than Tours 927 are edited, translated, and transcribed, where possible, in Appendix 4.2.
82
John 1:14: “Et Verbum caro factum est.”
83
On the dating of the New Year, see Blackburn, and Holford-Strevens,
Oxford Companion to the Year, 784–785.
84
F transmits numerous works commemorating the New Year on January 1.
On Latin songs for the New Year and the issue of dating the Feast of the New
Year, see Caldwell, “Singing, Dancing, and Rejoicing,” 631–708.
85
On the manuscript, see Irtenkauf, “Oster-Orationale.” The version in Stuttg
22 is edited in AH21:31; I was unable to obtain access to the original manuscript.
86
Notably, next to F, Oxford 937 is the closest concordant source to Tours
927, with all three of its Latin refrain songs also transmitted in Tours 927: Qui
passus est pridie, In hac die Dei, and Processit in capite (“stipite” for “capite” in
Tours 927).
87
The songs are: O mors, que mordes omnia (F, fols. 448v–449r); Seminavit
Grecia (F, fols. 309r–310r and W1, fols. 164v (155 v)–166r (157r)); Mundus vergens in defectum (F, fol. 9rv); Homo cur prosperas (F, fols. 444v–445v); Gallia cum
letitia (St. Victor Miscellany, fol. 181r); Beata nobis gaudia (F, fol. 433v and Da
fol. 4v (text only)); In Rama sonat gemitus (W1, fol. 185v); O felix Bituria (W1,
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88
As Anderson rightly notes in his edition, “there is no good reason for this
assumption,” although he does mistakenly translate “mannetica” as “velvet,” following Dreves’s reading of Du Cange; Anderson, 1pt Conductus, p. L.
89
Luzarche, Office de Pâques, xxiv n. 1. Luzarche also argues for a definitively
ecclesiastical origin for the source, a province most likely connected to the Loire

136   Mary Channen Caldwell

region and Tours. Additionally, Luzarche claims a dating for the contents around
1148, thanks to references he sees in O sedes apostolica in particular to the succession crisis of 1148–1156 in the Nantes diocese that concluded with the election
of Bernard I. See Luzarche, Office de Pâques, xxv–xxvii. For a more recent overview of this crisis, see Durand, Le Diocèse de Nantes, 40–1. Another early commentator on the text, Delisle, also suggests that “Mannetica” should be read as
“Nannetica,” suggesting that the copyist was likely not from Nantes (“Dans cette
pièce, le copiste a écrit deux fois Mannetica au lieu de Nannetica. On en peut conclure qu’il travaillait dans un pays assez éloigné de Nantes”). Because the manu
script was, indeed, copied in the south of France (evidenced by the paper material,
the added Provençal epistle, and alterations to the Anglo-Norman texts), this is
a completely reasonable assumption. Delisle, “Note,” 92 n. 2. Although it is difficult to determine from the microfilm copy of the manuscript, it also appears as
though the “M-” of “Mannetica” has been partially erased to suggest a correction
to “N.” This, however, I am unable to verify without access to the original source.
My thanks to Christophe Chaguinian, too, for his correspondence with me on
this subject and to Yann Dahhoui for sharing his thoughts with Dr. Chaguinian.
The identification of O sedes apostolica as a song for the Feast of Fools is unsupported; nothing in the text suggests the election of either a Boy Bishop or the
clerical feast of inversion. On this theory, see AH45a:80 where the lyric is associated incorrectly with both St. Nicholas (“In Festo S. Nicolai”) and the Feast of
the Boy Bishop (“De Episcopo Puerorum”), and Marichal, “Paléographie latine et
française,” 379–80.
90
Gaborit, Histoire, 4. In the early twentieth century scholars were still
repeating this legend, as recounted by Russon and Duret: “Saint Clair, son premier évêque, envoyé par le pontife romain, apportait avec lui le clou qui avait fixé
à sa croix l’une des mains de saint Pierre. Pour y déposer cette précieuse relique,
il édifia, nous assure la légende contenue dans un bréviaire du XVe siècle, un oratoire qu’il dédia aux bienheureux apôtres Pierre et Paul.” A footnote observes that
the nail went missing during French Wars of Religion during the sixteenth century. Russon and Duret, La Cathédrale de Nantes, 11. For a more recent appraisal,
including a dismissal of St. Clarus’s depositing of the nail in Nantes, see Durand,
Le Diocèse de Nantes, 7–12.
91
On the history of Nantes Cathedral during the Middle Ages, see Gaborit,
Histoire, 1–31, and Russon and Duret, La Cathédrale de Nantes.
92
The Bishop of Nantes could also be invoked through the text by means
of the Boy Bishop’s ceremony, as the feast is attested to in Nantes from the thirteenth century onward. See Chambers, Mediaeval Stage, vol. 1, 339, and Harris,
Sacred Folly, 206.
93
Luzarche, Office de Pâques, xxv. “Here, at last, the origin of our manuscript
perfectly defined.”
94
Unfortunately, available manuscripts from the diocese of Nantes to compare to Tours 927 in terms of music and the responsoria in the Jeu d’Adam (see
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Boudeau, this volume) are rare; see, however, Huglo, “Domaine,” 64–5. One other
church should be mentioned as an absolute hypothetical. The medieval town of
Mantes, north west of Paris, could easily have been Latinized incorrectly as “Mannetica” (rather than “Medanta”), just as Nantes may have been in Tours 927. What
makes Mantes a possibility, albeit farfetched, is its location between the Duchy
of Normandy and Capetian lands and the importance of the church, the Collégiale Notre-Dame de Mantes-la-Jolie, to the Capetian kingdom. Most notably, the
Feast of the Assumption of the Virgin was extremely significant in Mantes, thanks
to a lay confraternity devoted to the feast and expressed architecturally in a west
façade portal. On Mantes and its Church, see Bony, “La collégiale de Mantes,” and
Rhein, “Notre-Dame de Mantes.” However, Mantes was not the seat of the Bishop,
which makes its identification as the “Mannetica” in O gaudes sedes problematic.
95
On the history of Brittany, especially in relation to the kingdom of France,
see Jones, Creation of Brittany; ibid., “The Capetians and Brittany”; Werner,
“Kingdom and Principality”; and Everard, Brittany and the Angevins.
96
Hallam and Everard, Capetian France, 145–262, and Jones, “The Capetians
and Brittany.”
97
As Jones observes: “Between 942 and 1199 no Breton duke performed
homage to a king of France.” In Jones, “The Capetians and Brittany,” 5–6. If this is
the case, and if our manuscript is from Brittany, specifically Nantes, then this may
provide a terminus post quem for the composition of the Latin songs in Tours 927
of around 1199, since after this date it would have been possible to find a Breton
cleric paying homage to the French King Philip II. Outside of Tours 927, a number of works are presumed to commemorate the death of Geoffrey, Duke of Brittany in 1186; see Schrade, “Political Compositions,” 157. Another connection
between the French kingdom and Brittany in music is found in a Parisian motet
from the thirteenth century venerating St. Nicholas, Psallat chorus / Eximie /
APTATUR; the tenor is melodically related to a responsory for the Breton St.
Winnoc. See Norwood, “Provenance,” 217–19.
98
Lugge, “Gallia” und “Francia”; Guérard, “Du nom de France”; and duQuesnay
Adams, “‘Regnum Francie’.”
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Appendix 4.1
Ave stella matutina, fols. 8v–9r
[A]ve stella matutina,
Peccatorum medicina
Mundi princeps et regina
Virgo sola digna dici
Contra tela inimici
Clipeum pone salutis
Tu es titulus virtutis
Tu es enim virga iesse
In qua deus fecit esse
Aaron amigdalum
Mundi tollens scandalum.
Tu es area compluta,
Celesti rore imbuta
Sicco tamen vellere
Tu nos in hoc carcere
Solare propicia
Dei plena gracia.
O sponsa dei electa
Esto nobis uia recta
Ad eterna gaudia
Ubi pax et gloria
Tu nos [semper] aure pia
Dulcis exaudi Maria. Evovae.

Hail, early morning star,
Remedy of sins,
Leader and queen of the world,
Alone worthy to be called virgin,
Against the spears of the enemy
Erect the shield of salvation,
You are a pillar of strength,
You are the rod of Jesse,
In whom God made exist.
Aaron’s almond,
Bearing the sin of the world.
You are the rained upon courtyard,
Drenched with celestial light,
Yet dry as fleece.
You console us
In this propitious prison.
Full of the grace of God.
O chosen spouse of God,
Be to us the right way
To eternal joys
Whereby peace and glory,
And always hear us
With loyal ears, sweet Maria.
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Veni sancte spiritus, fols. 14v–16r
[V]eni, sancte Spiritus
et emitte celitus
tue lucis radium

Come, Holy Spirit
And send from heaven
The ray of your light.

veni pater pauperum
veni dator munerum
veni lumen cordium.

Come, father of the poor,
Come, giver of gifts,
Come, light of the heart.

In labore requies
in estu temperies
in fletu solacium.

You are rest in labor,
Moderation in heat,
Consolation in grief.

Consolator optime
dulcis hospes anime
dulce refrigerium.

Most noble consoler,
Sweet host of the soul,
Sweet relief !

O lux beatissima
reple cordis intima
tuorum fidelium

Of most blessed light,
Fill the depths of the heart
Of your faithful ones.

Sine tuo numine
nichil est in homine
nichil est innoxium.

Without your power,
Nothing is in the light,
Nothing is innocuous.

Lava quod est sordidum
riga quod est aridum
sana quod est saucium.

Wash what is dirty,
Water what is parched,
Cure what is wounded.

Flecte quod est rigidum,
fove quod est frigidum,
rege quod est devium.

Bend what is stiff,
Warm what is cold,
Guide what is off the path.

Da tuis fidelibus,
in te confitentibus,
sacrum septenarium.

Give to your faithful,
In you confessing,
The holy sevenfold.

Da virtutis meritum,
da salutis exitum,
da perenne gaudium. Amen

Give the due reward of virtue,
Give the outcome of salvation,
Give everlasting joy. Amen
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[Ad h]onorem virginis regine, fols. 16r–18r
1. [Ad h]onorem virginis regine
Gaudeat cor hominis
In deo sine fine.
Splendor summi luminis,
Spes glorie divine
Munda sordes criminis
Filiorum ruine.
Stelle lux matutine,
Uirga iesse flos spine.
Mundifica purifica
Nostre feces sententis.
Sanctifica, salvifica
Mortas horam festive.
Et lubrica uiuifica.
Tu deus unus trine.
Magnifica clarifica
Nos stole dono lune.

In honor of the virgin queen,
Let the heart of man rejoice
In God without end.
Splendor of all light,
Hope of divine glory,
Cleanse the filth of sin
From the fall of your sons.
Light of the dawn star,
Rod of Jesse, flower of the thorn,
Cleanse and purify
The impurities of our cesspool.
Sanctify and save [us] quickly
At the hour of [our] death,
And render [it] uncertain, bring [us] back to life.
You, God, one in three,
Magnify us, illuminate us
With the gift of the cloak of the moon.

2. Dominatrix omnium
Dei mater Maria
Nostrum deliciarum
Tu dulcis es et pia.
Tuum roga filium
Ut nos ponat in via
Que ducit ad solium
In quo manet sophia.
Homo labilis,
Caro fragilis,
Et mutabilis
Hoc ruit in tormento.
Virgo stabilis,
Inefabilis
Et mirabilis
Hominis tu memento
Homo mobilis in nullo
Hominis tu memento,
Homo mobilis in nullo
Est momento.
Caro facilis agitatur
Cum vento
Comparabilis penitens est
Argento.
Penitencie
Fructum faciamus
Ut nos glorie
Domum habeamus.
O mater gracie,
Per te leticie
Locum possideamus.
Angelorum patrie,
Celi milicie.
Nos BENEDICAMUS DOMINO.

Mistress of all,
Mother of God, Mary,
Of our delights,
You are sweet and pious;
Pray to your son
So that he places us on the path,
That leads to the throne
On which wisdom sits.
Fallen man,
Frail and
Inconstant flesh,
This man breaks down in torment.
Steadfast virgin,
Ineffable,
And miraculous,
You, be mindful of man,
Man, fickle in nothing,
You, be mindful of man,
Man, fickle in nothing,
The moment is his
The flesh is easily swayed
With wind;
He is similar, displeasing
By means of money.
Let us, penitent ones,
Produce fruit,
So that we may possess
The dwelling of glory.
Oh! Mother of grace,
Through you we may
Seize the seat of joy,
The homeland of angels,
The heavenly army.
Let us bless the Lord.
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Ve, ve mundo a scandalis, fol. 19v
1. Ve, [ve] mundo a scandalis
Ve nobis, ut achephalis
Quorum libertas teritur
Rome dormitat oculis [sic]
Cum sacerdos ut populus
Iugo servili premitur.

1. Woe, woe to the world from scandals,
Woe to us, as those without a leader,
Whose liberty is trod upon.
The eye of Rome sleeps
When the priest, as the people,
Is oppressed by a servile yoke.

2. Ve, quorum votis alitur
Et piguescit exactio
A quibus nulli parcitur
…

2. Woe, whose pledge is fed
And grows fat with taxes,
Who spare no one,
…
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Appendix 4.2
A. Procedenti puero in F and St. Gall Sources
F, fol. 467v

1. Procedenti puero,
Eya, nouus annus est!
Virginis ex utero,
Gloria laudis,
Deus homo factus est,
Et immortalis.
2. Sine uiri semine
Eya, nouus annus est!
Natus est de virgine.
Gloria laudis,
Deus homo factus est,
Et immortalis.
3. Sine uiri copula
Eya, nouus annus est!
Natus ante secula.
Gloria laudis,
Deus homo factus est,
Et immortalis.
4. Sit laus regi glorie,
Eya, nouus annus est!
Et pax regno Gallie.
Gloria laudis,
Deus homo factus est,
Et immortalis.

1. To the boy proceeding,
Hey, this is a new year!
From the womb of the virgin,
Give the glory of praise,
God is made both man
And immortal.
2. Without the seed of man,
Hey, this is a new year!
He is born of a virgin.
Give the glory of praise,
God is made both man
And immortal.
3. Without the coupling of man,
Hey, this is a new year!
He is born before the world.
Give the glory of praise,
God is made both man
And immortal.
6. Let the king have praise and glory,
Hey, this is a new year!
And let peace reign in France.
Give the glory of praise,
God is made both man
And immortal.*

* Translation adapted from Anderson, 1pt Conductus, xxvi.
Abbreviations expanded without notice.
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St. Gall 383, page 172, and St. Gall 546, fol. 9v

1. Procedenti puero
Eya nouus annus est
Uirginis ex utero
Gloria laudis
Deus homo factus est
Et immortalis.
2. In ualle miserie
Eya nouus annus est
Uenit nos redimore
Gloria laudis
Deus homo factus est
Et immortalis.
3. Christe nobis natus est
Eya nouus annus est
Crucifigi passus est
Gloria laudis
Deus homo factus est
Et immortalis.
4. Cuius circumcisio
Eya nouus annus est
Nostra sit saluacio
Gloria laudis
Deus homo factus est
Et immortalis.
5. Redemptorem seculi
Eya nouus annus est
Laudent omnes populi
Gloria laudis
Deus homo factus est
Et immortalis.
6. Collaudemus domino,
Eya nouus annus est
Saluatorem hominum.
Gloria laudis
Deus homo factus est
Et immortalis.

1. To the boy proceeding,
Hey, this is a new year!
From the womb of the virgin,
Give the glory of praise,
God is made both man
And immortal.
2. In the vale of misery,
Hey, this is a new year!
He came to redeem us.
Give the glory of praise,
God is made both man
And immortal.
3. Christ is born to us,
Hey, this is a new year!
He was crucified and suffered,
Give the glory of praise,
God is made both man
And immortal.
4. Let his circumcision,
Hey, this is a new year!
Be our salvation,
Give the glory of praise,
God is made both man
And immortal.
5. Redeemer of the world,
Hey, this is a new year!
Let all people praise.
Give the glory of praise,
God is made both man
And immortal.
6. Let us praise the Lord,
Hey, this is a new year!
Savior of men.
Give the glory of praise,
God is made both man
And immortal.
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B. Refrain Songs for Nicholas in F, folios 471rv
Editions and translations for all four Nicholas texts are based on, but
altered for accuracy and meaning, from 1pt Conductus, xl–xliii. Abbre
viations expanded without notice.

Nicholae, presulum, fol. 471r

1. Nicholae, presulum
Gemma, syon speculum
Tuum rege populum
Demones preme
Pastor, uise seculum
Uitie deme
2. Clericalis concio
Te rogat
Tuum rege populum
Demones preme
Pastor, uise seculum
Uitie deme
3. Clerorum presidium
Nostrum purga uitium
Tuum rege populum
Demones preme
Pastor, uise seculum
Uitie deme
4. Tu solamen uirginum
Pondus pelle criminum
Tuum rege populum
Demones preme
Pastor, uise seculum
Uitie deme
5. Ergo festum colamus
Deo benedicamus!
Tuum rege populum
Demones preme
Pastor, uise seculum
Uitie deme

1. O Nicholas, gem
Of bishops, mirror of Syon
Rule your people,
Repress evil spirits;
O shepherd, see this age,
Take away our sins.
2. The company of clerics
Prays to you
Rule your people,
Repress evil spirits;
O shepherd, see this age,
Take away our sins.
3. Guardian of the clergy,
Purge us of our sins
Rule your people,
Repress evil spirits;
O shepherd, see this age,
Take away our sins.
4. You are the comfort of virgins;
Drive away the burden of our sins
Rule your people,
Repress evil spirits;
O shepherd, see this age,
Take away our sins.
5. Therefore, let us celebrate the feast,
And let us bless the lord!
Rule your people,
Repress evil spirits;
O shepherd, see this age,
Take away our sins.
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Gaudeat ecclesia, fol. 471r

1. Gaudeat ecclesia
Presulis sollempnia
Colens et preconia.
Nicholae, propera
Nos foue, nos libera,
Purga cordis scelera.
2. Vita sancti presulis
Claruit miraculis
Uinctus in cunabulis.
Nicholae, propera
Nos foue, nos libera,
Purga cordis scelera.
3. Tener in infantia
Seruauit ieiunia,
Non incurrit uitia.
Nicholae, propera
Nos foue, nos libera,
Purga cordis scelera.
4. Hic tribus uirginibus
Opibus carentibus
Subuenit muneribus.
Nicholae, propera
Nos foue, nos libera,
Purga cordis scelera.
5. Ergo festum colite
Laudes deo dicite
Deo benedicte.
Nicholae, propera
Nos foue, nos libera,
Purga cordis scelera.

1. Let the church rejoice,
Revering the liturgy of this bishop
And his glorious deed.
O Nicholas hasten,
Regard us, free us,
Purge out the sins of our hearts.
2. The life of this holy bishop
Shines forth in miracles,
Learnt in his cradle.
O Nicholas hasten,
Regard us, free us,
Purge out the sins of our hearts.
3. While still young and tender,
He practiced fasting
And fell not into sin.
O Nicholas hasten,
Regard us, free us,
Purge out the sins of our hearts.
4. Three virgins
Who lacked resources
He helped with gifts.
O Nicholas hasten,
Regard us, free us,
Purge out the sins of our hearts.
5. Therefore, let us revere this feast,
Sing praises to God,
And give thanks to God!
O Nicholas hasten,
Regard us, free us,
Purge out the sins of our hearts.
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Nicholaus pontifex, fols. 471rv

1. Nicholaus pontifex
Nostrum est refugium.
Clericis ac laicis
Sit semper remedium;
Clericorum est amator
Laicorum consolator
Omniumque conformator,
In omni angustia.
Nicholae, Nicholae, Nicholae
2. In sua infantia
Celebrat ieiunium,
Fons et caput dicitur
Confessorum omnium;
Hic in cunis abstinebat
Quod mamillas non suggebat,
Nisi semel nec edebat
Quarte, sexta feria.
Nicholae, Nicholae, Nicholae
3. Suscitauit clericos
Occisos inuidia
Quos occidait carnifex
Cum sua nequitia;
Tres puellas maritauit
De peccatis observauit,
Paupertatem relaxauit
Auri data copia.
Nicholae, Nicholae, Nicholae

1. Nicholas the Bishop
Is our refuge.
To clerics and laity
Let him always be the cure
He is the lover of clerics
And the consoler of the laity,
The teacher of all,
In all difficulties.
O Nicholas, O Nicholas, O Nicholas
2. In his infancy
He kept strict fastings,
He who is said to be the found
And head of all confessors;
In his cradle he abstained from food,
For he did not suck the breasts
Nor did he eat except once only
On Wednesdays and Fridays.
O Nicholas, O Nicholas, O Nicholas
3. He resuscitated the clerics,
were killed in envy,
Whom the butcher killed in his wickedness;
He allowed three maidens to be married,
And saved them from sin
When he mitigated their poverty by
giving them bags of gold.
O Nicholas, O Nicholas, O Nicholas
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Exultet hec concio, fol. 471v

1. [Exultet hec concio]
Exultet hec concio
In sancti Nicholai
Preconio;
Nicholaus est cleri
Protectio.
2. Olei conspersio
Exultet hec concio
Multos curat a morbid
Supplicio.
Nicholaus est cleri
Protectio.
3. In maris periculo
Exultet hec concio
Proceleuma nautis fit in
Iubilo.
Nicholaus est cleri
Protectio.
4. Auri trina datio
Exultet hec concio
Puellarum fuit
Reuelatio.
Nicholaus est cleri
Protectio.

1. May this company exult
May this company exult!
In the miracles of St. Nicholas
Nicholas is the protection of the clergy
2. The spreading of his oil
May this company exult!
Cures many from the torment of disease.
Nicholas is the protection of the clergy
3. In the great danger of the sea,
May this company exult!
In jubilation he was the [anchor] of the sailors
Nicholas is the protection of the clergy
4. The threefold gift of gold
May this company exult!
Was the relief of the maidens.
Nicholas is the protection of the clergy
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Edition
The Songs in Tours 927
Abbreviations are expanded and indicated with italics. Refrains appear
indented and abbreviated as they appear in the manuscript (i.e. single letters in the manuscript appear as single letters here); in the English translation the abbreviated returns of refrains are replaced with Ref. Where text
is missing or unclear, it has been added and indicated with square brackets.
All other punctuation in the Latin lyrics follows the manuscript, while
punctuation in the English translation is entirely editorial. All translations
adapt those in Anderson, 1pt Conductus, ii–li.

1. Salve virgo virginum, 9v

1. [S]alve virgo virginum.
[Salve sancta parens]
Concepisti Dominum.
Virgo labe carens.
Salve virgo virginum
Salve sancta parens.
2. Salve salus hominum. Salve.
Nostra spes et gaudium.
Virgo labe carens. Salve.
3. Tu salus fidelium. Salve.
In Christo credentium.
Virgo. Salve.
4. Sis in adiutorium. Salve.
Te nunc imitancium.
Virgo labe carens

1. Hail, virgin of virgins.
[Hail, holy parent.]
You conceived the Lord
Virgin without sin.
Hail, virgin of virgins
Hail, holy parent.
2. Hail, salvation of man. Ref.
Our hope and joy. Ref.
3. You are the salvation of the faithful. Ref.
Believing in Christ. Ref.
4. May you be the aid. Ref.
Of your followers today. Ref.
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2. In laudes debitas, 9v

1. In laudes debitas.
Manet virginitas.
Prorumpat civitas.
Omnis et regio.
Manet virginitas
In puerperio.
2. Divina bonitas.
Manet.
Res servat perditas
Arto consilio.
M.
3. Absit iniquitas
M
Dolus et pravitas
ab hoc collegio
M.
4. Utquid exorbitas.
M.
Iudee cecitas
errans in invio.
M.
5. At etiam excitas.
M.
Nos summa [ ]
Laudem cum gaudio.
Manet vir

1. In appropriate praise,
Virginity abides.
Let the whole city
And the district burst forth.
Virginity abides
In childbirth.
2. Divine goodness,
Ref.
Saves lost ones
With a strict plan.
Ref.
3. Let iniquity be gone
Ref.
With treachery and depravity,
From this company.
Ref.
4. Why do you stray,
Ref.
Blindness of Judah,
Wandering in the byways.
Ref.
5. But even now you excite us,
Ref.
Highest [ ]
In praise and joy.
Ref.
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3. Beata nobis gaudia, 10r

1. [B]eata nobis gaudia.*
Dum patrem parit filia.
Nam Christi natalicia
Concives exultate.
Dum patrem parit filia.
Sed salva castitate.
2. Sit celebris leticia.
Dum p.
Per hec sacra sollempnia.
Concives exultate.
Dum p.
3. Gaudet nostra ecclesia.
Dum p.
De stirpe virgo regia.
Concives.
Dum p.
4. Vagit inter presepia.
Dum p.
Salvatoris infancia.
Concives exultate
Dum patrem parit filia
Sed salva castitate.
* “gaudium” in MS.

1. Let happy joys be granted to us.
When a daughter bears the Father.
For in this birthday of Christ,
O citizens rejoice,
When a daughter bears the Father,
But with chastity preserved.
2. May this joy be repeated,
Ref.
Throughout these sacred solemnities.
Ref.
3. Our church rejoices, oh virgin,
Ref.
In your royal offspring.
Ref.
4. In the crib he wails,
Ref.
The infant savior.
Ref.
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4. O mira clemencia, 10r–v

1. [O] mira clemencia
Triumphus et gloria.
Propter nostra vicia.
Crucis extollatur.
Triumphus et gloria
Christus immolatur.
2. Sua sola gracia.
Tri.
Pia pius hostia
Christus immolatur.
Tri.
3. Eve contumacia.
Tri.
Ade ignorancia.
Per crucem purgatur.
Tri.
4. Zabuli sevicia.
T.
Potestas malicia
Cruce debellatur.
T.
5. Gratis efficacia.
T.
Inferni potencia
Cruce concalcatur.
T.
6. In crucis victoria.
T.
Porta prius invia
Celi reseratur.
T.

1. O wonderful mercy,
Triumph and glory
Which, because of the cross,
Our sins are raised up.
Triumph and glory,
Christ is sacrificed.
2. By his grace alone,
Ref.
The holy offering,
Christ is sacrificed
Ref.
3. Eve’s arrogance,
Ref.
Adam’s ignorance
Are purged through the cross.
Ref.
4. The cruelty of Zabulus,
Ref.
His power and malice
Are vanquished by the cross.
Ref.
5. By the virtue of grace,
Ref.
The power of hell
Is trodden down by the cross,
Ref.
6. In the victory of the cross
Ref.
The gate of heaven, previously closed,
Is opened.
Ref.
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5. Mors vite propicia, 10v

1. [M]ors vite propicia,
Sexta passus feria.
Mortis a miseria
Nos erexit.
Die Christus tercia
Resurrexit.
2. Ad vite palacia.
S.
Mortis ab angustia.
Nos transvexit.
D.
3. Fracta sunt imperia.
S.
Libera custodia
S.
Ioseph exit.
D.
4. Nocte Sanson media.
S.
Fregit mortis hostia
Gazas vexit.
5. Nove legis gracia.
S.
Veterum misteria
Iam detexit.
D.
6. Ad celi consorcia.
S.
Nostra spes et gloria
Nos direxit.
D.
7. Vero patri gloria.
S.
Amen dicatur omnia
Resurrexit.

1. A death propitious to life,
He suffered on Friday,
Drew us from the wretchedness
Of death.
On the third day,
Christ arose.
2. To the palaces of life,
Ref.
From the crush of death
He has born us.
Ref.
3. Kingdoms are crushed.
Ref.
Free from his bondage,
Ref.
Joseph leaves.
Ref.
4. At midnight Samson
Ref.
Broke the gates of death,
Carrying off the Gaza gates.
5. By the grace of a new law,
Ref.
The mysteries of old
Are now uncovered.
Ref.
6. To the companies of heaven,
Ref.
Our hope and glory
Has directed us.
Ref.
7. To the true Father,
Ref.
Let all things sing glory,
He is risen.
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6. Qui passus est pridie, 10v–11r

1. [Q]ui passus est pridie.
Resurrexit hodie.
Resurrexit hodie rex gloria.
Rex nimie.
R.
Novus gigas gemine substancie
R.*
2. In manu potencie.
Redemit nos de lacu miserie.
R.
3. Morte carnis proprie.
R.
Triumphavit principiem malicie.
R.
4. Agnus innocencie
R.
Triumphavit tyrannum nequicie.
5. Radix stirpis regie.
R.
Vincit leo leonem superbie
6. Perit vox tristicie.
R.
Servitutis perit nos egypcie.
R.
7. Sit laus regi glorie,
R.
Sit per cuncta secula pax gallie.

1. He who dies two days ago,
Arose today.
The king of Glory arose today.
The greatest King.
Ref.
A new giant of twin substance.
Ref.
2. In his hand of might
He has redeemed us from the lake of misery.
Ref.
3. By the death of his own flesh
Ref.
He has conquered the chief of evil.
Ref.
4. The lamb of innocence.
Ref.
He has conquered the tyrant of evil.
5. The root of royal stock,
Ref.
The lion, has conquered the lion of pride.
6. The voice of sadness perishes
Ref.
And perishes the night of Egyptian slavery.
Ref.
7. Let there be praise to the King of Glory,
Ref.
And peace to France forever.

* The first verse appears to be corrupt in the manuscript; the edition is given with
the verse adapted to conform to the poetic structure of the remainder of the lyric.
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7. Dies felix et gloria, 11r

1. [D]ies felix et gloria.
Hec est dies oblata.
Dies nostri doloris terminus.
Hec est dies quam fecit
dominus.
2. Dies purgata peccata.
h.
[Dies] purgans humanum facinus.
h.
3. Hec est rumphea sublata.
h.
Vires perdit hostis serpentinus.
h.
4. Eve [mala sunt vela]ta.
h.
Vetus cessat luctus vespertinus
hec est.

1. Oh happy and glorious day,
This is the offered day,
Oh day, the end of our sorrow,
This is the day the Lord has made.
2. Oh day having purged sins,
Ref.
Oh day purging human sin.
Ref.
3. This threatening spear is raised,
Ref.
The serpentine enemy has destroyed his strength,
Ref.
4. Eve’s sins are covered,
Ref.
The ancient grief ceases at eventide.
Ref.

Pax Gallie: The Songs of Tours 927   155

8. Rex omnipotencie, 11r

1. [R]ex omnipotencie.
Triumphavit hodie.
Rex omnipotencie
Rex magnificus.
2. In manu potencie
Tri.
In manu potencie
Sanson bellicus.
3. Ymnus canit glorie.
T.
Ymnus canit glorie
Chorus celicus.
T.
4. Cecos luce gratie.
T.
Cecos luce gratie.
Sanat medicus.
Triumphavit.

1. The king of all power
Has triumphed today.
The king of all power,
The magnificent king.
2. In his hand of power,
Ref.
In his hand of power,
Warlike Samson.
3. Sings a hymn of glory,
Ref.
Sings a hymn of glory,
The heavenly choir.
Ref.
4. The great physician heals,
Ref.
The great physician heals
the blind by the light of grace.
Ref.
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9. In hac die dei, 11v*

1. In hac die dei,
Dicant nunc Hebrei.
Quo modo iudei
Regem perdiderunt.
2. Ubi corpus dei.
D.
Numquid pilati
Petram revoluerunt,
Quo modo.
3. O Scariothei,
D.
Judea, iudei
Male dormierunt.
Quo modo.
4. Mater zebedei
D.
Mater Salomei.
Petrum provenerunt.
Quo modo.
5. In ortu diei.
D.
Viri Galilei
Dominum viderunt
Quo modo
6. Scribe pharisei
D.
Omnes erant rei
Omnes perierunt.
Quomodo

1. On this, God’s day,
Let now the Hebrews sing,
How the Jews
Have destroyed their king.
2. Where the body of God,
Ref.
Surely Pilate
Rolled back the rock.
Ref.
3. How, oh followers of Judas,
Ref.
With Juda, the Jews
Wickedly slept.
Ref.
4. The mother of Zebedee,
Ref.
And the Mother of Salome
Arrived before Peter.
Ref.
5. At day break,
Ref.
The men of Galilei
Saw the Lord.
Ref.
6. The Scribes and the Pharisees,
Ref.
Were all guilty,
All perished.
Ref.

* The initial notated strophe appears to be missing lines, while the refrain appears in
full. I have chosen to not add lines based on the concordance in F, fol. 463rv, but
instead represent the piece as it appears in Tours 927.
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10. Cantat omnis creatura, 11v

1. Cantat omnis creatura.
Sua nobis refert iura
Sua nobis refert iura.
Virginis assumpcio.
O, o, domino.
Concinat hec concio.
2. [Sua alta nos cen]sura.
Sua.
Cibi potusque mensura
Sit in hoc sollemnio.
O.
3. Christo regi damus thura.
S.
Pio corde [mente pura]
[Puro] desiderio.
O.
4. Dedit suum ius natura.
S.
Rerum factor fit factura
Virginis in gremio.
Oo.*

1. Let every creature sing,
It brings to us its own laws.
It brings to us its own laws,
The Assumption of the Virgin.
Oh, oh, to the Lord,
Let this congregation sing.
2. May she nourish us with her good counsel,
Ref.
May there be a measure of food and drink
In this solemn ceremony.
Ref.
3. Let us give incense to Christ the King,
Ref.
With pure heart, pure mind,
And pure desire.
Ref.
4. Nature grants its own law,
Ref.
The creator of all becomes the created
In the bosom of the virgin.
Ref.

* The music for line 2 appears to be corrupt in the manuscript;
I have interpreted it to follow the melodic structure of lines 1 and 3.

158   Mary Channen Caldwell

11. Nicholaus inclitus, 11v–12r

1. Nicholaus inclitus
L[au]det omnis spiritus
Factus est divinitus
Presul cum letitia.
Laudet omnis spiritus
Gubernantem omnia.
2. Grex erat solicitus
L.
Quem pastoris obitus
Leserat mesticia.
L.
3. Vox emissa celitus
L.
Viam dixit, aditus
Serves vigilancia
L.
4. Qui prefore prescitus,
L.
Preferret intuitus
Deferret insignia.
5. Vigilare solitus
L.
Sic est sancta deditus
Presul in [ecclesia].
Laudet omnis.

1. The illustrious Nicholas,
Let every spirit praise,
By divine providence was made
Bishop amidst great joy;
Let every spirit praise
Him who governs all.
2. Greatly grieved was the flock
Ref.
Which the sadness of its pastor’s
Death had injured
Ref.
3. A voice sounding from heaven
Ref.
Said, “by vigilance
Preserve the way of salvation
Ref.
4. He who had foreknowledge that he would preside,
Ref.
On consideration should have offered
And not taken away the holy symbols
Ref.
5. Accustomed to keep watch,
Ref.
And thus dedicated to holy things,
Is this bishop of the Church.
Ref.
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12. Magnus qui factus erat, 12r

1. [M]agnus qui f[actus] erat
Tandem preterit
Novus qui non aderat
Capud exerat.
Virga que floruerat
Virgo peperit.
2. Adam qui perierit
[Pomum]* comperit
Evam que deceperat
Captus interit.
Virga.
3. Eva cui crediderat
Caput conterit
Librum quem lex clauserat
Agnus aperit.
Vir.
4. Lex ad lucem properat
Umbram deserit
Legem lux non alterat
Sed plus asserit.
V.
5. Pharao non imperat
Undis deperit
Licet qui transierat
Non meminerit.

1. He who had been created great
At last perished,
And a new man, not there before,
Revealed his head.
A twig which had flowered
Was the virgin who bore [Christ].
2. Adam, who perished,
Had knowledge of the apple,
Which had deceived Eve,
[And] comprehension ruined.
Ref.
3. Eve, whom he had believed,
Bruised the serpent’s head.
The book which the law had closed,
The lamb opened.
Ref.
4. The law hastened to the light,
And left the shadow,
But the light did not alter the law;
It freed it ever more.
Ref.
5. Pharaoh no longer ruled,
He perished in the waters;
Yet those who had crossed
Did not remember.

* The manuscript has “portum”; “pomum,” as found in Anderson’s edition, makes more sense here.
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13. Surge vide gens misera, 12v

1. [S]urge vide gens misera
De virgine puerpera
Christum natum considera
Fide eius reficiens.
2. Illum citari propera
.D.
Quem prophetavit litera
Predixit f[alsas] neciens
.D.
3. Iam excluduntur vetera
.D.
Tua lex velut extera
Iacet quasi preteriens
.D.

1. Arise, see, o wretched people,
A childbirth from a virgin,
Consider the begotten Christ,
Restoring us by her faith.
2. Hasten to be reconciled to him
Ref.
Of whom the Scriptures prophesied
Predicting truly without falsehood.
Ref.
3. And now the old things are closed out,
Ref.
And thy Law lies as an outsider,
Just as if it had perished.
Ref.
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14. Iam ver exoritur, 12v

1. Iam ver exoritur.
Letemur igitur.
Hyems [conteritur].
[Ce]sset tristicia.
Floralis gaudia
Dat ephyphania.
2. Hyems conteritur
Le.
Novus sol oritur
Cesset tristicia.
.F.
3. Ecce flos mittitur
.L.
Herba nunc nascitur
.c.t.aa.F.
4. Draco conteritur
L.
Pax nobis redditur
c.t.F.
5. Laus Christo dicitur
.L.
Angelus canitur
Cesset tristicia.
Florialis gaudia
Dat ephyphania.

1. A new spring arises,
Therefore let us rejoice,
For now the flower is budding;
Let sorrow cease
Epiphany gives
Flora’s joys.
2. Winter is exhausted,
Ref.
The new sun is risen
Ref.
3. For lo, the flower renews
Ref.
And grass now springs forth.
Ref.
4. The dragon is crushed
Ref.
And peace is given back to us.
Ref.
5. Praise is sung to Christ,
Ref.
And the angel is lauded in song.
Ref.
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15. Ignis in rubo cernitur, 12v–13r

1. Ignis in rubo cernitur
Festa dies nunc colitur
Neque rubus comburitur
Congaudeat ecclesia
Festa dies nunc colitur
Nova dicamus gaudia.
2. Hoc mistice ostenditur
.F.
Nunc ignis qui aspicitur
In rubo intelligitur
.F.
Spem qui em[ittitur]
3. Dum puer nobis nascitur
F.
Per quem homo redemitur
A morte que non moritur.
Festa dies nunc colitur
Nova dicamus gaudia.

1. A fire is seen in a bush
This festive day is now honored.
And the bush is not burned
Let the church rejoice
This festive day now honored
Let us sing new joys.
2. Showing this mystic way,
Ref.
Now the fire which is seen
In the bush is understood to be
Ref.
The spirit which is sent.*
3. For a boy is born to us
Ref.
Through whom man is redeemed
From death which does not die.
Ref.

* This line appears to be misplaced after the refrain, although placing it before the refrain
would disturb the poetic form. A different solution is offered in Anderson, xlviii.
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16. Vocis tripudio, 13r

1. [V]ocis tripudio.
Psallat hec concio.
Vocis tripudio
Sed mente sobria.
Psallat hec concio
Festa phascalia.
2. Non parcum filio.
Psa.
Patris clemencia
Salvatur precio.
.P.
3. Magna de gracia
.P.
Nos implet gaudio
Christi victoria.
Psallat hec concio
Festa pascalia

1. With joyful leaps of the voice,
Let this company sing,
With joyful leaps of the voice,
But with a sober mind,
Let this company sing
The paschal feast.
2. Not sparing his son,
Ref.
The Father’s mercy,
Salvation by a price.
Ref.
3. Great with the grace,
Ref.
Christ’s victory
Fills us with joy.
Ref.

* The notation of Vocis tripudio in the manuscript for line 3 appears to contain a mistake, with
the descending line on “tri-” of “tripudio” beginning a pitch too low. I have corrected it here.
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17. Processit in capite, 13r

1. [P]rocessit in stipite.
Omnes gentes plaudite
Processit in capite
Nostra resurrectio.
Omnes gentes plaudite
Manibus pre gaudio.
2. Regi nostro psallite
.O.
Sensu tamen sobrio
Qui dormitis surgite
.O.
3. De mundi naufragio
Suspensum in stipite.
Omnes gentes plaudite
Manibus pre gaudio.

1. Advance to the stake,
Clap, everybody.
Advance to the head,
Our salvation.
Clap your hands, everybody,
For joy.
2. Sing psalms to our king,
Ref.
Yet with sober feeling,
Whoever sleeps, arise.
Ref.
3. From the shipwreck of the world,
Hung on the cross,
Ref.
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18. Agnus sine macula, 13r–v*

1. [A]gnus sine macula.
Inimici vincula.
Predictus per secula
Ex habrae semine
Inimici vincula
Dirupisti domine.
2. Post partum oracula
Prodit ex virgula
Natus est de virgine
.I.
3. Fraude iude sedula.
Traditur per oscula
Occultato numine
.I.
4. Post amara pocula
.I.
Per crucis patibula
Nos redemit sanguine.
Inimici.

1. The lamb without blemish,
The enemy’s chains
Was predicted from all ages
To issue from the seed of Abraham.
The enemy’s chains
You have shattered, o Lord.
2. From the oracles of our forefathers
He proceeded from a maid
He was born from a virgin.
Ref.
3. By a fraudulent trick of the Jews,
He was betrayed by a kiss,
While his divinity lay hidden.
Ref.
4. After the bitter cup,
Ref.
By the gallows of the cross
He redeemed us with his blood.
Ref.

* The final notated line (“dirupisti domine”) has an extra note on “-mi-” of “domine”
which I have chosen not to include in my transcription.
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19. Mittendus predicitur, 13v

1. [M]ittendus predicitur.
Morte vite vincitur.
Et predictus mittitur
Concipitur
Et nascitur
Magnum consilium.
Morte vite vincitur.
Et tollitur.
Et moritur.
Mortis dominium.
2. Deus homo nascitur
Et propter nos traditur
Conspuitur
Contenditur
Et fit opprobrium.
.M.
3. In cruce suspenditur
.M.
Sanguis aqua labitur.
Redimitur.
Et regitur
Mundi flagicium.
.M.
4. Consolemur igitur
.M.
Surrexit non moritur
Absconditur
Et creditur
Nostrum iudicium.
Morte vite

1. It was predicted that he would be sent,
By death life conquers
And the prophesied one was sent,
And conceived,
And born
[And] was the great plan.
By death life conquers
And taken away
And dies
Is the dominion of death.
2. God is born man
And for our sakes is taken,
He is reviled
And struck
And made an object of scorn.
Ref.
3. On the cross he is suspended
Ref.
And blood flows with water,
But redeemed
And guided
Is the sin of the world.
Ref.
4. Therefore let us be comforted;
Ref.
He is arisen and is not dead,
And hidden
And credited
Is our sentence.
Ref.
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20. Circa canit Michael, 13v–14r

1. [C]irca canit Michael
Gaudia
Natus est rex Israhel.
Eya. Eya.
Anni novi
Nova novi
Gaudia.
2. In excelsis canitur
Gloria
Terris pax indicitur.
eya. Eya.
3. Nostra nobis redditur
Patria
In qua vivitur.
eia. Eya.
4. Devitemus igitur
Vicia
Per que virtus moritur
eya. Eya.
5. Sua spargat castitas
Lilia
Peperit virginitas.
eya. Eya.

1. All about Michael sings
Joys:
A king is born in Israel.
Hey!
Now we know
The new joys
Of a new year.
2. In the highest is sung
Glory,
And peace on earth is proclaimed.
Ref.
3. To us is returned our
Fatherland,
In which there is glorious life.
Ref.
4. Therefore let us avoid
The vices
Through which virtue perishes.
Ref.
5. Chastity strews her own
Lilies
When virginity gives birth.
Ref.
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21. O sedes apostolica, 14r

1. [O] sedes apostolica
Gaude sedes mannetica.
In hac die dominica
Novum pastorem suscipe
Gaude, sedes mannetica
Novum pastorem suscipe
2. In hac die dominica
.G.
Emitte nova cantica
Novos adplausus concipe
.G.
3. Emitte nova cantica
.G.
Servos tuos letifica
Non aplaudentes corripe
.G.
4. Descende virtus celica
.G.
Quod corruit edifice
Sub isto novo principe
Gaude se

1. O apostolic seat,
Rejoice, O seat of Nantes,
In this day of the Lord
Receive thy new shepherd;
Rejoice, O seat of Nantes,
And receive thy new shepherd.
2. In this day of the Lord
Ref.
Sing out new songs,
And make known new applause.
Ref.
3. Sing out new songs,
Ref.
Make joyful thy servants,
And turn not away those applauding.
Ref.
4. Descend, oh heavenly virtue,
Ref.
And what he has destroyed build up
Under this new leader.
Ref.
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22. Deus pater filium, 14r–v

1. [D]eus pater filium.
O natale gaudium.
Deus pater filium
Proprium donavit.
O natale gaudium
Dominus regnavit.
2. Habet vaticinium
.O.
Habet vaticinium
Suum psalmus dedit.
[.O.]
3. Abraham fidelium
Abraham fidelium
Pauper exultavit.
.O.
4. Ecce sicut lilium
.O.
Ecce sicut lilium
Iustus germinavit.
.O. natale gaudium.

1. God the Father his Son
Oh natal joy.
God the Father his Son
Only has given.
Oh natal joy
The Lord has begun his reign.
2. Holds its own prophesy.
Ref.
Holds its own prophesy.
The psalm he gave.
Ref.
3. Abraham, of the faithful
Abraham, of the faithful
The poor man rejoices.
Ref.
4. Lo, like the lily
Ref.
Lo, like the lily
The just has flourished.
Ref.
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UNNOTATED
23. Resurrexit libere, 18r
1. [R]esurrexit libere
Filius puerpere
Die tercia.
Eya
Gaudeat ecclesia
Nova colens solempnia.
2. Nos volens redimere
Ab inferni carcere.
Die tercia.
Eya
.g.e
3. Festina iam credere
Iudee gens misere
.die.
Eya
4. Hunc vere resurgere
Gaudeamus hodie
die tercia.
Eya
.G.e.

1. The son of a woman in labor
Spontaneously rose today.
On the third day
Hey!
Let the church rejoice
Honoring these new solemnities.
2. He wishes to redeem us
From the prison of hell.
Ref.
3. Hasten now to believe
Oh wretched people of Judah.
Ref.
4. Let us rejoice in him
Who has truly arisen today.
Ref.
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24. Vivere que tribuit, 18r–v
1. [V]ivere que tribuit.
Vita mori voluit
Mortis ob inter[ ]
Secunda mors tenuit
Solvere quam voluit.
.Gracia. non [meritum
Vita mori voluit
Mortis ob interitum.]
2.[ ]
3. [ ]
.Gracia. non. [ ]
4. Rumphea [
.G.] non
Vita mori
5. [Psallere]
.Gracia. non.
Vita mori
6. [ ]
.Gracia. non.
Mori [vita]
7. Quos reus implicuit
.Vita.
Casibus explicuit
.Gracia. non.
Vita

1. The life which granted life
Willed itself to die
To give death to death.
Following the death he held
Which he wished to loosen.
Through grace and not merit
That life willed itself to die
To give death to death.
2.
3.
Ref.
4. The weapon
Ref.
5. To sing
Ref.
6.
Ref.
7. Whom the guilty entangled
Ref.
He drew away from all misfortune.
Ref.

25. Luto carens et latere, 18v
1. Luto carens et latere.
[Transit Hebreus] libere.
Novo novus charactere
In sicco mente munda.
Transit Hebreus libere
Baptismi mundus [unda.]
[2. Servus liber ab opere]
Culpe recluso [carcere
3. Mare dum] videt cedere
[Mergens sequentes temer
4. Agnus occisus vespere]
Culpe [solvit] ab [onere
.T.
5. [ ]
6. Ergo sepulto [
] hodie
[]

1. Casting aside bricks and mortar
The Hebrews freely crossed
Renewed with new character
On dry land with a new character
The Hebrews freely crossed
Cleansed by baptismal waters
2. The slave is free from toil
With the prison of sin unlocked
3. While they see the yielding sea
Closing in on those rashly following.
4. At evening the lamb was slain
Absolving us from sinful blame
Ref.
[]
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26. De patre principio, 18v
1. De patre principio.
Gaudeamus. Eya.
Filius principium
Cum gloria
Novum pascha
Predicat ecclesia
2. Pacis in palacio
.G.
Mentis in solacium.
.Cum.
Gloria.
Novum.
3. Pro mortis exilio
.G.
Venit in exilium
Cum gloria.
N.
4. Miserandi termini
.G.
Videns victor terminum
.Cum gloria
.N.
5. Toga carnis dominum
.G.
Te verbum d[omini]
.Cum gloria
.N.
6. Sic formator homini
.G.
Se conformat homini
Cum gloria.
.N.
7. Patrem parit filia
.Gaudeamus eya.
Virgo parit filium
Cum gloria.
Novum pascha
Predicat ecclesia.

1. From the Father in the beginning,
Let us rejoice, hey!
The Son was the beginning.
With glory
The church proclaims
A new Passover.
2. Peace in the palace,
Ref.
Mind in relief.
Ref.
3. For the exile of death,
Ref.
He comes into exile.
Ref.
4. Our pitiable condition,
Ref.
The victor sees the end.
Ref.
5. The Word of the Lord, a robe of flesh
Ref.
Covers the Lord.
Ref.
6. Thus the creator of men
Ref.
Makes himself man.
Ref.
7. A daughter bears a father,
Ref.
And a virgin bears a son.
Ref.
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27. Breves dies hominis, 19r
1. Breves dies hominis
Mundi vita.
Humane propaginis
Que sit vita cogita.
2. N[itimur in vetitum,
Mundi vita],
Caro contra spiritum
Que sit vita cogita.
3. Pelle [moram propera
Mundi vita
Mora non est libera
Que sit vita cogita
4. Mundo nil immundius
Mundi vita
Que facis, fac citius
Que sit vita cogita]
5. Corpus quod corrumpitur
.M.
Animam persequitur
Que.
6. Et bonum pro[positum,
Mundi vita,
Revocat in irritum].
Que sit.
7. Alios quod doceo.
Mundi
Ipse docens impleo.
Que sit vita cogita
8. Christum ne exasperem
.M.
Pauper sequor pauperem.
Que sit vita.

1. Short are the days of man
In this world’s life,
Of the human race,
Ponder, what is life?
2. We strive for the forbidden,
Ref.
The flesh against the spirit.
Ref.
3. So hasten, drive out delay,
Ref.
For time is not yours.
Ref.
4. Nothing is more filthy than the earth,
Ref.
So what you do, do quickly.
Ref.
5. The body, which is corrupt,
Ref.
Follows the bidding of the soul.
Ref.
6. And good resolution
Ref.
It calls back into vain effort.
Ref.
7. What I teach others,
Ref.
I myself teaching fulfil.
Ref.
8. Lest I should incite Christ,
Ref.
Poor, I follow the poor.
Ref.
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28. Procedenti puero, 19r
1. [P]rocedenti puero.
Eya.
Novus agnus est virginis
In utere.
Gloria
Deus homo
Factus est immortalis
2. Sine viri semine.
Eya.
Natus est de virgine.
Gloria!
Deus homo
Factus est immortalis
3. Plene non obnoxia.
Eya.
Plene non obnoxium.
Gloria.
Deus
4. Virgo viri nescia.
E.
Natum patris nescium.
Gloria.
5. Sit laus regi glorie
eya.
Et pax regno gallie
Gloria.
Deus homo.

1. To the boy proceeding,
Eya!
The new lamb is from the womb,
Of the Virgin,
Gloria!
The immortal God
Is made man.
2. Without the seed of man,
Ref.
He is born of a virgin.
Ref.
3. Completely without sins
Ref.
Completely without sin.
Ref.
4. Is the virgin ignorant of man,
Ref.
And the son who does not know a father.
Ref.
5. Let the king have praise and glory,
Ref.
And let peace reign in France.
Ref.
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29. Passionis emuli, 19r–v
1. [P]assionis emuli
Rei sub figure
Duo portant baiuli
[Botrum in scriptura
Det pia] gaudia
Syon mente [pura]
2. Stillat odoriferum
[Botrus pro scriptura
Pro nostrorum vulnerum
Solvitur lesura
3. Aque potum exerit
Silicis] fractura
Quod in signum aperit
Virge [percussura
4. Gaze] portas ardue
Nocte sub obscura
Tollit proles manue
Civium iactura
.D.
5. In decore vestium
Crinium tonsura
[Ioseph ad imperium
Transit] de clausura
.d.
6. Rex de [fumo nascitur
Iam] lex abit [dura]
Veritas edicitur
Preterit futura
Deus homo*

1. Beneath the figure of a sinner
Desirous of following Christ’s suffering,
In scripture, two porters
Carry the grapes.
Let Syon give holy joys
With a pure mind.
2. In scripture the grape
Distils fragrance,
Released because of the hurt
Of our wounds.
3. The broken rock gives forth
Water to drink,
Which the striking of the rod
Opens into a signal.
4. Strenuously the gates of Gaza,
Under the cover of night,
The son of Manoah bears away
In the downfall of the citizens.
Ref.
5. In suitable clothes,
With hair shaved,
Joseph came out of prison
Unto his ruler.
Ref.
6. The king arises from the smoke,
And now the harsh Law dissolves,
Truth is proclaimed
And the future passes.
God in man

* The final part line of Passionis emuli, “Deus homo,” appears to be a scribal mistake that confuses
the refrain of Passionis emuli with that of the preceding song, Procedenti puero.>
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30. Culpe purgator veteris, 19v
1. [C]ulpe purgator veteris
Christus redit ab inferis
Quos filii redemit passio
Letificat nos resurrectio
2. Auctor humani generis
Christus
Nec proprio pepercit filio.
Letificat.
3. Qui crucem tulit humeris
.x.
Nos sanguine mundavit proprio
4. Prostituro rege sceleris
.x.
Nos a mortis solvit imperio
.l.
5. Egresum pand[ens] miseris
.x.
Revertitur victor de prelio
.leti

1. The purging of ancient sin,
Christ, returns from the dead
Us whom the Son’s passion redeems
Let the resurrection rejoice!
2. The creator of the human race
Ref.
Did not spare his only son.
Ref.
3. He who bore the cross on his shoulders
Ref.
Washed us in his own blood.
4. With the prince of evil cast down,
Ref.
He sets us free from the rule of death.
Ref.
5. Opening a way to the wretched,
Ref.
The victor returns from battle.
Ref.

31. Vineam meam plantavi, 19v–20r
1. [V]ineam meam plantavi.
Torcular solus calcavi.
Vinea non redit
Fructum quem speravi
Indumentum sanguine
Meum inquinavi
2. Factorum meam amavi
.T.
Quem ego cre[averum]
Ego recreavi.
[]
3. Qui mundi mala portavi
.T.
Unda mei sanguinis
Culpa lavi
.In.
4. Acetum ego gustavi
.T.
Ego vite propinavi
Mundi propinavi
.In.
5. Flagella non recusavi.
.T.
Ego sponte [subii
Crucem quam] expavi.
.In.
6. Qui cruci corpus aptavi
.T.
[Animam in tercia
Die revocavi]
Indum.

1. I planted my own vineyard,
I trod the winepress alone,
The vineyard did not return
The fruit for which I yearned;
I defiled my garment
With blood.
2. I loved my creation;
Ref.
Whom I had created
I recreated.
Ref.
3. I who bore the sins of the world
Ref.
With the washing of the blood
Washed away the sins of the world.
Ref.
4. I drank the vinegar
Ref.
And furnished free for the world
The cup of life.
Ref.
5. I spurned not the flagellation
Ref.
And of my own free will I underwent
The cross, which I greatly feared.
Ref.
6. I who kept my body fit for the cross,
Ref.
On the third day,
Recalled my spirit.
Ref.

