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Abstract

This thesis examines the depiction of music as an affective force irkthdseof

narrativefrom the corpus ofsular romancé kingship qguestomancestomances

engagng with magic andTristanromances$ which represent a thematic cressction of
Omusi ¢ ras hammdublkeirg thenTheattitudes to the representationnofisic and
musicians in thessamples omusic romaces is, even within a single set of case studies

fluid and variablebutl will show how these romances draw from a shareal pb

musical tropesvhich create a commonality between seemingly disparate texts. | argue

that hedifferencesinthgpor t rayal of musicdés affmctive,
the case studies are primarily a function of the thematic concernsseftixts and their
respective genreand modal possibilitiesn each case studgneof the romancedepicts

musi cbés affect i v,evheretheotherchallengedhe islealbydneedihg f or m
or undermininghe trope, devoting nore attentiorto the limitations and shortcomings of
musi c 60s clwillaok at the variows &inds of narratives that these tropes enable:

the same set of tropesding these narratives together allows for considerable range in

the representation @bncernsbout and attitudes to the powers of music

Bringing together the disciplines of medieval musicology and medieval literary
studies, | argue thalhe primaryaudience®f medieval romanceould have been familiar
with certain musical contexts, and that thizaeneworks would have facilitated their
understanding and appreciation of music as depicted in the romaspesially in scenes
of ritualisedeliteentertainment Bui | di ng on schol arship that

powers in the Middle Ages, thikesisr e st s on a conviicasanon of mu

aesthetic, social, and affective phenomendm influence the physical world and the
emotional state of listeners. | trace the development of these principles in medieval
musical treatises and thénheritance from classical and late antique precursors,
especially Boethius, who curated this older tradition. My anatgsisalsa shift from
theoretical musicniusica speculatiyao practical musicniusica practicain the

medieval period, moving awdsom classical thoughgrgues for the centrality of
education in debates as to whether musical skill is innate or acquired; and shows how

abstract precepts of harmony (whether understood as the music of the spheres, social



harmony, or the temperate indivial) manifest themselves as material effects registered

in the | isteneroés affect.



Statemenbf Impact

The insight aneéxpertise presented in my research into the role of mubreory and
musial practice in medieval romanceuld be put to beneficial use in a number of ways,

both inside and outside academia.

Within academia, my work will be beneficial towards further resea areas of
shared interest fanusicology and literary studies. My own work has looked at a small
corpus of texts, but there is a wider body of medieval poetry that can be explored through
the lens of musicology. bte broadly, ny thesis will be ofzalue to scholars fromther
research areas, suchhastory and linguisticspotentially opening up newoltaborative
crossdisciplinary projects between departments and even universities. | feel that this
exchange of knowledge, approaches, and perspectives would be of great value to the field

of medieval studies

In terms of further contributions to academaspects ahy work offer up points
which could beadditionallyexplored in journal articles, buildingp avenues afesearch
which could beexpanded incrementally over many decades. Potentially, my work will
also be of value on the curriculum of thosgversity coursesvhichlook atthe
development of the medievamancegenreand the cultural history of late medieval
music and musicians. Aside from scholarly journals, this research could be made
accessible to the wid@ublic through media such akgs covering various aspects of

medieval music, culture, and literature.

My work shouldalso be beneficial outside academia, through such public
engagement enterprises as workshops and seminars aimed at enriching and expanding
public awareness of medievalsic and romance. My findings on the musicality of
medieval poetrynayalso be helpful to musicians who perform early music, as a way of
informing ther performances not just of song and instrumental mbsicof medieval
romances. One such example wolédan eveinwhere romances are sung or recited to
musical accompaniment, letting a modern,-academic audience experience what
medieval storytelling milgt have been like. My research migiigéo be a point of
reference to filrmmakersor game developetsoking to depict medieval music in their

own media Thispotentialwould be equally interesting to the general public, and to



schools looking to run musidderary workshopsas it would enrich immersion in the

texts being studied

In the course of mwork it has come to my attention that there are many medieval
romances in Old French which are inaccessible to public and undergraduate readers as
there are no modern or widely available translations. What translations theageaften
from the nineterth century and possess glaring inaccuracieseativereinterpretations
which affect thesenseof thesetexts. Because my work focuses on the etymological
nuances of musical keywords in romance, it will be of value to future translations looking

to provde a more accurate, varied reading of the poetic language of these texts.

Over all, there are many directions in which my work can be expanded to shed

more light upon insular cultural inheritance.
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PART |

CHAPTER ONE

MUSICAL PRACTICE AND THE ROLE OF MUSICIANS IN SOCIETY

1. Prologue

In the Middle Englistsir Tristrem(late thirteenth century), there are many illustrative
episodes which demonstrate the affective power ascribed to music and the musician in
medieval romance. This power stems from an understanding of music dseegll as

from practical musical learnin@nd it can be used to create alliances and enchant
listeners.The words used to depict scenes of music in insular romances adoggn

often preserved at an etymological levbit relatetonu s i c 6 s af.fThesct i v e
thesis will assess these powers eitma positive brce orintermsainu s i ¢ 6 s
dangeous applicationsandits peculiadimitations andwill consider howmusical

ideas were encoded anset of musicatopes thatistinguishmusic romance from the

wider romance genre

Beside Sir Tristrem, other aristocratic musicians in the text demonstrate a
similar command of this harmonic power. While Tristrem is away, King Mark receives

a visit from an Irish earl disguised as a wandering minstrel:

Fram Irlond b the King
An harpour com bituen.
An harp he gan forth bring,
Swiche no hadde thai never sen
With sight.
Himself, withouten wen,
Bar it day and night.
(IIl. 1809 1815Y

L Sir Tristrem in Lancelot of the Laik and Sir Tristreeu. A. LupackKalamazoo, MI: TEAMS Middle English
Texts, Medieval Institute Publicationk995),pp. 156 265.

power
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The harp, which is so remarkable thah a conventional formulation that recurs in

these music romancéso one inthecourt has ever seen its equalamsemblem of
musicoés affecti veconmetioetounaensdl harntoeyle takesip e r 6 s
with him wherever he wigsto gg aninseparable facet of his identityet, if the

music is an extensicend manifestatioof universal harmony, then he also brings this

power with himlatently, always ready to be called forth at need. In fact, this earl is

identified throughhis music rather than namingim, the narrator chooses to refer to

him as O0He that the harp broughtoé (1. 18
musical identity. In many ways, the musician is his musis harp is beautifully made

and prestigious 6 R el i ch it wa s befittingitgrobld ad a qorduit 18 1 9
of universal harmonyatdh e ear | 6s status. The fact tF
around his neck suggests that it serves as a kind of badge of office. However, he will

not play without aeward. Aware of the appeal of music as well as the fascination
commanded by skilled performance and beautiful harps, the harper waits until he has

an eager audience before stating his terms. The image he presents to the court is a

carefully-constructedreneer:

60Thine harp whi wiltow spare,
Yif thou therof can ought

Oof gl e?6

60Out no cometh it nought

A

Wit houten giftes fre. o6
(Il. 1822 1826)

0 G lingples a knowledge dfecular musicvocal and instrumentajet his powers to

enchant are considerably mahan that 6 G| e defemtb agivensource of joya

sense of gleé in this instancemusic conjures &eelingof extreme bliss in the

listeners® Furthermorein this scenethe earlis summoning the traditional demand for
paymentand recalingmusc 6 s soci al i mplicatigoads beyo
music necessitates good reward, in order for social harmony tdrexisits

performanceOnce he has been promisegtward and his enthralling performance is

over, he asks to be given the quéamhis payment, and the king must oblige. It is an

2 For a list of the key tropes of music romance, see Appendix A.

® Henry CarterA Dictionary of MiddleEnglish Musical TermgBloomington: Indiana University Press, 196fp.
169 72; Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED18735&egs=all&eqgdisplay=operetrieved on 19.03.18.

4 Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED18735&egs=all&egdisplay=openretrieved on 19.03.18.



https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED18735&egs=all&egdisplay=open
https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED18735&egs=all&egdisplay=open
https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED18735&egs=all&egdisplay=open
https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED18735&egs=all&egdisplay=open
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ambitious request buas Iwill demonstrate, the powers of music wielded by the
musicianknights in the romances are such that the king could not possibly challenge
him without greater detriment to higl§and his reputation. Tristrem used a similar

ruse earlier in the text, when he was injured and in need of the healing arts of the Irish
queeri he sat in a boat, teasing his listeners with snippets of music, until the queen
agreed to help:

An heye man @ was like,
Thei he wer wounded sare.
His gles weren so sellike
That wonder thought hem thare.
His harp, his croude was rike
(Il. 12221 1226)

Tristremd musi ¢, then, i sdermtesomethingiemagkabledérSel | i ke o
unusual, but also somethitigat is a marvel, something supernatural, that seems a

wonder to his listene’sT hi s sense i s c ointhefolonnglined by 6éwond
which alsosuggests something extraordinary and strange, a marvel that potentially

violates the natural ordéThese scersoffer fine exampls of the wayin whichthe

depiction of music and musicians, influenced by classical ialeaist the power of

musig carries symbolic value within the text. In this thesis, | will examine just what is

entailed by thisepresentatioand how a set of musical tropes deployed within

romances enables writstso e x pl or e t he nature.and potenti al

While tracing the use made of musical tropes by a range of music romiances,
am not proposing a chronological éxpation for the rise and fall of particular tropes
or for the changes in how they are deployledead, Iventue a thematic analysis of
three groups of romances, selected as case studies of how some of these recurring
musical tropes functiohMy analyss showsnot only how music romances draw on

these tropes, but also how they occasionally invert or frustrate

The basis for my classification of certain teagsnusic romancelies in the
particularinterestshown by these romancesmusical themegespecially harmony)

and in plots which hinge on displays of musical skill or revelations of identity through

5 Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/matk?type=id&id=MED39317retrieved on
19.03.18.

% Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED53375retrieved on
19.03.18.

" For a serviceable list of tropes, see Appendix A. Rabke of romances that | am classifying as music romances,
see Appendix B.



https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED39317
https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED53375
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musical performancéhis centrality of musical themes is reflected in the frequency
with which particular tropes recur in the texts. Some ofhtbst frequently recurring
elements include an unrealistic combination or number of instruments performing
together, the employment of a minstrel disguise by the protagonist or by his (or her)
love interest, and a notable musical performance (ystzing place in a hall) which

awes an audiendeSuch tropes serve as the constituent features of music romance and

have a function for both the writers and the audiences of these romances.

For this study, | have decided that a minimum of four musical trepes i
necessary to qualify a text as a music romatieeappearance of only one or two
musical elements in a given text has a greater chance of being incidleets.tropes,
while appearing in varied combinations across different romances, recur with
sufficient frequency as to constitute a recognisable set of themes gpidcest in the
corpus of medieval music romance: conventions come and go, some are reused and
some expanded, and as such music romances employ different combinations and
numbers of trope#s will be evident from the table detailing music romances
(Appendix B, some texts deploy numerous tropes while others gesture more loosely to
a few My primary case studies have been selected based on the number of recurring
tropes, or, in the case bfavelok the Daneon the way in which a text inverts or
undermines these tropes while mirroring the narrative patterns of other music
romances$ the absence of music in such texts is as significant as the presence of it in

others®

It is worth noting thamany of the tropes which | have identified as relevant for
music romancefAppendix A)are also to be found in an older and broader catalogue
by Stith Thompsor{Appendix C) which brings together tropes from a diverse
spectrum of sources, including follkeéaland ballads, as well as medieval romafice.
This overlap suggests the wider presence of the same sorts of musical ideas as are
explored in the music romances. However,
compile a catalogue of tropes, my work will go gpdigrther by categorising these
tropes under specific headings that distinguish between action, character, narrative

structure, and metanarration, and by analysing their role within a given text. For ease

8 See Appendix A, croseferenced to Appendix C.

® For a table of music romances with the corresponding manuscripts in which they are found, see Appendix D.
10 see Appendix C, anBtith ThompsonMotif-Index of FolkLiterature: A Classification of Narrative Elements in
Folk-Tales, Ballads, Myths, Fables, Mediszeval Romances, Exempla, FabliauBodést and Local Legends

vols. (Bloomington, IN: Indiana University Press, 1989).
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of analysis] have divided the tropes into eigtttliiarian categories: tropes relating to

theidentity of the protagonist; musical performance; musical effects; musical skills;

physical artefacts; the role of minstrels; narrative and structural features; and

metanarrative features. Thenge of theseaegoriesandthe scope ofheromances in

which they featurendicatet he br eadt h of the proposed subgen

as a critical category.

Music romances allow writers to express a range of attitudes towardsimc 6 s
powersMusi cb6s ability to heal and create restful
with its sinister ability to seduce knights away from their quest in others. Such uses of
musical tropeproduce comparableatterngo those foundn nonmusic romances,
wherea protagonist undergoes, and is transformed by, some kind of quest. Music also
hel ps construct the protagonistoés identity 1in
musician: either the music itself or a musical instrument becomes symbolic of the
protagni st 6s true identity, social status, and
it can work in tandem with other tropes, such
prodigious musical skill or a performance which awes the audianbaing romance
plots withnuanced readings about the personal value of musical skill as well as the

significance of public recognition of this skill and its role as a bringer of social

cohesion.

The concern with musicds powers i s especi a
frequency of tropes falling under the categor
particulari 6a not abl e musi cal performance é which a
ability to conjure sleep, couragaecur rage, attr

on twentysix occasions in the corpus of music romances surveyed in Appendix B.

This prevalence suggests that romance writers
narratively useful, not just as a convenient
protagni st 6s) distinguishing skill, but also mo
effecting some kind of transformation or brin
Musicb6s transformative facility isit avail abl e
applies tomusicians irespectiveof whether theypossess innate musical talemhave

learntthecraftMor eover , tropes relating to a charact e
gauge the character development of the musigratagonist: for instance, @ir

Tristrem, t he dwindling number of musical scenes |

from a celebrated member of the court to an exile who rejects music. The type and
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frequency of such musical tropes allow writers and readers of music romances to chart

aprotagons 6 s narrative arc.

Anot her of the most prominent tropes
index) is the use of music as a marker of heavenly harmony. Skill in music goes
beyond the | ocal narrative funcapitde of r
for rule, allowing writers of romance to hint at more symbolic resonances in their
narratives: music in these romances hints at the achievement of social harmony
mirroring the underlying universal harmony posited by Boethian theory. Often, though
not always, it appears alongside a scene of collective festivity accompanied by music
a trope occurring in twerdgne romances surveyed in Appendix Bnd even
suggestively symbolises the romanceds ow
prevalence ofhis trope of musical festivity attests the attractiveness of such musical
tropes to romance writers: structural, narrative functions in these romances blur

suggestively into more metanarrative possibilities.

Due to thanevitablylimitedscope of this sidy, | will not look closely at every
romancethat features a large number of musical tropgge ny aim is to present a
number of focused casgeudies. Therefore, some romances which contain numerous
musical tropes but do not fit the narrative pattarinhe other case studies, such as
Bevis of HamptoKin which the protagonist is not himself a musician and music is not
functional for his desigrafitantmusieahperformaneec a u s e
scene takes place while he is away), warrant a separate examination beyond the scope
of this thesis. Romancesch asAmis and Amilouandlpomadon which feature the
minimum four tropes but in which music ptgloosely symboliaole rather than
fulfils a majornarrativefunction, are nmetheless included in Appendito show that
some texts are located dretvery periphery of the taxongmof what can be
considered a medieval music romance. Others, which survive in sole, incomplete
copies, such dsay le Freine possess some musical elements (the minimum four
tropes), though we cannot know if more were present in the missing portions of the

text.

| hope to demonstrate that the recurrence of trapesss severabmances
shows thattiey are more thgjust throwaway conventions or incidental plpbints
In each case the poet is invoking the idea and expectations of music romance for

audiences toegister The recurring motifs allow us to find the cultural traces of
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musical practicen romanceand to explore the narratives enabled bydhepes The

presence of the same tropes in othher extant n
House of Fameand especially in parodic texts, suchTasirnament at Tottenhaar

C h a u Se Thipas suggests that they were known well enough to be recognised as

reusable conventions in othands of writingtoo. While the tropes are not exclusive

to music romance, my analysis will focus solely on their use in this genre.

The introductory section of this thesis (Part 1) looks at the influence and
devel opment of t he i desitsabflitytmstistheaffedofhar moni si n
the listener. Much of this theory derives fr@uethius €. 480 525), and specifically
his conviction that harmonic power resides within everytliirgconcept categorised
asmusicamundanaThus, the harmonic ratios that govern the movement of the
planets find equivalents in the metaphorical harmonies of the human subject (the
musica humanghd reverberates between body and spirit) and the audible harmonies
of instrumental musianfusica nstrumentali$. | discuss the ways in which these
concepts are already presenthie Old EnglisPApollonius whichexplores many of
the tropes concerned withusicand the figure of the minstrel thater recuin
medieval mu romanceThis minstrelfigure came to embody ideasmfisica
speculativaandmusica practicaoffering a bridge between medieval romances an
their Old English predecessdrhe nexsection (Part Il) closely examigéhree paired
sets of case studies, in whigtusicis directly relevant to the narrative. In each case,
one of the two romances offers an illustratio
whereas the other explores the digron or debasement of these idealising
conventions. While there are notable differences between thestttseef case studies
eachromancemakes use of musical tropes in a way that actively engages with
guestionsaboutthe nature, application,andrbac of musi c @loutpower s, and

musicbébs place as a harmonising force within n

In the first chapter of Part Il, | look at sevekailgship quest romancéklorn,
Horn Childe andHavelock the Danewhich are usually classified as part of Matter
of Englandsubgenre of romancéexamine how thaccomplishedigure of the
musicianknight protagonisbf theseromanceslemonstratean attitude tanusic and
musical practice that is strikingly different fraimat ofclassical ad medieval
theoreical texts,in that musical practicesino longer simply inferior to musical theory.
Theseromanceyenture musical achievement, eloquence, and education as alternatives

to the martial prowes®quiredelsewheref knights (particularlythosewho will
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becomekings), as inearlier literary traditions such akanson de gestd&@hesemusic
romances centring dangshipquesd wel |  on musi co6s ability
cohesion through the conjuration of extreme joy:Hloen texts offer a positive model

of this use of musiand the value of elite musical edtion, whereadHavelokdevotes
more attenti on bywndermising thé tsopelof tha protagonisto n s
trained in music, so that he mustdergo more hardshimdrely on otheskills to

secure hisbirthright Untrained in music himself{avelok is forced to rely on the

music ofothers (specificallyprofessional minstreJg4o create social cohesion and

reputation

The next chapteadiscusgsa selection ofomancs (Sir ClegesSir Orfeq Sir
Degaré andLybeaus Desconyisvhich areengaged with musical magim these texts,
supreme musical skill allows the musician to surpass ordinary competence and to
access the powers of universal harmony as a form of natagit As musical magic,
harmony takes on a supernatural quality, bringing luck, taming wild beasts, and awing
fairy kings, yet some of thesexts alsaddress the dangers of musical magic in the
wrong hands and reflectcartainwarinessaboutma g i stiumental properties.

The third casstudyexamines pair of TristamomancesRomarre ofSilence
andSir Tristren), which address the consequences of the abandonment of music as a
result of excessive indulgencefini n 6, arnt promote the idea of moderation.

Silence remains loyal to her musical calling, which aids her in her endeavours, while
Tristremds rejection of music creates <ch
while the authors of medieval insular rommas may not have been professional

musicians, they were aware of, and drew uplo&,concept of harmonic poweesther

to portray music as a force for joy and social cohesion and as an emblem of the
responsibilities incumbent on those who wield it, oexplore the limitations of these

powers. It is the purpose of this thesisisethe close analysis of a selection of insular
romances to demonstrateeways in which theole of musical theory and practioe

medieval society (and consequeritig repreentation of medieval musicianaas

handledn the corpus of medieval music romanasgheydeployed, or undermineda

setof musical tropes.



18

1.1 Music in romance: a proposition

Thefocusof this dissertatioms agroupof medieval romanean which music

influenced by theoretical conceptions of musical theplays a key role in shaping the

narrative througheitherthe presence of usicians or musical performancehese

textsrepresent subgenregtr med O musi ¢ r omaandwessfly i n what f ol
illustrate the extent to which musiccultureplayed a role in their constriien and

reception. Of course, this category is anachronistic: it is as much a construction as

ot her | abels which have been assigned to medi
of Englandd. Yet | aadg dekberatdhusapfuscahidens, c r omances
and that thoughtheywbud not have breemamneesn&@dby muleicr med
audiences or poetthey share a common point of referemrceontemporary musical

practiceandin their sustained recoursersical tropeswhich sets them aparom

other romances in the traditiohheywere shaped not only by contemporary medieval

ideas of music theory, as transmitted through various treatises and glosses of late

antique sources, batsoby the changing status afiusica practicaand contemporary

ethical and cultural concernBhis project will focus on medieval romances dating

from the thirteenth to the fourteenth century, though | will also examine relevant

predecessors such e Old EnglishApollonius(eleventh centurylandGefrei

Ga i mbBlavdosepisodg1135 1140)*

A crucial context for music romances is contemporary musical thegial
both as an intellectual tradition and in its bearing upon the musical practices of
medi eval Engl and. | | tormamde,rardtmiappigg thte boatext y 6 s p |l ac e
and meaning of its f ound a tandaffeetivgpowessncept i ons o
will constitute an important contribution in the present study. The forms of harmonic
theory prevalent in the thirteenth and fourteemthtaries had bedransmitted and
developed by a series of influential late antique and medieval thinkers, including
Boethius €. 4801 525) in hisDe MusicaandDe Consolatior Philosophiag
Macrobius (fl.c. 400) inhisCo mment ary on t h(earlydithr eam of Sci pi
century) Regino of Primg; 840 915) inDe Harmonicalnstitutione(late ninth

century),Jacobusd.126Q after 1330) in hiSpeculum Musicaé&uillaume de

“Leonard Neidorf, 6The Dating of \Neophlologuoy (ee13)iph.e St udy of Ger
165 83.
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Machaut(1300Q 1377 in Le Remeéede dé&ortune(1340s) andPrologue and Geoffrey
Chaucer(1343 1400) inBoece™ The medieval sources reference their predecessors,
and sometimes each other, forming a genealogyusical theoryWhile there is a
consensus r egar dithmegristsane sftercabvarianr®whenritsomest h e
to explainingthe nature of heavenly music. The majorityrafsical theorydating from

the period of the romancesediatedhe work of Boethius, which, like mostedieval
musical theoryopens with a claim that harmonic power resides within everything and
the musician eeds only the knowledge of harmonic principles in order to wield this
power!® Accounting for late medieval conceptsmfisica speculativéthe theory, as
opposed to the practice, of musig)l thus, of necessity, require a further look back to
the late atique traditions, antb Boethius in particulaibecause these traditions serve

as precursors to the depiction and function of musioeadieval insularomance

In the following sections of this chapter, | will examihe significance of
these theories as they fed itib@ narrative themesnd trope®f insularmusic
romancesnalysedn Pat Il. Texts such a&ing Horn, Sir Orfeq and the Tristan
corpus of romances are rich in musical themes and references, whichterdewexts
with alayer of symbolic meaning deriving from the musical context. These romances
addresdoththe powers and dangers of music, serving as models of good musicianship
andof theideals of an elite educatiavhile providing cautionary examples$
musiciansvho transgress and misuse music. The prevalence of music in these texts is
not surprising, given the wedlttested kinship between music, manners, and literature,
as repeatedly articulated by Chaucer and John Goweri(1338) in England and
Guillaume deMachaut and EustaetDeschamps (1364406) on the @ntinent and

giventhe interest in musical learnimgmonstrated by the medieval elite

In order to examinghe musiaomances in terms of their treatment and
reception by poets and readers in the Middies, | will focus on the Boethian model
as a primary reference poil.o e t ledntinged inclusion in medieval treatises and

the popularity his work enjoyed amoelite medieval readerships demonstrate his

Elina Hamilton, OD¥SpetumtionedsicEButieosithcd Musia Thebry in Medieval

En gl &8Mostta@Disciplinab8 (2013), pp. 1536 (p. 154). See also Nan Cooke Carpemtessic in the Medieval

and Renaissance UniversittsNor man: Okl ahoma University Press, 1958)
Deschamps & i NaTheUWnohof Wards and Music in Meslal Poetry: Symposium on Medieval

Poetry and Musiced. R.A. Baltzer, T. Cable, and J.I. Wimsatt (Austin, TX: University of Texas Press, 1991), pp.

132 50.

BNicolas Bell, 6Readi ngs Dalnstitutibne Musicapthed atea Mitl b s Age sBoe i mi
Sapientia et Eloquentia: Meaning and Function in Liturgical Poetry, Music, Drama, and Biblical Commentary in

the Middle Agesed. N. Bell and G. Iversen (Turnhout: Brepols, 2008),365 80 (p. 372).
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enduring relevance and authority imeenthe early modern erdlo establistthe

medieval context fomusical theoryl will also engage with a number of theorists who
were contemporary to the romances under consideration. | will offer a brief overview
of the work of Guillaume de Machaut, John of Tewkb u r y 185 1392)Quatuor
Principalia Musice and 3peaulanb Musicaé will alsoconsider Walter

Odi n gt d300)Be Spetculatione Msicag among others.will arguethat, over

time, musial practice overcame the prejudice which had been inherited from the

classical worldin which it occupiedan inferiorpositionrelativeto musicaspeculativa

In the Middle Ages, following late antique philosophy, music was firmly
divided intomusicaltheory(musicaspeculatva wh at | musiedf eirn ttohias 06
thesis) and music in practice(sica practicy the practice and performance of music,
vocal and instrumentaMusica speculativés specifically the theoretical study of
harmony, intervalg;atios, and the relatiometween the spheres. Thiorywas
developed from (attributed) Pythagorean ideas about intervals and the music of the
heavens, which ofteoverlapswith mathematics, theology, and astrology, and which
considers performance itsds offshoot. By understanding the harmony of the

spheres, one would be able to achievethisbamny i n onesel §Plalond oneds

states in Bookll of hisRepublic

] c)

g0y dygd UUgdg o0cc3al,
Us ¢ a@iiage Wy a3 U0 U
¥ dd ) g1 U

[musical training is a more potent instrument than any other,
because rhythm and harmony find their way into the inward
places of the soul, on which they mightily fasten, imparting
grace, and making the soul of him who is rightly educated
gracefu].**

This point follows from a discussion of harmony and the effects that varosial

scales have upon their environmé&hPlato considers musical learning the most

S

power ful Oinstrumentodo because it allows har mo

¥ Plato, The Republictrans. F. MCornford (Oxford: Clarendon Press, 195p)87,401d.Greek text from Plato,

Operg ed. JBurnet(Oxford: Oxford University Press, 1903), locatedPatseus Digital Library

http://www.perseus.tufts.edu/hopper/

15SeeThe RepublicofPlato Book 11, from 398c; See also Claude Palisca,
Re n ai s s Bha Enetional Hower of Music: Multidisciplinary Perspectives on Musical Arousal, Expression,

and Social Contragled.T. Cochrane, B. Fantini, and K.R. Sché@xford: Oxford University Press, 2013), pp. 103

16; CarpentenMusic in the Medieval and Renaissance Universifigs 3 31.

(


http://www.perseus.tufts.edu/hopper/
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According tothis vein ofclassical thought, theoretical study was the most authentic
form of musig far superior tahe practical larning of instrumentd-ere, theoretical
knowledge informs how a canny musician might access these powers through the
playing of instrumentsThe belief that education is the key to grace through music is
one that isalsoprevalent in the music romanddemselvesThe main goal omusica
speculativavas to determine the way the universe had been constructed around the
idea of harmonyandto understantitow harmonycouldtransformthe physical world
whet her at the | evel orfatthe more nmdrocesimid scael
of larger social constructiort8 The idea of the music of the spheres, or musical
metaphysicsiemaineda culturalmooringpointin latemedieval and early modern
England. While I will be looking more atusica speculativthanmusica practicait is

my aim to demonstrate that both disciplines, which began to be drawn together in the

period in question, influenced romances.

In the rest of this chapter, by wayaniintroduction to the sources under
review, | shall examineosne of the core ideas developed in musical theory from the
fifth century BCE to the late fourteententuryCE, and outline the means by which
such ideas circulated in medieval culture, before turning to the romance tradition itself.
First, however, | will examinthe place held in the scholarly arena of romance studies

by the dual approaqgespoused here) that combimessicologywith literary criticism.

1.2 Approaches: between literary studies and musicology

There have beeseveralvery important scholarly works published about the role of
music in medieval culture. Studies of late medieval music fall loosely into two
categories: studies which are focused on the historical repertories, their performance
practice, and reception in taded and literary sources; and studies devoted to the
theoretical traditions ahusica speculativao its teachingintellectual foundations,

andits relationship to the history of notation. There, afecourse many points where
these two approaches intersect, not only with each other, but also with the study of

literature.

¥Bel | , 6 p&6bKathegne Steele BrokatagingHarmony: Music and Religious Change in Late
Medieval and Early Modern English Dranfithaca and London: Cornell University Press, 2016), p. 18.
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My own study of music in romance, not surprisingly, benefits considerably
from the history oedieval musical theoyynd its late antiquieeritage. Particularly
pertinentto contextued i ng musi cd6s place in romance i s Phi
monographMusicaNaturalis: Speculative Music Theory and Poetics, from Saint
Augustine to the Late Middle Ages in Frané@his study combines appohes from
musicology and literary theory, providing an invaluable and detailed view of the
treatment and teaching of speculatimasical theoryhroughout the Middle Ages.

Jeserich examindsustache Deschamiis 6 A r tictied (&39d), challenging the view

that the medieval tradition continues in an unbroken line from classical theory. Rather,
classical ideas were reshaped anddapted to fit new developmentsmedieval

musical theoryand practice, such as polyphony. féhesa connection between

changing musical contextsuch agpolyphony) and changing social idgasich as

those concerned with the skills and dutiesldé amateuand professional musicians)
Jeserich discusses the connection between metodsiqueartificielle) and poetry
(musique naturée), drawingupon medieval treatises on rhetordeserich furthermore
demonstrates the prevalence of Boethius, Macrobius, and Augustine in the education
of undergraduate students of liberal arts, disdussesheway these theorists were

used by their medieval counterparts, such as Deschamps and Jacobus, to construct their
own ideas relevant to the rapidly developing music of the Middle Xgesill use

this scholarship as a foundation for my own work, and expand it to reflect on

how changing ideas about music, and the classical foundation of medieva) theory

influencedmedieval romance.

Il n addi ti on tseverdnetable books And artichswe tlaced
the influence of Boethius on medieaillture, literatureand musicElizabeth Elliot,
NicolasBelland Ger al d O6Daly, to name just three,
the study of the impact of Boethius on medieval thotymheritedmusical theory
was revered in the Middle Ages,yet was al so adapted, to suit ea
especially san anEnglish context. For instance, Elina Hamilton provides an

examination of the English context fimusical theoryas transmitted by Walter

1 philipp JeserichMusica Naturalis: Speculative Music Theory and Poetics, from Saint Augustine to the Late

Middle Ages in FrancéBaltimore: Johns Hopkins University Press, 2013).

18 CarpenterMusic in the Medieval and Renaissance Universifigs 125 7. Jacobus is the thest formerly

referred to as 0Jac qu eMagisieeJadobus dg &s@ania, Aither of ha $pgcalunet Ben't |,
Musicae(London: Routledge?015).

19 Elizabeth Elliot Remembering Boethius: Writing Aristocratic Identity in Late Medieval FrenctEantish

Literatures( Far nham: As hgat e, TheRodtrgof Boeti@éhapdl Hill: Wnivedsityl ofyNorth
Carolina Press, 19913,e 1l | , 6 Read8.ngs 0, pp. 365
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Odingtonof Eveshan{fourteenth century), dematnating the extent to which classical
musical traditions were still held in authority in the insular wétds will be

examined in more detail later, Nicolas Bifthercharts thecontinued transmission of
the work of Boethius in medieval EnglaffdOver the thirteenth and fourteenth
centuriesthere issome shift in the priority of different theories. In England, at least,
there was some subijectivity in how musical theories were understood and afipdied.
threesets ofromancemarka notabledepartue from classical thought regarding the
guestion ofwhatis considered true, authentic musichow such musicouldbe
accessed, as the intellectual climate of the time favoured a movenusioa
speculativaalone tomusica practicar to a combination ahe two.

Another important studihat sheds light othe dissemination of mustheory
I n medieval Engl anS3ngingghe KeatSbng:Liieraoy andi e man 0
Liturgy in Late Medieval Englan&ieman demonstrates the witEaching extent of
musial literacy and music teaching (at least of basicsical theoryin the liturgical
environmenamong students, some, but not all, of whom were bound for monastic
careers’ This study servesascaor r ecti ve t o F werkokthédarri so
history oftheliturgical music of nedieval Britain from the Norman Conquest to the
Reformation, which argues that the style of ecclesiastical music did not change until
new religious ideas were introduced in the Tudor&However, Ziemarocatesthis
changean thelate Middle Ages instead, attributing it to muieducation. She also
draws a connection between musical literacygmagnmar. This connectiom turn,

leads to literacy and later educational reforms, Zirthandwells on the hostility of

O
3

the clerical c¢class concerned with | ay
to understangmusic began with religious song, but quickly spread out into lay
performance, secular and devotiorai. e ma n 6 s p is onditargical mbsecc u s
and musical literacywheread considerthe question of secular elite musical education
and literacy in the thirteenth and fourteenth centuries in amgitte delineatehe

audience of medieval romance

Pursuing the theme of miagedagogy in England from another perspective,

Bruce Holsinger examines the role of music and music education in the medieval

®Hamilton, O6Waltef66of Eveshamdéd, pp. 153
2Bell, O6Read8ngso6, pp. 365

22 Kathaine Zieman Singing the New Song: Literacy and Liturgy in Late Medieval EnglBhiladelphia:
University of Pennsylvania Press, 2008) pidl B

2 Frank L. HarrisonMusic in Medieval Britai{London: Routledge andeganPaul, 1958).
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perception of the body and senses, demonstrating that music was an intrinsic part of

medieval life, and often used asamarkeroon e 6 s p |*8Heaguéshat soci et y .
Chauclehred P r i o exempifieédsthe Baethian idea that the body and soul

were connected through universal harmony. A connection betweec, vergeration,

and education ialsodrawnirA n d r e w papeborthre @f6cium (early1380s),

prepared in honour of Richard Rolle of Hamp@®a05 1349, composed for public

performance and serving as a kind of conduit for mystical sdadhe physical

world®Anot her important aspmes iaffebiceHowersi nger s w
in the medievahnd early moderperiod?® His research haselped tdoring the idea

into critical discourse, thoudtedoes not applit to medieval romancspecifically.

My aim is to fill this gap by lookingahu si c6s i nf | ue affectintben t he | i st

romances.

Holsinger, Jeserich, Susan Rankind Jamie James have also contributed
significantly to work on the universality of the concept of universal harmony and the
way it shaped medieval perceptionsmisic and its powers.Mucho f Ranki n6s
scholarship has been focused on drawing connections between music and medieval
religious ritual.Sheproposeghat the notion of heavenly harmony was widely known
in the Carolingian milieu of the ninth century, ahdt, while classical musical
diagrams and examples remain mostly unchanged in the Middle Ages, the explanations
themselves changblerst udy f ocuses on John Scot Eriugena
of Mar t i a nDeNuptidampdetd inteaadtions with sourcesch aBoethius.
Jamie James draws together science and music, demonstrating the close connection
between the two disciplines in the Middle Ages. Their shared goal, ase$swas
to determine the arrangement of tesmos: heavenly harmony could be experienced
on earth through sound. Like Rankin, Jameggestshat late antiquenusical theory
as withastronomy, was changedhleadapédto a medieval context. The connection
between music and science is importasthis scholarship follows in the footsteps of
Christopher Pageds work addressing misconcept

of musig the connection between music, mathemataos sciene; what must, if any,

2 Bruce W. HolsingerMusic, Body and Desire in Medieval Culture: Hildegard of Bingen to Cha(&tanford:

Stanford University Press, 2001).

BAndrew Albin, 6Canorous Soundstuff: H8pewlunBlg20i6he Of ficium of
pp. 1®@6/ 39

2 Holsinger,Music pp. 295343

sSusan Ratar&is GoncordiavocumcumPlanetis Conceptualising the Harmony of the Spheres in the

Ear | y Mi drdQitaionArg &wthdrity in Medieval and Renaissance Musical Cylades. Clark and

E.E.Leach(Woodbridge: Thé&8oydell Press, 2005), ppi B9; Jamie Jame§he Music of the Spheres: Music,

Science and the Natural Order of the Univefidew York: Grove Press, 1993).
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wasintendedfor the elite and clerichinstrumental practic€ Common to all these
accounts is the constant overlap between written, theoretical studies of music and
practical performancehesepoints of intersectiogonstitute anmportant context for

the presence of musical thoughtramance.

The English tradition equally emphasises the importance of late antique ideas,
while adapting them for a contemporary context. A more recent contribution to the
study of these overlaps between musical theory, number theory, and literary traditions
is found in the work of TeklaBudldBude ds wor k i s p aonthei cul ar
permeable boundaries between musical thought and literaturegntrating on
musi cal met aphysics of the | ate medieval
examination of musal mathematics in Fitt 16f Pearl elucidateghe importance of
classical logic, a medieval system of colour and number symbolisnmadieval
musical theorysuch as thdbundin Johnof T e w k e s Quatuoy Rirgipalia
Musicaei n defi ni ng Go d o s°Bgdepropesesthatintiriitynanct h e p
measurable time are defined through music and nwsmb#nin the poem, creating a
tension between the numbered physical worldiamdeasurablénfinity. This
approachs invaluableo my own study as itluminatesthe extent to which a

medieval poetic text could be shaped by ideas relating to music.

While scholarship devoted to the theoretical and pedagogical contexts for
medieval music thus draws attention to the wide diffusiomasical thought, studies
addressingnusicin-practice alsondicatethe permeable boundaries between auditory
and intellectual traditions of music. In the Middle Ages, music was not only studied in
the universities and performed by minstrels, but conetitan element of daily life
across society in the form of church bells and liturgical $oiythe form of universal
harmony, itwas present even when it was not audible, and there is a marked difference
between the audible music permeating the physicaidvand the inaudible music of
the spheres. Emma Dillon, Christopher Page, Katherine ZieandrBruce Smitthave

presented a great deal of varied and compelling evidence highlightiegtém to

28 Christopher Pagdiscarding Images: Reflections on Music and Cultur&ledieval FrancéOxford: Oxford

University Press, 1993).

®Tekla Bude, O6Musi c anRearNl®Glhssa®i(2016)app. 286h &0 o@Rarn ins
Angel or um: Pi ers Pl oWen¥earboakrofdangland $tel2@(2016)app.@27.6 ,

¥Tekla Bude, o6Mat hemadd7si cal Theol ogyd, pp. 286

31 A dynamic study of medieval music as a whole, with a section devoted specifically to medieval English music,

can be found in Mark Everist (edTjhe Cambridge Companion to Medietisic(Cambridge: Cambridge
University Press, 2011), particul arli2p. Peter Leffertsod
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which medieval England was a world of sodh@his idea the omnipresence of
music and the blurring of musical categories in medieval society feeds irdavmy
examination of the scope of musical symbolism in poéinfike in the French
tradition, there were no lyrioiserts or musical notation insularromancesyeteven
in the absence of audible performaocenusical notationmusic is | contend,

fundamentallypresent in thee texts

I n a study of English mysticMdgosm an
Amoris amystical treatise by Richard Rollexamines the many voices within the
book, arguing that a seemingly silent manuscript can encode auditory experience

within its pages? A connection is made between ttentorand the alliteration

d musi c,

encodedonthepages wel | as bet we gand&dd:anfinteolavess hi pper 0s

is expressed and read throuYkdamguei$out pouring

created between mystical music and verbal m@siablingthe singeto achieve a
trarscendent state of musical beihope to show thahis union of theoretical and
practical music, and the resultant state of supreme musical understaneary,
similar to whatemergesn the music romances of the Middle Agespecially in
romances concerned with magiech asSir Orfea This layeringof meaning whereby
the linguistic, symbolic, and visual elements cooperate and overlap dematbteate

importance of material culture in the study of souidaning is derived not just from

the sense of the words but from their representation on thesgrgpiipageRo | | e 6 s

work encodes poetic verse, human song, and angelic song, the last of which can be
likened to the music of the spherédbin points out that thenelosof the titleé r e f e r
multiple musics: it cites the biblical Song of Songs, wHasguage and imagery the
text frequently borrows,; it signals t
crucially, it crowns angelic sorXRoles
shows that mysticismeadilyaligns with certain concepts fromusica particularly

when music is the means of achieving transcendentrjoyy work, | will build on

this analysis by exploring the waywhichinsular romances treat music as a source of

intense, and sometimes transdent, emotion.

32 Emma Dillon, TheSense of Sound: Musical Meaning in France, 12830(Oxford: Oxford University Press,
2012); Christopher Pag®wl and Nightingale: Musical Life and Ideas in France 110800(Berkeley and Los
Angeles: University of California Press, 1990); Bruce Sniitie Acoustic World of Early Modern England:
Attending to the &actor (Chicago: University of Chicago Press, 19%Eman,Singing the New Song.
BAndrew Al bi nCandriLh s Rie o aMetbsfAgoris |, ¥dicamand Voicelessness in Medieval
Europe,ed. I. R. Kleiman (New York: Palgrave MacMillan, 2015), pp.i197.

%Al bin, O6LGasoBenipng lf7dr

BAl bin, 6LGasoBenipiBg fLaw
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Beyond thesvidence preserved in literanyanuscripts, medieval England was
rich in musical composition and performance, both in the heavenly sphere of liturgical
and devotional music and in vernacular song. Both were important refex@ntefpr
the music imagined in Rolleds angelic si
romance. Although much of tmeusic of the British Isles is now lost, Helen Deeming
and John Stevens have done considerable work in compiling examples of the
repetories that would have circulated in medieval Britain, demonstrating the linguistic
and thematic fluidity of the songs that wd have been known contemporaneously
with the romances studied in this the$iFhese collections offer examples of religious
song, such asowell, Nowell: Tidings flue andSancte Marie, Wgine, along with
lullabies such akullay My (hild, and courtly songs such Be Ma DameandMult
S dsprisme liTermines® The range and purposé songs in a medieval repertory
would have been broad, and ¢kesongsre useful in providing a rich lyrical
background for the creation of music romances in which song and music played such a
key role.My work will incorporate this idea of the blendinfjreligious and secular
conceptions of music, as evidenced by the lyric collections, as theoreticahimbeds

musicfiltered down into seculasocietyand literature.

A number of studies illuminate the function and prestige of music in medieval
and Tudo courts, where it was performed by courtiers and professional musicians, and
also point out the presence of musical performance in the environments frequently
represented in romanc&sBeing able to perform music and compose poetry was a
markerof educatbn andcourtoisieamong the medieval elita way to succeed in the
medieval court. Penelope Gouk, Katherine Steele Brokaw, Mathew Milner,
Christopher Marsh, and others have noted the wariness with which music was treated
in late medieval and early modegras due to its perceived connection with alchemy
and by extension the condemned magical practice of necrorfaimayy study of the
romances, thigensionwill prove important when examining tliesquietwhich was
sometimeglirected towards musical magic in the later Middle Ages. dlisisustwas

% Helen Deeming (ed.Bongs in British Sources c. 113B00(London: Stainer and Bell, 2013); John Stevens
(ed.),Mediaeval Carol§London: Stainer and Bell, 1958).

%7 See DeemingSongs in British Sources

38 Jom StevensMusic and Poetrjn the Early Tudor CourfLondon: Methuen, 1961).

% penelope GouKylusic, Science and Natural Magic in Seventeenth Century Engiewd Haven, CT: Yale
University Press, 1999); Broka®taging HarmonyMatthew Milner,The Sensesnd the English Reformation
(Surrey: Ashgate, 2011); Robert Wegmahe Crisis of Music in Early Modern Europe, 147630(New York:
Routledge, 2008); Christopher Mardfisic and Society in Early Modern Engla@ambridge: Cambridge
University Press, 2.



28

reflected in the treatment music receivethiose romanceshere it is being

unscrupulouslexploitedboy t he textsdé antagoni st s.

Given t hese s us pistoubling sapcaylimenchantnsilisteners
concer ns o0 \masic exbteddedtmnmusicalerformana@swellas
audiencé meceptios of them, in church and secular settings. Notably, the concept of
the affective power of music and its abilityerertsocial hfluence and control is one
thatcontinuedo excitemodern scholars, psychologisésd musicologists alike, &3
recentstudies by Tom Cochrane, John A. SlobatalKlaus R. Scherer, among
others® In the music romances, thistencyis commorly reflected in a number of
tropes musi c affect s ivimsteumentalesocial advantememt an d
notable differencean be seen betweére positive depiction of musical magrc
sometextsand the suspicion with which it is regardeabthers, which suggests that
musicalmagic in romancéas the potentidbr both social cohesion and

fragmentation, and its application depends on the charadtatieilual musiciars.

Particularly pertinent to the present project is the substantisicological
scholarship devoted to the role of music in medieval French romizeated as
usefully analogous in many ways to English romance in the late medieval. gérisd
wealth of scholarly interess unsurprising, given the rich musical mateteabe found
in that corpus oFrenchtexts. John Haingsasdocumented the development of songs
in Romance languages, and their interaction with literary romance, examining the role
of mends s o nagdrelative dcarcifyo € wo ime nidisdingstbat g s
corroborattMaur een Boul t ondés demonstration of speci
performance, based on existing social ideas about certain kinds of mu#iieiand
effects?! Haines aptly demonstrates how and why there are fewer surviving examples
of popular songs than religious, and how this survival rate was changed by the advent
of literacy, a point | will address in my examination ébw romancegreatpopular

ideas about music. Just as importantly, Haines draws attention to popular song

40 Ruth Katz,Divining the Powers of Music: Aesthetic Theory and the Origins of Ojea York: Pendragon
Press, 1986); Tom Cochrane, Bernardino Fantini, and Klaus R. SchererTled€Emotional Power of Music:
Multidisciplinary Perspectives on Musical Arousal, Expression, and Social C¢@xébrd: Oxford University
Press, 2013); Patrik N. Juslin and John Sloboda (étndbook of Music and Emoti¢@xford: Oxford

University Pres, 2011).

41 John HainesMedieval Song in Romance Langua¢@ambridge: Cambridge University Press, 2010). See also
Maureen BoultonThe Song in the Story: Lyric Insertions in French Narrative Fiction, 12000(Philadelphia:
University of Pennsylvania Bss, 1993).
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tradiions such as work songs, lamem@ols,and lullabies’? He notes that while
surviving pages of notation are a worthwhile source of information about medieval
musical practice, this evidence is not exhaustive, as th&ensre music under the
surface that was not, or could not kecordedComparably | will attempt to find

music within the narratives of insular romances wigieltially, unlike their

Continental counterparts, do not contain lyric inserts or ralismtation.

Moving away from the music itself, Haines examines the changing identity of
medieval musicians. He begins with an examination of twedftll thirteentkcentury
musicians, before considering their impact and reception in the centuries folSwing.
Haines stresses the fact that the identity of troubadours is a fluid one, based in history
but constantly reimagined to fit current social and scholarly trends. He looks at how
writing down the lyrics, notating them, and adding fictional, or simply fictioedlis
vidas(biographies) for the troubadours contributed to their evanescent identity within
medieval society. Writing of the example of the trouvere Adam de La Halle44
1288), Haines observes that Adam had a keen awareness that he was constucting hi
own | iterary history: 6] hpoemshsonggdaglsandt t hr
polyphonic compositiorgsl. would suggest, in my overview of the role of the medieval
minstrel and th@arying function of medieval music in romance narratives, that the
same could be said not only of troubadours but also of their professional counterparts
the minstrelswho were no less satbnscious in constructing their identity and
dictating their receptiarThere were practical reasons for these changes, which
Gretchen Peters attributes to the growth of specialisation due to the rise of the
medieval guild'* Guilds offered musicians the chance to collaborate while providing a
financial safetynet and an alteative to employment at court.

Secular musitincreasinglyfound its way into written form as ideasolved
aboutwhat was worthy of beingecorded This rise of secular music coincides with the
rise ofmusic romances, which unashamedly depict secularcransengaging in

secular music. The thirteenth and fourteenth centurieshsagrowth ofsecular

“2|In the medieval context, work songhénsons de toi)erefer to Old French narrative songs sung while

performing manual tasks such as sewing. Carols, in this context, refer to ballad songs performed by men and

women taking part in a circulalance, the carol. See M. Zirlkes Chanson de Toil@aris: Champion, 1978) and

A. L. Klink and A.M. Rasmussen (edsM,e di ev al Wo ma +Caltaral Bppnoaghe¢Piladelghis:
University of Pennsylvania Pr eisThe EalyMdl@e)Apestbd3p8d. RSt evens,
Crocker and D. Hiley (Oxford: Oxford University Press, 1990), ppi 38Z.

3 John HainesEight Centuries of Troubadours and Trouvéres: The Changing Identity of Medieval Music

(Cambridge: Cambridge University Pre2604).

4 Gretchen Peterghe Musical Sounds of Medieval French Cities: Players, Patrons and P¢Ggaabridge:

Cambridge University Press, 2012).
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musial literacy, as the production chansonniemanuscripts increased and as

prominent secular compospoets generated large volumes of music and péatry

select patrons andhore broadlyfor the musically literatenembers of the medieval

elite. Yet while there were many English lyric books and individual sheets produced,

insular romance stands apart as lacking nalisiatation or lyric inserts. When

depicting musical performance, French romances sometimes interpolated lyrics either

written for the narrative or borrowed from popular songs and recycled within thie plot

what Ardis Butterfiel cohasntmar mddd | dorndma msc c’0 ua
creation and reception ¢ieRoman de Fauvelvhich offers a valuable example of in

text musical interpolationgrovides insight into how such a text might have been read

andhow musical meaning was encoded into the tmrasion of the manuscript

page™Ardis Butterfield expertly examines this connection in scholarship spanning

from 1987 to the present daY/An inspiration for the methodology of this thesis,
Butterfieldds approach i s ponttheculturalyer ary and m
rich climateof late thirteenticentury Arras. Butterfield surveys notated medieval

music, notated inserts in musical manuscripts, and musical performance within the

narratives of late medieval texts, demonstrating the extent to whechtisic was

affected by poetry. Butterfield argues that it is the narrative that influenced how songs

took formonthepagddy t hesi s wil |l emul ate Butterfiel dao:c
literary-critical approachthoughmy focus will lie in examinindiow musical teory

and musical practice affectedrrative poetry, rather than looking at how narrative

dictates the shape of songya ur e e n Warkihbstcamplénsented thaft

Butterfield and other musicologists working in this area: she providesautyh

examination of the contexin which lyrics are used and their function within medieval

literature, including French romancE8Boulton demonstrates that musical

performance usually centred around moments of high emotion and that the kind of

musicer formed in the text weogiastaunmdigendeed by t he p
once again confirming that music was a soci al
relationship between lyric and text, forged once the two were fused together in the

narrative offersa helpful parallel to my own study of the treatmentnoisical theory

5 Emma Dillon,Medieval MusieMaking and the Roman de Fauy€ambridge: Cambridge University Press,
2002)

46 A fine example can be found in Ardis ButterfieRbetry and Music in Medieval France: From Jean Renart to
Guillaume de MachauCambridge: Cambridge University Press, 2002).

47 Boulton, The Song
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in romance. Boulton sees these lyrics as carrying particular messages within the text,

creating a connection between words and music, which | hope to continue in my work.

Two further influential studies for this project, particularly given their focus on
English source material, are those of Christopher Page and Andrew Albin, mentioned
above. Pag e idpartisularioftetsavitas nmodepfor an approach that
embraces thmtersections of music and romance. His main focus in this area has been
on musical practicbetweenl100and1300, in both French and English language
traditions, seeking always to locdles musical practice in the broadeurview of
literary, performéve, and intellectuatontexts*® This approactimpacts on the
interpretation of romance in numerous ways. For instance, using literary, documentary,
and pictographic evidence, Page examines the significance of tlefiel
professional minstrels. Adisussed in Chapter 1dnd in my overview of musical
instrument ownership later the presenthaptey thehistorical prevalence of
particular instrumentsuch aghevielle, the horn, and the hamgnders them the
instrumens of choice for the gtagonist of the music romancé&ge also provides a
detailed analysis of thRoman de Hormand its musical interludes, offering even more
localised models for a dual approach to romance as musical and literary practice. More
recently, Albin has looked ath e mu s i ¢ Porfi oQ heasusttsEightdsthe e
poembds structur e an ohthewveoasafthegeponymougui ng t h
Prioress, the poem itself is a song, which contains another song within it, in a Russian
doll-like structure®® In thisway, song constructs layers of meaning within the &t
different symbolic meanirgran be read into the poem itséifedieval music was
selfreferential, and it was used to create a mythos behusica practicaand its
practitioners. L iAsgel S@hg: MédevaldEaglish Blesieint b o o k
History, explores the wayis which perception and knowledge of medieval music
have been constructed throughout later history, engendering its own narrative and

proces of storytelling’°

Thus far, | have outlined accounts of music as a histgrleahomenopand its
traces in literary and pedagogical practices. Another important trend among

musicologists has been to examine music as social history, and particmthsider

8 Christopher Pag&/oices and Instruments of the Mid@ges: Instrumental Practice and Songs in France 1100
1300(London: Dent, 1987); Pag®lusic and Instruments of the Middle Ages: Studies on Texts and Performance
Variorum Collected Studig@ldershot: Ashgate, 1997).

®Andrew AIlIPiino,r e6sTsh®® nD a lo @ sTheaChaliceiSRe\liedBn(Jul$ 2013), pp. I112.

*0Lisa Colton,Angel Song: Medieval English Music in Histgew York: Routledge, 2016).
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its contexts of performance. This aspect of music history will be particularly important
to music romances, since performance and performers are often crucial to the narrative
dénouementEvidence regarding medieval performance practice is limitetiLinda
MareZaerr s reconstructions, informed by
an invaluable perspective on the frequent and detailed descriptions of musical
interludes in romances.My aim is to offer a complementary readinghafiv cultural

needs determined the perception and portrayal of iiusic p adifferentsubgroups

of romance offer differemdttitudes tanu s ipow&rs and limitations.

Questions relating tperformancénavealso been approached in scholarsimp

other medie a | genres and | ater periods. Ri chard

early English drama rather than medieval romance, but his approach towards
determining the performance of (pgemposed and improvised) music in morality,
miracle, and biblical plag/is instructive wheassessinghe musical subtext in

medieval romanc® Rastall looksat surviving notated music, accountls, and
documentary evidence, as well as the description of music in stage directions and
dialogues of the play texts themselves, before considering modern staging concerns of
medieval drama. However, he stresses that, just as with medieval romance,
pefformance reconstructions remain largely speculative. He also examines the
connection between stage music and heavenly me@itendinghat earthly music
comes to be representative of heavenly, in awdaigh isanalogous, | shall argue, to
that foundin medieval romance. Rastall and Zaerr join other schotarisiding

JoAnna Dutka, irmrguingthat the lack of lyric inserts or notated music in $ekdes

not mean that there was no music during the performanédisin makes a similar
pointwhenanalysngthe sophisticated sonorous landscape of the Chester Shepherds
play (c. 1500} the construction of a soundscape created a sense of Christian
community for the audienc& This play contrasts celestial song and human song,
creating distinct physical and spiral spheres of musical presence by means of
acoustic, melodic, and verbal content. | will maksimilar point regarding the musical
subtext of the romanceshich engendered sound landscape accessible even through

silent reading.

%! Linda Marie ZaerrPerformance and the Middle English Roma(@ambridge: D. S. Brewer, 2012)

%2 Richard RastallThe Heaven Singing: Music in Early Religious Dramal. | (Rochester: D. S. Brewer, 1996);
Richard RastallMusic in Early English Religious Drama: Minstrels Playif@ambridge: D. S. Brewer, 2001).
%JoAnna Dut ka, GNMthsiMy sa redCormhpdrdtivetnagdd, (1973 pp. 13549.

“Andrew Al bin, 6Aural Space, Sonorous Presence, and
Shepher &axsly Theamel6dDec 2013), pp. 357.
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The soundscape of megtal romances is an important thread in current
scholarship, and one which has not gone unnoticed in literary theory as well as
musicology. After all, in the Middle Ages, following classical precedent, music and
poetry were tightly implicated in each othat least until the end of the fourteenth
centuryCal vi n S. B rtlepwoet asdtthe tyre weretalmast inséparable.
When they did separate p¢é¢]smushat aktwment.
Mi ddl e Ages t byeefimtiorsbbtlc foet and commsetin the
Introduction to their volume on words and music, James I. Wimsatt and Thomas Cable
concur, proposing that 6[ m]edi eVlmthe musi c
anonymougourteenthcentury dreanvision poemThe Assembly of Godbe poet
adapts the Orpheus |l egend to current tho
was there with hys harpe / And 71409)®m poet
The Fall of PrincesJohnLydgate(c. 1370 1451)callsOr p h elussu rae &t poet e
5845) d u e rethariquesisefe 6( 1 . 5844), bef Andeoffisent i o
harpe yiff ye listto ler@ , | , sugfeBtihdsthat he considered the categories of
Opoet 6 and O6musiciand very closely conne
figure of Orpheus was concerngdn L 6 A e Dictiaf, Eustache Deschamps talks
about musicobds efifneg ot ¢ wodikv indlisng émusii @ ue
music) and 6 mus i°YHe thenmalains thaldsteth(s pivison, r y ) .
music and poetry are inseparable, comparing their unity to a mafdiage® mme u n
marriage en c onf'dohnSteverns suggests thatche enityofendrds
and music ceased to exist towards the end of the fourteenth century and into the early
modern era, as poetry came to be classified as part afgltbetoricaand music grew

%5 Calvin S. BrownMusic andLiterature: A Comparison of the Arféthens, GA: University of Georgia Press,
1963), pp. 44 5; Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=d&id=MED33843 accessed 02.05.2018; For a more detailed discussion of the relationship between
poetry and music in the classical and medieval periods, see James Andersodnfirapected Eloquence: A
History of the Relations Between Poetry and M{§iew Haven, CT: Yale University Press, 1981), particularly pp.
41 30, pp. 956. For a parallel study, see also Steven Salenhal Music in German Literatur@msterdam:

Rodopi, 2004

%6 Brown, Music and Literaturep. 45.

57 James I. Wimsatt and ThomastCh e |, 6 | nt The dnioo df Wards and Music in Medieval Poetry:
Symposium on Medieval Poetry and Musit. R.A. Baltzer, T. Cable, and J.I. Wimsatt (Austin, TX: University of
Texas Press, 1991), pa.14 (p. 1).

®See stanza 58 podliziAssentbly of Gageu.dO.LATrigg®(Chicago: University of Chicago
Press, 1895), p. 13, retrieved from
https://babel.hathitrust.org/cqi/pt?id=cool.4tB960/t8w95r18g;view=1up;seq=98

%9 John LydgateThe Fall of Princesed.H. Bergen, EET$London:Oxford University Press, 1924p. 165. Digital
edition byAnn Arbor, Michigan, Proquest LLC (2011). Retrieved frbttps://literatureproquest
com.libproxy.ucl.ac.ukaccessed on 11.05.2018.

®0 Eustache Deschamp@guvres Complétesd. G. Raynaud and A. Queux de Saiiiaire (Paris: FirmirDidot,
1878 1903) VII, pp. 269 70; CarpenteiMusic in the Medieval and Renaissance Universifgs 74 5; Wimsatt,
6Chaucer and Deé¥champsdé, pp. 132

®1 Eustache Deschamp®guvres Complétepp. 271 2; CarpenterMusic in the Medieval and Renaissance
Universties, pp. 74 5.
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in complexity beyond the reach of thmateur composéfHowever , 6époet musyka
is usedn The Assembly of Gotis mean not just a writer of verse but also a performer

of musig even at a time when the two categories were beginning to separate. Despite a

|l ooming period of specialisation, in Lydgate
poetry was still often combine&. d w a r d.ibdr Miges1474)suggests that the

dutiesofares qui re of t heapostCpirer acurad mdJéy| d (

6[i]n talking of Cronicles of Kings, and of o
synginges, or other actes marcealls, to help occupy the court, and company estraingers,

tillthetime r equi r e d®Imtlieorytieep, aver though lie.was not a

practising musicianC h a u ¢ e r wald llavendluded singing and playing

instrument$? The significance of music and musicians in medieval texts and the

interdisciplinarity of medie&l romancé entwining literary and musical culturés

have also been noted by literary schokarsh ageter Dronke, Brooke H. Findley, and

Melissa Furrow’> My own study is aimed at further bridging the gap between literary

and musicological approachesthe analysis of medieval romance.

From a literary standpoint, David Rollo stresses the perceived power of words
in the Middle Ages, bringing together the medieval disciplofggoetry and magic,
particularly during the rise of secular Latinaded later vernaculaliteracyfrom
around the turn of the twelfth centtRollo argues that the written word possessed a
kind of oO0verbal magicdéd in the Middle Ages: th
consequently to access ancient knowledge, gave anduadl a certain power and
status in society. The power of literacy was prestigious and potentially dangerous,
especially for the clerical class who felt that their prerogative wiag leacroached
upon byasecular elité¢” Rollo outlines the role of magin medieval society and

52 StevensMusic and Poetrypp. 34 6. For the division of music and poetry at the end of the Middle Ages, see
CarpenterMusic in the Medieval and Renaissance Universdigs Brown Music and Literaturepp. 45 6.

% Liber Niger, in TheHousehold of Edward IMed. A.R. Myers (Manchester: Manchester University Press, 1959),

pp. 76 197 (p. 136); Nigel WilkinsMusic in the Age of ChaucéCambridge: D.S. Brewer, 1979), pp. 112.

54 StevensMusic and Poetryp. xiii, p. 36.

% peter Dronkeyerse with Prose from Petronius to Dante: The Art and Scope of the Mixed €ambridge,

MA: Harvard University Press, 1998rooke H. FindleyPoet Heroines in Medieval French Narrativ@ender

and Fictions of LiteraryCreation(New York: Palgrave Macmillan, 2012fle | i ssa Furrow, O0Chanson de Ge
Romance i n TherEgploitatons®f Mediemal Romance e d . IL.. DAjschredjWeigsi | , and
(Cambridge: D. S. Brewer, 2010).

% David Rollo,Glamorous Sorcery: Magicral Literacy in the High Middle Agg¢Minneapolis: University of

Minnesota Press, 2000

57 For a discussion of the extent to which the medieval social context affected literature, see Charles Muscatine,
whose scholarship laid the groundwork for many modeitits by looking at the influence of the religious, social,

and financial changes of the fourteenth century in England, and the thematic and stylistic influence these contextual
pressures exerted over contemporary poetry. See, for exdPoeliey and Cisis in the Age of ChaucéNotre

Dame and London: Notre Dame University Press, 1972)Cévadicer and the French TraditidBerkeley:

University of California Press, 1957).
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medieval romance, providing a new perspective on a broad spectrum of work by

scholars such as Richard Kkdefer, Corinne Saunders, Linda Marie Zaerr, and

Michelle Sweeney?® The work of Joseph Ogtiis focused on a later periodjtthis

di scussion of the role of music useoft he ¢
music (instrumental and vocal) to encode connotative, symbolic meaning is valuable

for its methodological suggestiven&83.hese critical approacksopen the wayd my

own examination of msical magic in the second cagady,addressingomancesn

which music give protagonist power oveitheir environment

Magic was central tmedieval conceptions of musemndmusica speculativa
was closely tied to {(°KaheringSteel¢eBrakav of 6 nat
demonstrates a connection betweaerieties about the corporealitymsic and the
perceived power over thaffectof listeners™ Rollo argues that magic §ymbolc of
thepowerthatlanguage and literadyeld in the Middle Ages, monopoliség a
scholarlyelite. Due to the abuse of this system, certain medieval texts served as a
warning bothto the reader againstisappropriations ahis powerand to the listener
who mightle 6 enchantedd through I|istening to
romances concerned with magievill build on this scholarship by demonstrating that
this idea is prevalent in romance, where magic is simultaneenalylingand

dangerous.

Thepreceding account seivasabackdrop to my investigations Part IL In
the next chapter, | briefly turn my attentionth@ Old EnglishApolloniusin order to
provide a foundation for the tropes found in the later English tradition of music
romances,d whichApolloniusserves aanimportant precursofirst, however, | will

attempt to delineate the primary audience of insular medieval romance

1.3Determining the audience of medieval romance

% Richard KieckheferMagic in the Middle Age£nd edition (Cambridge: Cambridge University Press, 2014);
Corinne Saunder$/agic and the Supernatural in Medieval EnglRbmancdCambridge: D.S. Brewer, 2010);
Linda Marie Zaerrd Songs of Love and Love of SongsnWoiMsodove and Me
andLoveof Wordsin the Middle Agesandthe Renaissanceed. A. Classen (Tempe, AZ: ACMRS, 2008), 291
317; MichelleSweeneyMagic in MedievalRomance fronChrétiende Troyego GeoffreyChaucer(Dublin: Four
Courts Press, 2000).

8 Joseph OrtizBroken Harmony: Shakespeare and the Politics of Miisiaca: Cornell University Press, 2011).
0 Brokaw, Staging Harmonypp. 18 19. For further discussion of natural magic, see Sophie Riggc in the
Cloister: Pious Motives, lllicit Interests, and Occult Approaches to the Medieval UnfResasylvania:
Pennsylvania State University Press, 2013)kiedkhefer,Magic.

1 Brokaw, Staging Harmonyp. 19.
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Pinpointing the audience of medieval romance is a complendwatssary process for
reconstructing the contexts in which romances were cons(fifié. provenance,
ownership, and year in which the manuscripts preserving these romances were
compiled remain uncertain, as surviving evidenqeaishy’> Further complicatins

arise from the fact that we have no way of accounting for the total audience of any
given manuscript, which might have comprised, beyond manuscript readers, all the
active and passive listeners present during a particular reading or performance of a
text, the latter of which perhaps included household servafis: this reason, my
examination will focus omn 0 ma npaneasy audiencg made up of the intended
consumers for whom the manuscript had been compiled, and whose intention it was to
listen to orread the romanc®.This group consisted of the direct owner of the
manuscript, along with his or her family members and any guests or companions
present in the household. Of necessity, these primary consumers would have been
members of the medieval elitdttose who had an interest in literature, could afford to
commission such a manuscript, and who possessed the ability to read these romances.
Over time, participating in these activities became, in itself, a marker of belonging to
this group’® Such homogeriy across the various strata of the elite makes it even

more difficult to pinpoint the specific individual or group for whom these romances

might have been intendéd.

Beginning around 1300, individual lay patrons or private households began
commissioningand purchasing manuscriptgith a large portion of surviving
romances being commissioned during the fourteenth cefftuvile certain surviving
manuscriptssuch aghe Auchinleck, were luxuriously made, most romance

manuscripts are more utilitarian, but this functionality does not automatically imply an

Carol M. Meale, agdgedeamdnhaWwi eememd: inRendirgsir e and its Audi en
Medieval Romanceed. C.M. Meal¢Cambridge: D.S. Brewer, 1994), pp. 2@8 (pp. 20910).

3 Gisela GuddaFigge, Catalogue of Manuscripts Containing Middle English Romafischen: W. Fink

1976), pp. 17, 5 pp 200®,213¢Mc Dodgd de rmém @&@cine. Cloughd , p. 238;

6l ntroducti on: CRrdfessiom ¥ocationdndSaltare ie tate MedievalnEnglad C.H.

Clough (Liverpool: University of Liverpal Press, 1982),ppi®6 (p. 2). See al so Derek Pearsall,
Romance and i Historidaladd EditormleSwdes in Medieval and Early Modern English: for Johan

Gerritsen ed. M. Arn and H. Wirtjes, with H. Jensen (Groningen: WeiMoordhoff, 1985), pp. 347 and Robert

Levine, 6Who Compo s eYdarbblok of Edglshk Studi@gr(199%) mpndiB3104,

" The idea of the primary audience in itself is complex and difficult to delineat®eea | e, 6 6m208;e men b o6,
Mc Donal d, &é6Fragmentsd, p. 238.
“Meal e, 66m208e menodod,

"®p. R. CossThe Foundations of Gentry Life: The Multons of Frampton and their Worldj 1370(Oxford:

Oxford University Press, 2010), p. 5.

“"Meal e, 66mdHe menodod,

®Hahn and Symon$y Me di ev a | R o nbaChacreodl, M.p .Me3abl4de, o6 Patrons, Buyers and (
Producti on an dBooRPBraoductidn anfl Publishing ié Britain 4378175 ed. J. Griffiths and D.

Pearsall (Cambridge: Cambridge University Press, 1989), pp3301
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owner being of lower status or unable to afford luxury itéh&milarly, ade luxe
manuscript did not necessarily betpto a member of the upper echelons of the
aristocracy’® However, Carol M. Meale gives the examples of expensivilge
manuscripts (Bodley 264, Harley 326, and Longleat MS 257) which furnish evidence
that, alongside the gentry and mercantile elites, sufrtiee readership of Middle

English romances came from the nobility it$&lf.

The rise in secular manuscript ownership and production in this period can be
attributed to the growth of elites beyond the aristocracy and an increase in literacy
amongst thigroup®?As we shall see, the same phenomenon accounts for the rise of
professional instrumesthakers in busy urban areas and locales associated with the
elite® In the late Middle Ages, the elite strata of society consisted of several social
groups (the nabty, the mercantile elite, the rural gentry, and the urban elite), which
are not always easy to disambiguate. The permeability of these categories, especially
outside the peerage, meant that one could simultaneously belong to several groups at
once®® Thelate medieval period facilitated the growth and expansion of the elite with
the inception of a rank below esquire, the gentlemarcategory which came to
include members of the rural gentry and urban, mercantile strata, and which made up
the majority ofromance readership by virtue of vastly outnumbering smaller groups
such aghe nobility®®

The gentry and urban elite read, commissioned, and circulated courtesy books,
Omirror of princesd texts, and medieval
knighthood ad gentilessesharing the same literary tastes as the upper echelons of the
nobility, although gentry and urban readers are usually associated more with Middle
English romances than French romarféd$owever, gentility was also a quality

8 GuddatFigge,Catalogue p. 19

®see Viscount Dillon and W. H. St John Hope, O6lnventor
of GI o WAchasotogical dournab4 (1897), pp. 278308 (p. 301).

iMeal e, 6 6mpo2tidd5. men oo,

82 GuddatFigge, Catalogue p. 26;Jeremy Montagu and Gwen Montadinstrels and Angels: Carvings of

Musicians in Medieval English Church@erkeley: Fallen Leaf Press, 1998), p. 18.

8 Montagu and Montagwlinstrels and Angels. 13.

8 ChristopherDyerd Househol ds Great and Small: Aristocratic Sty
England, 12001 5 0 0 ®he Elite Household in England, 11A®G50: Proceedings of the 2016 Harlaxton

Symposiumed. C.M. Woolgar (Donington: Shaun Tyas, 2018), p@83p. 5).

®Mi chael Johnston, 6The Househol #l 5a0n0dbhelElitd ktouseholgin Pr od u c t
England, 11001550: Proceedings of the 2016 Harlaxton Symposeon C.M. Woolgar (Donington: Shaun Tyas,

2018), pp. 98109 (pp. 958); Maurice Keen Origins of the English Gentleman: Heraldry, Chivalry and Gentility

in Medieval England, c. 1300. 1500(Gloucester: Tempus, 2002), pp. 101, 189; c hol as Or me, OEduc e
Re c r e a tGentrynGulfure in hatdMedieval Englanded.R. Radulescu and A. Truelove (Manchester:

Manchester University Press, 2008p. 63 83 (pp. 66,76)) ewe |l | , 6 Cul t uidal I nterestsbd
®%JuiaBof f ey and John J. Thompson, O6Anthol ogi eBookknd Mi s
Production and Publishing in Britain 1378475 ed. J. Griffiths and D. Pearsall (Cambridge: Cambridge

University Press, 1989), pp. 27316 (pp. 2912 ) ; Keen, oO6Chivalrybo, p. 43,; Me al e,

C
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ascribed to althe aristocracy, irrespective of specific rank, and the recognition of a
particular group termed O6gentlemend did not
but rather to show a connection in ideold§yn practical terms, thereforéhere was

no great dstinction either between different categories of the elite in terms of their

customs, ideals, social spaces, lifestyle, familial and marital connections, practices,

domestic life, and property ownership, or in their desire to invest time and money in
theacquisition of education and the pursuit of cultivated realfifipe interest of

familiessuch aghe de la Poles in romances concerned with chivalric ideas does not

imply an aspiration for social advancement, despite rare instances where such

advancemerdid take placé? Meale points tdHavelok the Danewhich describes an
audience of O6gode mend, suggesting that the
elite audience, who would have been its primary consutfiers.

Trilingual collections such as Harley22 further demonstrate the point that at
least some members of the gentry read in more than one language, and we know that
children of the gentry were sometimes taught additional languages from childhood, as
in the case of Margaret Plumpton, daughter ofkgbire esquire William Plumpton,
who at the age of four in 1463 could already speak Fr&¥nthother example is that
of Walter de Bibbesworth, a mithirteenthcentury Essex knight, who wrote a treatise
on language for a noblewoman named Denise de Monefigw assist her in teaching
her children French, though household chaplains or private masters may also have
been charged with teaching childr&he ability of elite women to read French is

suggested by the fact that many elite women owned romanices,avh made wup Ot he

second | argest generic grouping amongst women

w h o P*Aasdsuch, there is no reason to assume that only English texts were intended

for the gentry, or that these readers were any less discriminating, Eaédstor

202; Or me, OEducat 66dnForasuggestibhe af late medieval babk owmpership being even
more widespread than surviving evidence might suggeskateeHarris PafronsBuyers and Owner§he

Evidence for Ownership and the Role of Book Owners in Book Production and the BodkeliBook i n
Production and Publishing in Britain 1375475 ed. J. Griffiths and D. Pearsall (Cambridge: Cambridge
University Press, 1989), pp. 1i630.

87 Keen,English Gentlemam. 102.

8 GuddatFigge,Cataloguep. 43;Cami | | e, 6 Se ep. BOgForahe deveRmment of theyodncept of
gentility into the gentle class of the later Middle Ages, and its place among the late medieval &igersee

English GentlemarDy er , O Househol ds Great and.234nfalb2.6, p. 28; Meal e,
®Meale, 66g22@e meno6d, p.

PMeal e, 66200 Seemsdbrothd,st on, O6The Household6é, p. 95.
%1 Nicholas OrmeEducation and Society in Medieval and Renaissance Englamtion: The Hambledon Press,
1989), p. 170.

0 (

92Coss,GentryLifepp.21718; Johnston, 6The Househol do, p. 97; For a det al

medieval household, séécholas OrmeFrom Childhood to Chivalry: The Education of the English Kings and
Aristocracy 10661530(London and New York: Methuen, 1984), ppi 36.
SBMeale,6&Al | e t bép. B8Xk e s
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educated than consumers of An¢lorman literature, once agad@monstratinghat
romance collections had a broad, elite readership: the number of surviving bilingual
and trilingual collections suggests that, for a period of time, English aglb-An
Norman texts were consumed by readers of a similar social backgfound.

A number of manuscripts have been placed within an elite gentry milieu,
including the Findern Manuscrig€ambridge University Library Ff.1.6), fromid-
1440sDerbyshire, which halseen associated with female ownership and literary
interests” This collection contains one of two surviving copie$SafDegrevant
which | suggest falls under the category of music romance. We also know, for
instance, of East Anglian gentry familiesavbwnedde luxemanuscripts containing
the prose romance &fonthus and the Fair Sidoraad two versions dbeneridesand
of the Ireland family from Hale in Lancashire, who possessed coptis Amadace
The Awntyrs off ArthureandThe Avowynge of Kingrthur.?® Other manuscripts
containing music romances have been ascribed to possible mercantile ownership,
including Bodleian Library MS Ashmole 61, which contairee Erle of Tolous
Lybeaus DesconuSir ClegesandSir Orfeq andCambridge University lbrary MS
Ff. 2.38, likely to be of Leicestershire provenance, contaifimgErle of Tolous
Octavian Guy of WarwickBevis of HamptorandSir Degare®’

The range of materials in extant wills shows which texts were considered
valuable, including works afusic theory oat leasisomething approaatg theory in
the case oBoethius® This evidence suggests that elite men and women inherited
books on a broad range of subjects, from literary verse and histenrks onthe
natural world and mystical treatises such as those of Richard Rbtbse writings

touched on the powers of musid-or instance, Elizabeth Berkeley, the first wife of

“Meal e, 6 6mpo2tiid2. men oo,

SEor ot her romances associated with women, or commi ssi
me npd., 222; On womendés connection to the manuscriopt and
OriginsandMakdJp of Cambr i dge Uni v Eansactibng ofthe Gamlaidgg BidMdgraghital 1 . 6 6 ,
Society8 (1983), pp. 29833, andJula Bof f ey, &édWomen Authors aand Womenés
FifteenthCent ur y EWognknandd iéerature in Britajred. C.M. Meale (Cambridge: Cambridge

University Press, 1993), pp. 15 (pp. 16971);Ri t a | e Jeune, ®RoIld® AQiut t @ aier et d
F a mi CdltwwadNeolatinald (1954), pp.8557; June Hal | Mc Cash, &é6The Role of

V e r n a cCanhparatide Literatur&0 (Winter 2008), pp. 4% 7 ; Car ol WadMme iiesa | qgi @des and

in A Companion tiMedieval English Literature and Culture, ¢.1350150Q ed. P. Brown (Oxford: Blackwell

Publishing, 2007), pp. 7 0, and Car ol M. Meal e, 0ReCamuryfmglanttoThee n6s Cu
Case of Al i bediev@litas Reading the Middiges ed. P. Boitani and A. Torti (Cambridge: Brewer,

1996), pp. 81101;Meale,6 & Al | e t &.,pp. B2838e s

%Meal e, 6 6mpo2di@2. mendod,

“Meal e, 66gode mendd, p. 220.

®Jewell, 6Cultural Interests6, p. 137.

% For some examples, referdewell 6 Cul t ur al Homfurtleer esidence &f the seape of fénfale book
ownership, including amongst members of the prominent Percy familjlesde, 6 & Al | e t 6,8 Bokes

particularly p. 137 and pp. 143.
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Richard Beauchamp, Earl of Warwick, was the patron of the 1410 translation of
Consdation of Philosophymade by John Waltof{? Extant evidence suggests that
there was interest in romances from both male and female elite readers in the late
Middle Ages, and that various strata of the elite owned romances in French and in
Middle English: omance ownership is found in the Roos and Percy families, the de
Bohun family, and the household of the Earl of Cambridg&estators bequeathed
romance books to children, relations, and acquaintances of either genddeaad
suggests that Arthurian r@ances, particularly the Tristan and Lancelot texts, were not
only numerous and widely circulated but owned predominantly by woevem if we
must assumehey werdn French(a few examples notwithstandiny¥

Of known English copies, there are two exagspdf individuals from different
levels of the elite owning romance booRkscopy of a prosélerlin, explicitly
translated from French and predating Mal oryods
aristocratic ownership, as it belonged to Eleanor Guldefioh Kent, a member of a
family prominent in the court of Henry VII. An example of gerdrynercantile
ownership appears in the will of Isabel Lyston of Norwich (January 1490/91), which
leaves an English version Bartonope of Bloigbased on a twelftbentury French
romance) to her daughter, Margery, wifé/gilliam London, an elite landowner and
member of an influential mercantile famff$? In addition, there are a number of music
romancesvhich can be attributed to particular owneysssibly in Englistthough
sometimeshe languageemairs uncertain Margaret Talbot, the Countess of
Shrewsbury, c¢commi sGuya Warwlickcbracérmed Vitglged at e 6 s
ancestor, in approximately 1424, and Margaret Courtenay, Countess of Devon, lists

threeromancetet s in her will (dated 13907 1), inclu
Joan Beaufort ownedTistram along with other romancel 1420, the will oDame

Matil da Bowes, of Yorkshireposshblyiimts a book d&éya
English!®

10 For the parallel Continental example of the Countess of Artois who owned and travelled with Boethius texts and

romances in 1308 and 1313, see Susan Groag Bell, O6Medieval V
Ambassador s WomenGuodlPoeuir tieedVjddld Agesd. M. Erler and M. Kowaleski (Athens and

London: University of Georgia Press, 1988), ppiB®(p.154) and/argaret Wadé abarge Medieval

Travellers(London: Phoenix, 2005}, 70.

11 For a detailed discussion and examplesJsegt | , 6 Cul t ur alMealepiAr ket 6 6,p.Bok @88 ;
136 43.

2 Meale,6 & Al | e t b,ép BBAe s

BMeal e, 66mpo2di8. mend o,

Vi Meale,6 Al | e t b.ép BBFRe s
195 For further examples of elite women bequeathing and inheriting romances, incluidingmandLancelot in
the late Middle Ages, sédeale, 6 & Al | e t &,pp BBORamdewel | , 6Cul tur al I nterestsbd, p
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More direct involvement in manuscript production and annotatioargy the
elite serves temphasiséurthertheir interest in romance, asth the translations
made by the London skinner and elite merchant Henry Lovelich in the first half of the
fifteenth centuy (Cambridge, Corpus Christi College MS &0Ythe Findern
Manuscript (Cambridge University Library MS Ff. 1.6), from southern Derbyshire,
written in over forty hands and inscribed with many names of women who shared
kinship ties, suggestingitmayhavebn used as a%°Theinsaieed ds bo
names give us an idea of its readership and circulatiomtheé u s cprimagyt 6 s
audience would haviecludedmembers of the Findern, Shirley, Francis, and Cotton
householdswho appear to have had diverserggy interestsThis manuscript contains
Sir Degrevan{a music romance), along with two musical fragments, secular lyrics,
excer pts fQodessio@mamtssr asd some wor ks of Cha
The Parliament of Fow]gexts thematically concern&dth music and harmonyther
manuscripts which can be attributed to domestic circulation amongst a gentry milieu
include the two Thornton Manuscripts (Lincoln Cathedral Library MS 91, containing
OctavianandSir Degrevantand BL MS Additional 31042, caainingRichard Coeur
de Lior), made by Robert Thornton of East Newton in North Yorkshire, who was an
amateur compiler with an interest in both prose and verse romances, and the trilingual
Harley 2253, dated to after 13%9.

The lattermanuscriptreflectsthe vibrant literary culture flourishing in the
thirteenth and earffourteenth centuries in the Soutflest Midlands®®Thes c r i be 6 s
hand allows us tracethema nus cr i pt 6ludlawiarea aspound 1304 t h e
1349!%° The holographs in Harley 2253 contaiver a hundredameswhile none of
them can be identified as thea n u s cpatiorpwittdasy certainty, they do give us an
idea of the society in which the scribe would have worked, suggestipgtitommay
have belonged to gentle families in the Shhiggsarea near Ludlow® Revard offers
several possibilities based on these documents and the political contents of Harley

2253. One possibility is that the patron might have been Joan Mortimei (13281)

6 Meale, 6&Al | e t b.@.2B0kes

Y3johnston, 6Thei9Ho useaH cel, d @ 220 GupddatFide, Gadalbgue p. 45; Barbara

Nol an, O6Anthol ogi ziNmg mRinb & iadtidiesintkadtareey Manugdript: The Scribes,
Contents, and Social Contexts of BifitiLibrary MS Harley 2253d. S. Fein (Kalamazoo, MI: Medieval Institute
Publications, 2000pp. 289328 (pp. 2967);Car t er Revar d, 0 ScStudidsénthalHadleyPr ov e nan
Manuscript: The Scribes, Contents, and Social Contexts of Blitisary MS Harley 2253ed. S. Fein

(Kalamazoo, MI: Medieval Institute Publications, 2008, 21 110 (p. 62).

®corrie, 6Harley 2253, Digby 866, p. 441.

®Revard, 6ScrMealoe, ppam2rile MBSO O,

MORev ar d, ppS2adB.iFdr @ ddmparison to a later trilingual miscellany from the same geographic area and
social milieu,se€orri e, OHarl ey 21253, Digby 866, pp. 427
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or her son Sir John Talbot (131855), or membersf other influential lanebwning
famil i es-mag§n act efromathestiacalitg, uch as the Ludlows of Stokesay
Castle, influential wool merchants who had achieved knighthoddboasted
connectionsvith other prominent families such as the Fita®daand FitzWarins. The
ma n u s ccontemts sadggesinterest in Flemish clothiers, the state of property
taxes, and the wool tragihe political texts point to an affiliation with Richard
FitzAlan, Earl of ArundelandFouke le Fitz Waryran ancestral romance, specifically
references a Ludlow and Hodnet ancestor with familial connexdticthe Fitzwarins
The manuscript wasiost likelymade for a son of Sir William Ludlow and Matilda de
Hodnet, probably Sir Laurence LudldW.However, anther possibility lies with the

Cheynes of Cheney Longuville or, less likely, the Mortimers of Wigmore, and members

of prominent Obur ges sduchashe@latonsdracess r ank |l i n

Revard posits that the scribe himself might have beena memlmef a o6 newl vy

literate burgess, franklin, or knightly family such as the Lingens, and a person of

independent status producing the manuscript both for himself and for his hou$éhold.
Thede luxeAuchinleck Manuscript is one that has been hardptace within

a particular sphere of the elite. Several theories have been put forward as to the status

and gender of the original own€f Thorlac TurvillePetre proposea patron from the

peerage possessed of a taste for English romamoss likely a menber of the

prominentNor man chivalric families |isted i

as the Beauchamp or Percy famiftésFelicity Riddy usethe same list to suggest that

the patron was a noblewoman, Katherine de la Pole, pointing to thi®ipsof

female interest in and patronage of English romarmsndtheir wellattested

interest in French romanc¢& Ralph Hanna Ill attributes the transmissiorsoifme

romance manuscripts across England to wealthy trading fasildsaghe de la

Poles, as well as to members of the urban Efiteearsall and Cunningham, as well as

A. I. Doyle, suggest a member of the wealthy London merchant elite towards the end

of the first half of the fourteenth century/.Peter Coss, stuihg the dissemination of

MRevard, ppXcrB,i7isl &5,

2Revard, p@Bcribed,

BMeal e, o66maAe mendod,

14 Thorlac TurvillePetre England the Nation: Language, Literature, and National Identity, 12980(Oxford:
Clarendon Press, 1996), pp. 186

Riddy, 6The Auchinleck Manuscriptd. Katherine de |
105w 107.

118 Hanna,London Literaturep. 126.

"Derek Pearsall and | . OheAGehimeck Mamgukcdpin Natiahdl hibraryofdileocdt i on 6,
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Pol eds
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romance, propos& member of the rural gentag patrort*® All these suggestions

agree that the patramaswealthy enough to afford@e luxemanuscript, whether a

member othepeerage, country gentry, or mercantile efttdf the manuscript had

been prduced on speculation, rather than on a specific commission, as some scholars
posit, then the romance texts, whimmprisea large portion of the manuscript, were
evidentlyin sufficientd e mand t hat a 0 b ooork sthhogp 6mavowsd adr i
purchase™®° Whatever the means of production, romances were undeniably popular
among a broad spectrum of the medieval elite.

There is no way to delineate a single social group as the primary audience of
medieval romance. An examination of wills, inventories, and even the few surviving
autographs among manuscript codibefpsreconstruct the milieu in which these
romances were csumed, but there is a danger in interpreting these findings as a
complete catalogue of romance audiences because of the accidents of survival to which
such ephemera are prone. One can say that the primary audience was elite and wealthy,
with a certain dege of educational accomplishment, and one can also say that, by the
late Middle Ages, the pearapita size of the various strata of the elite, as well as
surviving evidence of manuscript ownership, suggests that the audience of specifically
Middle Englishromances was predominantly of the country gentry and mercantile
elite groups. In the next section, | examine the musical milieu of the late medieval
period to demonstrate that the same elite groups which participated in the patronage
and primary consumptioof romancesvereinterested in owning and learning to play

musical instruments.

1.4 Musical milieu in late medieval England

Scholars of medieval music and educatiaidely agredhat the ability to play an

instrument was moreidespreadn the Middle Ageghan today** As with

Books in and out of Cour tEndlish€aoart Euttunednrthed Latet Middle AgesHe nr y VI |
V.J. Scattergood and J.\8@herborne (London: Duckworth, 1983), pp. 183, particularly p. 165.

"peter Coss, O6Aspects of Cultural Diffusion in Mediev
H o o @astand Presert08 (Aug. 1985),pp.3Y 9; Meal e, p@2®Wgode mendod,

"Hanna, 6Auchinl eck Mandonkiteratirgpt25; Phillipa Hai@iman anH Klarianae, Ailes,

The Legend of Charlemagne in Medieval England: The Matter of France in Middle English aneNangia

Literature (Cambridge: DS Brewer, 2@0), pp. 17880; Turville-Petre England the Natioypp. 134 6.

120Tyrville-PetreEngland the Natiopp p. 113, 134; Timothy A. Shonk, 6A Stu
Bookmen and Bookmaki ng i nSpecalen6OEI1D85), pp. ZiLd (p.r83);dearsalllandCe nt ur

Cunningham, 61l ntr odvacntuisocnrd ,ptps.6,i xp;. Bdwar ds, 06
121 See BullockDavies,Menestrellorum Multitudpp. 26, and Frederick Crarxtant Medieval Musical
Instruments: A Provisional Catalogue by Tyjpes o wa : University |l owa Press, 1972

Instrument Making in Medieval England and Some Oxford Hégkers, 13801 4 6 6 Klusic anad Instruments of
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pinpointing the audience of medieval romances, determining the context of musical
learning and practice among the medieval elite is a complex process hampered by poor
survival of documents, instruments, and archaeological remaingnOwtedge of the
types of instrument prevalent in the medieval period, and the mihewnhich they

would have been played, muatgelyrely on documentary, literary, and iconographic
evidenceallowing for apossiby exaggerated portrait arising fraime latter two
kinds'*Most extant documents date frahe fourteenth and fifteenth centuriesd

the number of surviving instruments, or records of instruments, is unlikely to reflect
the number which had been originally produt&donetheless, for all the patchiness

of the surviving record, suggestive evidence survives of an overlap between the elite
communities who consumed music romance and the elite communities who were
actively engaged in musical practice, if not dksmiliar with some degree of

theoretical knowledgdt has also been suggested that the same scriptoria which
worked on producing and illuminatirgge luxeliterary manuscripts were also engaged

to illuminate and produce collections of polyphony. Accordingly, suahuscripts

may have shared similar sites of production, spheres of circulation, and constfimers.

Some figures who were patrons of household chapels and of composers were
also owners of romance manuscripts, such as Mard@eaufort, daughter of John
Beaufort, Duke of Somerset and mother of King Henry™AFor men and women
from the wealthy echelons of medieval society, the ability to play an instrument, sing,
and compose verse was considered a valuable accomplishment because these skills

were integrhto many elite social rituals, the domestic sphere, and the battl&feld.

the Middle Ages: Studies on Texts and Performaviagorum Collected Studig@\ldersiot: Ashgate, 1997), Ch.

ll, pp. 44i 67; Howard Mayer Brown and Keith Poldnstrumental Music.1300c. 1 5 th®bsjc as Concept

and Practice in the Late Middle Age=d. R. Strohm and B.J. Blackburn (Oxford: Oxford University Press, 2001),
pp. 97 162; For classical and medieval authorities on the necessity of aristocratic musical learn@gnegerom
Childhood pp. 167 70.

122 Crane Extant Medieval Musicall Instrumentsp. ix, 26; MontaguMusical Instrumentsp. 22.

ZKermode, 6ThelOM&rchantsd, pp.

124\Wathey,Royal and Noble Householdsp. 14 15.

125C.M. Woolgar,The Great Household in Late Medieval EnglgNéw Haven, CT: Yale University Press, 1999),
p. 177.

126 Orme,From Childhoodpp. 1657;Ni chol as Or me, 6 The EHBnglishaCourtCuituroii t he Courti e
the Late Middle Age®d. V.J. Scattergood and J.W. Sherborne (London: Duckworth, 1983),ii85. @3 83); J.

Mi chel e Edwards, 6 Wo méNomédnand Musis:iA Historgd. Kec Rendle {intli&n@pblis: i n

Indiana Uniersity Press, 1991, 2001 reprint), ppi 28 (pp. 37, 490Howar d Mayer Brown, &6Songs afte
How the Aristocracy Entert ai ne MusitahPevata: ®ik RolesderiMasikimhe Fi ft eent h
Privaten Lebeped. M. Fink, R. Gstrein, and. Mossmer (Innsbruck: Edition Helbling, 1991), ppi 37 (pp. 41

3); Bullock-Davies,Menestrellorum Multitudpp. 266K ar i n Pendl e, 6Musi cal Women in Early
Women and Music: A Histored. K. Pendle (Indianapolis: Indiana Universityd3rel 991, 2001 reprint), pp. 530
(p.66).There are extant didactic medieval treatises touching on

the anonymouk a c | e f (fifteeitA ceoturys, written for elite women of noble and gentle classes, and the
Italian Del Reggimento e costume di dormyaFrancesco da Barberino (1268848). For further literary and visual
examples, seCarol NeulsBates,Women in Music: An Antholggf Source Readings from the Middle Afiésw
York: Harper and Row Publishers, 1982), pp. 2B
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Froissart relates that Sir John Chandos was obliged by King Edward to sing some
songs which his minstrels had brought back from Germany, and in 1363 Lord de
Coucy won the prize for singing and dancing in a competition at court, which suggests
that amateuperformanceplayed arole in the entertainment provided at elite
gatherings?’ Beyondtheir patronage of secular and religious music, many elite

figures, from the royal family and upper aristocracy to wealthy urban merchants and

gentry, were skilled musiaisthemselved?®

Medieval romances such 8g TristremandSir Orfeooffer a detailed
depiction of the musical education of their protagonists. These ideals of cultural
attainment are not entirely the stuff of fiction as they reflected the virtues aisd ade
romance audiencé$’ Children in elite househotttould be taught by their masters,
professional minstrels, and members and servants of the hous&éd.overed
fragments of musical instruments made for the hands of a child show that musical
learnng was part ofomemedieval childenrd s upbri nging, though
survive concerning the process of musical teachih@/ealthy amateurs across the
strata of the elite, who could afford tutors, tended to lbasfsoft) instrument$®
Extant recordshow that merchants and gentry purchased instruments and paid for
tutors to master them, took instruction in singing, and even purchased written
repertory'®* One such example is that @eorge Celya wool merchant belonging t
the Staple Company in Calais: Celygaged Thomas Rede, a professional harper, as
his music tutor in 1474, in order to learn the lute and harp, and did so again in 1475, to
revise the pieces which he had learfid.he evidence of the education provided i

such establishments as the Inns of Court further suggests that, as with their reading

127 3ohn SouthworthiThe English Medieval Minstrgh. 102; Constance BullodRavies(compiler),A Register of
Royal and Baronial Domestic Minstrels 127372 (Woodbridge: ThéBoydell Press1986) p. xiv; Orme,From
Childhood pp. 163 6; Jean Froissar€hronicles ed. G. Brereton (Harmondsworth: Penguin, 1978), p. 168.

128 Byllock-Davies,Menestrellorum Multitudop. 26;Br own and Pol k, 6198,4¥r ument al Mu
Nicholas Orme, 6The EHnglisheCourt Cuitureiri thetLateeMiddle Agest. V.2 r 6, i n
Scattergood and J.W. Sherborne (London: Duckworth, 1983), pp56B. 65).

130 Orme,From Childhood pp. 167 8; SouthworthMinstrel, pp.142 3; PetersMusical Soundsp. 183.

131 Gilchrist, Medieval Lifep. 153. OrmeMedieval Childrenp. 9;Ri chard Rastall, 6The Mins:

Households in England, 13301 5 0 0 ©he Elite Household in England, 110%50: Proceedings of théd26

Harlaxton Symposiuped. C.M. Woolgar (Donington: Shaun Tyas, 20p8),23757 (p. 249) Edwar ds, O Wo men

i n Musi $eé als®me,Fdrf Childhood

132 petersMusical Soundsp. 183;0rme,From Childhood pp. 16374, 17880;0r me, 6 Educati on and

pp. 66, 76 0rme,Medieval Childrenpp. 165, 1768;Br own and Pol k, 61l nst f9upment al
157;Page, -lonSsttrrinngent Makingdé, p. 59.

¥pendle, 6Musi cigd(p.68pmend, pp. 57

134 Alison HanhamTheCelys and their WorldCambridge: Cambridge University Press, 1985, 2002 reprint), p. 33;
Rose,Calais p. 106;Theodor Dumitresculhe Early Tudor Court and International Musical RelatigAfdershot:
Ashgate, 2007), pp. 58; PetersMusical Soundspp.185 6, 252;Spring,TheLute, pp. 28 9. For further

information on the songs that Cely wished to learn, see David FallowsAe&gatalogue of Polyphonic Songs,

1415 1480(Oxford: Oxford University Press, 1999).
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ability, members of the medieval gentry community possessed varying degrees of

musical literacy®

Extant evidence of strumentdrom the period covered by this thesgare,
and only a dozen surviving instrumeptedate 1508° Scarcity of instruments from
the medieval period can be attributed to several factors, such as the poor survival in the
soil of materials which were most commonly used in the production tofitnents,
including wood, leatheparchment, horn, and lead or tin alldy$Mostexcavated
fragments pertain to remains of simplerore durablénstruments from the lower
ranks of society, but fragments of instruments of a higher status asoaistimes
found in such places as the London waterfront $i&String instruments are
represented in the archaeological record by such remains as tuning keys and pegs, and
occasionally even minor wooden fragments and tail pidices,sites around
Britain.*? Such finds suggest that musical instruments played an important role in
households across various strata of medieval so€i&utes have a particularly high
survival rate, with the greatest frequency of finds located at urban sites and sites
associate with the elite’** Poor survival does not translate to a lack of popularity:
there are no extant medieval l utes, thanks to
construction, even though it was one of the most popular instruments of the late

medieval ad early modern period$?

Monetary worth is another factor influeng the survival of musical
instruments and their presence in wills and property lists. Most functional instruments,
even those owned by the highest echelons, were relatively inexpensivbuanvould
not have been preservEdIn his work on the medieval lute, Christopher Page found

only fourteen instances of instruments appearing in printed collections of English

135Tim Shaw,6 Mu s i ®ebtry Ciilture irLate Medieval Englanced. R. Radulescu and A. Truelove
(Manchester: Manchester University Press, 2005), pg.6lb(Qp. 163).

136 Crane Extant Medieval Musical Instruments. ix.

137 Gilchrist, Medieval Life p. 115;Jeremy MontaguThe World of Medieval &enaissance Musical Instruments

( New Yor k: The Overl ook Press, 1976, 1980 Theeprint), p . 22; A
Medieval Household Daily Living ¢.1166145Q ed. G. EganWoodbridge: The Boydell Presgpp. 28390 (p.

284).

138 Crane Extant Medieval Musical Instruments p. i x; Wardl e, 6é6Musical Instrumentso, f

139 Gilchrist, Medieval Lifep. 131;War dl e, 6Musicali6lnstrumentsd, pp. 284

140 Gilchrist, Medieval Life p. 163; MartinBiddle, Object and Economy in Medieval Winchestetefacts from

Medieval WinchesteR vols. (Oxford: Clarendon Press, 1990).

1 Gilchrist,Medieval Lifepp. 153, 168; H. Leaf, o MerehkingandShafingne Fl utes i n |
Beastly Bodies: Animals in Material Culture in the Middle AgesA. Pluskoski(Oxford: Oxbow, 2007), pp. 11

17.

142 5pring, ThelLute, p. 6.

143 Montagu,Musical Instrumentspp. 80 81.
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wills.*** Such instruments tended to be predominati#lyuxemodels, and mangf

them would have been made for display rather than function, as sound quality often
suffered from highlydecorative constructiol{> Jeremy Montagu offers the example

of valuable ivory instruments of later periods, which had very poor tonal quality, but
which survivemore frequentlyhan their usable equivalerifS.Such instruments

would not have been used in performance by musicians, even though we often see
their like produig beautiful music in romance: any such scmwegoes realism and

operates a nore symbolidevel.

The British Museum citole, which has weaarks on the trefoil and neck,
shows that some elaborate instruments were capable of good tonal quality,
unhampered by their decorative carvinggen these were probably reserved for
specialfunctions'*’ The citole is the only instrument of its kind extant in such a good
condition, and it would have been a costly item in the fourteenth century, yet even
such a valuable piece was remade into a violin in the sixteenth c&fitargtudy by
PhillipLi ndl ey pl aces the instrumentoés prove
an area of elite manuscript production and consumption. The resemblance of the
carvings on the citole to fourteentientury decorative carvings and marginal
decorations in marseripts allows us to date it t 1300 1330 and to determine the
broader social and cultural milieu for which it would have been made, as it implies a
deliberate connection between literary culture, manuscript decorations, music, and
visual art** Alice C. Margerum ventures the possibility that it was made for an elite

woman, and it would certainly have been beyond the means of an ordinary mifistrel.

YChristopher -®amteur y Tlhiet el:5the w EarydMudiod,dNb. &, PluckedbtriSgo ur c e s 6,
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McWilliams (London: The British Museum, 2015), ppivx ; Li ndl ey, O0The D#cAiceati ve S
C.Margerumg A Al i oquin Deficeret Hic Instrumentum Il 1l ud Mul't
and Literature c. 12G@ 4 0 0 Bhe British Museum Citole: New Perspectjvas. J. Robinson, N. Speakman, and

K. BuehlerMcWilliams (London: The British Musen, 2015),pp. 189 (p. 33); Tayl or, O6Love
41,

149 For a detailed discussion of the resemblance of the citole carvings to fouteahity carvings in stone and

wood, and English manuscript decoration such as those of the Peterbordteyh(Befare 1318) and Ormesby

Psalter (c. 1310) see Li ndl5eandAlexariiér,don®harcand Binski, Raal Scul pt |
(eds.),The Age of Chivalry: Art in Plantagenet England, 12D0€00(London: Royal Academy of the Arts and
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Very little is known about the clients who might have purchasstuments>*
Few craftsmen were devoted alyglto the production of musical instrumemsdiich
wereprobablysold more widely and by a broader range of craftsmen than the evidence
would have us suppos& The growing number of craftsmen who specialised in the
making of string instruments in the foeenth and fifteenth centuries suggests a rising
demand which coincides with growing ranks of the urban merchant®litendon
harpmakersuch aslohn Bore and Robert Somerton (activé416), and John de
Toppclyf of York, purveyed a trade in more costigtruments which was much more
lucrative producing luxury instruments for an elite mili|mnging fromwealthy
merchantsto the nobility, andeven tathe king*>* Thede luxeharps produced by
Bore, two of which were purchased Henry V, could cost around 4@d.7 such
instruments were likely of a kind with the British Museum cifSfExtant records of
functional instruments owned Ipyofessionaminstrels and elite amateurs suggest they
wereusuallyworth roughly between 4d. drés. in the fourteenth and fifteenth
centuries>® A more expensive example is also seen in the instance of Robert
Wolvedon, treasurer of the York Minster, who lists bottteaicymbal and a lute,
jointly valued at £4, in his will of 1432, which he lefttbomas Gednay, one of

several gentlemen he was educating in his houséfold.

These records confirm the wider existence of functional instruments in elite
hands and their relative value, and show the difference in pricelaitixe
manuscripts of the periodt is plain to see why mundane instruments may not have

ordinarily warranted a place in wills and inventory rolls, and it is likely that the

Weidenfed and Ni col son, 1987), catal ogue number 521; Mary Remnar
GSF18 (1965),pp. 108 ; Mary Remnant and Ri charMusicdadClisationdo A Medi eval Gi't
The British Museum Yearbodk(1980), pp. 88134 (p. 98 101).

*Margerum, 6fAlioquin Deficeretod, p. 33.

B'ror further detail about surviving doculnstumers and names of i
Ma k i n g 667, pargicularly gt 49, and Gretchen Pet&is Musical Sounds of Medievaildhch Cities:

Players, Patrons and Politiqg€€ambridge: Cambridge University Press, 2012).

2page, -16nSsttrriunnge nt  MaiB; iPetaysMysicab Soundsgp818675 7

page, -l6nSsttrriunnge nt Waki ngd, pp. 54

%“page, -16nSsttrriunnge npp.58Ma ki ng o

®page, 60dret syt hLut ed, p. 19. For Extractséromdhetssue Rollsofo st s, see F.
the Exchequer HenryTIHenryVI( London, 1837), -Imst3@ammenRadvakintdér,i pg 47.

1% gee, forinstancd® a g e, -16nSsttrriunnge nt  MeskThenFguhdatiopspp. 38,248Spring, The

Lute p. 18;Household Book of John, Duke of Norfolk, and Thomas Earl of Surrey, temip14881ed. J.P.

Collier (London: W. Nicol, 1844), pp. xxiii, 21&8ullock-Davies, A RegisterP a g e , 60eéhret WSyt hLut e d, p .

19; Hanham, 6 Mus.i cal Studi es o6, p . 271

157 Orme,From Childhoodp. 168 Testamenta Eboracensiad. J. Raine, vol. I. (Surtees Society 4, 1836), pp. 91

2. For a comparative example of the cost of lodgings, robes, livestock, and fo&prsggThelLute pp. 28 9 and

Al i son Hanham, 06The Mt xindalr yStWodihe Rédewofttagishidtydidés e nt h

No. 31 (1957), pp. 27@ (p. 273)
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majority of instruments circulating amongst the elite were cheap and funcfibeal.

rare occasions, instrumemts appear in comprehensive medieval inventory lists, such

as the fifteentkcentury register kept by the Chancellor of the University of Oxfotd.

Such records demonstrate the wigead presence of musical instruments across the
social strata, showing thaimple, useable instruments were inexpensive enough to be
affordableby poorer members of the gentry, but were also owned by the upper
echelons of the medieval elite. HemBglingbroke, later King Henry IV, was praised

for his musical skill by a contempamy, while extant documents prove his musical
inclinations, showing that he purchased a recorder iniT388, worth 3s. 44°
Henryodos first wife, Mary de Bohun, was a
for her harp in 1387.388 and we know that etsang while Henry played the recorder
during his stay at Monmouth in 1388He nry | V6 s oaneotNavade, also f e ,
had an interest in music: she had her cithara (harp) repaired while imprisoned at Leeds
Castle in late 14182 The son of Henry IV anMary de Bohun, later Henry V, was

also brought up to be musical: in 139396, Henry IV rewarded a man for presenting

his then teryearold son with a harp, and additional harp strings were purchased for

the boy in 1397%3Many years later, in 1420, wherehty V was on campaign in

France, he purchased new harps to be sent for him and his queen, C&therine.

The above overview is not comprehensive, but offers a-sexsgsonof
instrument ownership across strata of the medieval elite, from the royal halgehol
the country gentry and wealthy urban merchants. These are the same social groups
whowould haveconstitutedhe primary readers of medieval romaridéerary interest
can also be found, albeit later in the fifteenth century, alongside ownershipiodmus
instruments: in 1471, Lady Elizabeth Bruyn of Essex left a double harp and a copy of

®page, 60dret Wrsy hLizd.e6, pp. 19

page, 6Qédret rs5yt hLuted, p. 19. The instruments |isted i
hornpipe valued at 1d., and two harps valued at 4d. and 2s. respédctvdyyone of these instroents is valued

above 10d.

160 Orme,From Childhoodpp. 165, 1690r me, 6 The Educ at i oHarisorfMusicine Courti er 6
Medieval Britain pp. 22021. See BL Additional MS 35295, fol. 26ZNA, DL 28/1/2 f. 16v.andTNA, DL

28/1/2/ f. 25v.

181 Souhworth, Minstrel, pp. 111 12; Orme,From Childhoodpp. 1656, 169;0r me, 6 The Educati on
Cour t i eHafdisonMusic iBN8edieval Britainpp. 22021.See BL Additional MS 35295, fol. 26ZNA, DL

28/1/2/ f. 25y and TNA DL/28/1/6 £.36. See also James Hamilton W¥listory of England Under Henry the

Fourth, 4 vols. (London: Longmans, Green and Co., 18898), vol. lll, p. 325, vol. IV, pp. 17@0.

2A  R. Myer s, dGRéyal Wikl phie Household Aauiits of Queen Joan of Navarre, 1449 6 ,

Bulletin of the John Rylands Librag4 (1940), pp. 263284 (pp. 267, 269)C.M. Woolgar,The Senses in Late

Medieval EnglandNew Haven, CT: Yale University Press, 2006), p. 241.

183TNA DL/28/1/6 £.36. SouthworthMinstrel, pp. 111 12; Orme,From Childhood p. 166. See also Wyliéfistory

of England vol. Ill, p. 325, vol. IV, pp. 17080.

164 southworth Minstrel, p. 114;0rme,From Childhood p. 166; Frederick Devon (edBxtracts from the Issue

Rolls of theExchequeHenry Illi Henry VI(London: J. Murray, 1837), pp. 363, 367
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The Canterbury Tale® a man named Robert Wals&fl The miliew of music

consumptiorand romanceonsumptiorsuggestively align.

1.5The musical ethos of late medievahanuscripts

Of the thirty-eight late medieval insular manuscript volumes that house the corpus of
twenty-five music romanceas classified byhis thesis, some contain a considerable
number of music romances (six manuscripts contain three or more, aodrnaies
eleven), and in certain instances particular music romances appear toggether
circulatingin ways that seem more than purely coincidefiatis and AmilouyBevis

of HamptonRichard Coeur de LiorandSir Degaréco-circulate in the Auchinleck
Manuscript and British Library MS Egerton 2§6®1oreover, of these fouBevis of
HamptonandSir Degaréalso cacirculate in Cambridge Ff.2.38; aBavis of
HamptonandRichard Coeur de Lioalso cecirculate in Gonville ad Caius MS
175/96)'°° Non-romance texts in manuscripts containing music romances also
sometimes possess suggestive musical resonances or musical leanings, creating a
network of musical associations that might have been recognised by, and held

significancefor, the intended audiencd¥.

An excellent example of a codex densilgd with musical contents ighe
Auchinleck Manuscript, which contains a striking number of music romances
(including the tropéneavySir Orfeq Sir Tristremthe6 St an z ai ar@ick@ody o f
Bevis of Hampton®® The consecutiveplacement oSir Tristrem(ff. 281r.4 299, stub)
andSir Orfeo(ff. 299, stulb303r.a) romances of two famous harpers, directly after the
psalmDavid the King(ff. 280r.li 280v.b), a source often credited as a key origin story
for the harpehero in the Western literary tradition, suggests that the compiler of this
manuscript intentionally groupetdesemusicthemed texts together. A structurally
different kindof textin the volumethe fragment oThe Seven Wise Mastdft 84 r.b
stuld 99v.b), which recasts the anci€&dven Sages/cle within the framework of

metrical romance, is also concerned with the theme of learning and the acquisition of

5 Meale,6 Al | e t b@. 1B0k es
166 5ee Appendix D.

167 See Appendix B.

168 GuddatFigge, Catalogue pp. 1216.
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the liberal a, including music®® Elsewhere, e musical competence of at least some
readers isntimatedby the rare extant example of musical notatioa @edex
containingmedieval romance, in National Library of Scotland MS. Advocates 19.3.1
(second half of the fieenth century), a miscellany of coungggntry provenance from

the Derbyshire area later used as a commonplace'bok.

The contents of Harley 2253 likewise reveal sustained connections to musical
thought. Beyond a music romand¢ér(g Horn, fols. 83i 92v), this manuscript
contains one of the most significant gatherings of English secular lyrics dating from
the late thirteenth and early fourteenth centuri&€Some of these lyrics take the form
of carols, pastourelles, and revedies, the latter two forms asswbevith French
song'’? These songs includeeroy Chaunsoffol. 76r), a lament of a rejected lover,
The Meeting in the Wodgbls. 66V 67r), andLenten ys come with love to touiha.
71v.a) a MiddleEnglishpastourelleandAlysoun(fol. 63v), a Middle English song of
springtime love. The proximity of these musicalhflected lyrics to the romance of
King Hornis unlikely to be coincidental: these examples are all found within booklet 5
of the manuscript (quired I1), in the hand of Sdye B, which suggests that the
material concerned with musical ideas was deliberately placed within the same
booklet some musical elements are found in other bookbetsSuch a diverse
exploration of musical themes also suggests that the intended audiasthave had

at least a passing interest in secular medieval music.

The manuscript also has raomance poems which explore the role and figure
of the minstrelThe AngleNormanL e Jongel ur dOEI yiinet | e
booklet 6) might have been ertded to play off the minstrel episode«ing Horn
and possibly those in romances found in other manuscripts too, sBohCisgesand
Sir Orfeq calling up, only to invert or modify, similarities with those teXtsit

introduces the figure of a wandeg minstrel who encounters tieng of England in a

189 The Seven Sagisalso found alongside several music romances in Cambridge, University Library MS Ff.2.38,
which also contain®ctavian Guy of WarwickSir Degaré Bevis of HamptonandLe Bone Florence of Rome
170 5eeThe Digital Index of Middle English Vergettps://www.dimev.net/Records.php?MSS=NLS1931

"Theo Stemmler, O6Miscellany or Anthology? The Structu

E x a mprl Séudies in the Harley Manuscript: TBeribes, Contents, and Social Contexts of British Library MS
Harley 2253 ed. S. Fein (Kalamazoo, MI: Medieval Institute Publications, 2@0)111 22 (p. 111); Nolan,
6Ant hol ogizing Ribaldryo, p. 296.

172 GuddatFigge, Catalogue p. 46;Ruth J.Deanand Maureen BoultonAnglo-Norman Literature: A Guide to
Texts and Manuscripi&éondon: AngleNorman Text Society, 1999), p. 77, ltem 13nisanna Greer Fein (ed.),
The Complete Harley 2253 Manuscrigol. Il (Kalamazoo, MI: Medieval Institute Publications 120, retrieved
from https://d.lib.rochester.edu/teams/publicationAkarley2253volume 2, accessed on 15.05.20T%omas G.

Duncan, o6Middle Engli sh LyrAQCospaniod®the WMidde BEndlisiELgriedt or i a |

T.G. Duncan Cambridge: D.S. Brewer, 2005), pp.i B8 (p. 19).

P

rornonmusical parallels, see NBWBaoA 3116 Ant hol ogizing Riba
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wood and proceeds to mock courtly chivalric affectations and to instruct the king in the
importance of moderatiof’As i n music romances, the use of
is evocative of moderation (Omesured encompas
Omusi cal meterd6) and tempering for good condu
this vocabulary of musicalinformed moderation had a certain currency among

readers and owners of chivalric and minstrel narrafi(’®sEhe jongleur is permitted to

speak boldly to the king, who eventually finds wisdom in his words: instead of a

physical challenge, which a reader might etpe such a setting, the king must

unravel the sense of t lnewaremasd’Agimmahyds ri ddl es a
music romances, the minstrel wears a musical instrument around his neck like a badge

of officeT in this case, a richly decorated drum. g tepiction of the instrument

recalls not only the unique status enjoyed by musicians in romance, for whom

instrumens, crucially,provide access into elite spaces, but also the way the identity of

the musician is closely tied to the music with which figare is associated.

Musical literacy (in the sense of technical understanding of notation) outside
liturgical contexts was not widespread in this pefi@h exception to, more than a
rule of, the transmission of lyric textsso it is likely that a copiler would not have
distinguished between literary lyrics that were intended for reading and songs intended
to be sung, and would have few qualms binding them togEth@arols, in particular,
were a form that was structurally compatible with singing,raady survive with
music’’® Certain secular lyrics that lack notation in one copy will have been copied
with music in another, suggesting that at least some of them were meant to be
performed, and that the lack of music in, for example, Harley 2253 does not
necessarily mean that none of the lyrics was ever YdSyisannéeinproposes that
Blow, Northern Windfols. 72v.a73r.b), a secular love lyric in carol form, was

6obviously designed for singingd based on its

"Nol an, 6Anthologizing Ribaldryd, pp. 294, 302.
175 Middle English Dictionaryhttps:/quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED27525 accessed
on 04.0418; CarterDictionary, pp. 267 8.

Nol an, 6Anthol ogii80ng Ribaldryoé, pp. 297

177 Andrew Taylor, Textual Situations: Three Medieval Manuscripts and Their RedBitadelphia: University of
Pennsylvania Press, 2002), p. 20. For further discussidre afarol, see Deeming§ongs in British Sourcedohn
Stevens (ed.)Mediaeval CarolgLondon: Stainer and Bell, 1958); and David Fallosnry V and the Earliest
English Carols: 14181440(New York: Routledge, 2018).

Karl Reichl, 6Thel MEotidahien tofhe Witidie E£mglisiClayied. T.G. Duncan
(Cambridge: D.S. Brewer, 2005), pp. 130 (pp. 15860).

Thomas G. Dunc anACompanon to thelMiddle Englishdyriedi TrG. Duncandambridge:
D.S. Brewer, 2005), pp. Xiikxv (pp. xxiiii xxiv).
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in stanzas 2, 6, and 9, and the strong suggestion that its origins lie in olesorigfk°
However, it is worth noting that stanzaic form could also simply be an inheritance
from a sungyric tradition, or even an aspect of the literary lyric unrelatesbrug®*

Harley 2253 also contains an ABC for women (bookldbl3, 4911 50v), an alphabetic

l' ist of womendés virtues, which may al so
stanzas®® There is such a rich variety of musidented material in this coehat its
compiler seems to presuppose some musical knowledge and interest from its primary
audience and owners. While there are no examples of music theory even in a
manuscript so steeped in musical ideas, implying that this is a collection more
interesed in performance and the ubiquity of everyday music than in an academic
exploration of more philosophical, abstract musical ideas, this absence does not
necessarily mean that such an audience would not have been able to appreciate the
nuanced interplay dfarmony and the symbolic role of instruments in the text. Theory

is not found in collections of romance, even though readers may have simultaneously

owned a book of Boethius and a collection of romance.

A final important example is Bodleian MS Digby 23;@mposite volume
comprisingtwo sectionsThe Song of Rolan@Part I, late twelfth century) and
Cal ci di usd t r aimaeudRarti, early twelfth cBnkury)t aotéxtswhich
i ncludes a discussion of musioleofshe power s.
oliphant in the narrative) are centralRoland which implies that the two works may
have been bound together deliberately: the two halves were already kept together by
the thirteenth centur}?>The manuscript contains many glosses fromhegfth to the
fourteenth century, demonstrating continued interest and study of its cdfifétsic
can also be found sharing a codex with Breton lais in British Library MS Harley 978
(last quarter of the thirteenth century), a monastic trilingual niégsoelvhich contains
a broad range of materials, including both the lais and fables of Marie de France and
various musical pieces in English and La

icumen iné6, which is actompanied by musi

180 seeDeanand BoultonAnglo-Norman Literaturepp. 66 76. For the discussion &low, Northern Windsee
Fein,The Complete Harley 2258ol. Il, retrieved fromhttps://d.lib.rochester.edu/teams/text/foiarley2253
volume 2-article-46-introduction accessed 17.11.2019

Blpuncan, 61 pptxxiioxdiwct i ono,

182 peanand BoultonAnglo-Norman Literaturepp. 11516, Item 201.

183 Taylor, Textual Situationsp. 3.

184 Taylor, Textual Situationsp. 44.

185 Taylor, Textual Situationspp. 5, 83.
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From this swey of documents, the musical and the literary are found coming
together within the space of individual codices, suggesting that, in many cases, musical
and literary cultures appealed to the same kinds of readership and seem to presuppose
more than just @ssing or incidental knowledge of musical practice. This idea is
underlined further by my exploration of the use of musical tropes within music
romances, whiclsontendghat such references in romance are more than convenient
stock phrases. This visible enap between music and romance, not just in the same
broad social milieu but within individual codices, suggests a widgrcalation of
musical and literary ideablext, | offer a brief overview of medieval ideasnofisica
that played a role in shapitige tropes of music romance.

2. Music theory as a context for romance

The English romance tradition took shape in contexts highly attuned to music and
poetry in their incarnate, audible form@smposedperformed, and heard. It was also
highly responsive to the theoretical conceptions of miuaE a harmonic force

capable of moderating the movement of planets, as well as the humobesharntur

of men and women. The next section of this Introductiokdanore closely at the

ideas of musié that is,musica the conception formulated through the discipline of
musical theory that werecontemporary with musimmances. What ideas of music
were current at the ti masicWhasournesdid e 6s engagenmn
composers and readers of romance draw on to inform their understanding of the
musical behaviours agbmancecharacters and the symbolism behindexrt musical
interludes? How and where were these ideas disseminated, and, beyond thestradition
of romance, what other literary contexts engaged with the concepts of musical theory?
In the remaining sections of this chapter, | will trace the most important musical
authorities from the sixth century to the end of the fourteehtirtingthe

developnent of key ideas which came to influence the romances. | will demonstrate
how the diffusion of musical learnirgut of the clerical contexhade certain ideas of
musicaknown beyond the monastery and university walls. Lastly, | will trace the
influence ofmusical theory on medieval romance with a view to setting up arclose

analysis of this influence in Part Il of the thesis.
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2.1 Authorities and ideas: sixth to the fourteenth century

By the thirteenth century, the close association between music, astraradrtize
supernaturahad become standardisefkatureof the discipline ofmusica which was
construed as part of the quadrividfiwhile the learned debateer celestial tones
and intervalgontinuedo the end of the Middle Ages, thelief in the powers of

music remained unchalleng&t.As well as offering a brief intellectual history of the
medieval tradition ofmusical theoryin this sectiorl will show what king of context

for musica and ideas emanating from it, were availabla medieval secular
audienceThe ensuingverview of the theoretical commentary available to medieval
scholars vidBoethiusis by no means exhaustive, but will focus on aspeatsusical
theorywhich had a measurable impact on romances.

Medieval scholars and philosophers had access to a diverse body of writings
about music on which to base their own interpretatiomugica The most widely
read of musical authorities of the Middle Ages were Augustine of Hippo, Boethius,
Cassiodorus, angidore of Seville €. 560 636), and classitéearning was known
throughtheir work, which was in itself a gloss and revision of late antique ideas about
musical harmony. Christian Leitmeir has suggested ai@atg with the scholarly value
lent by calling upon ancient authority, thesedieval intermediariealso provided
behaviouraguidance'®® The saméind of guidance, | hope to demonstrate, was also
found in the romance# terms of musical learning, certain prevalent aspects of
musica especiallypgrai ni ng to the power of har mony
harmonic theory which spread out of scholarly corstartl intoa lay environment
influencing secular song, mystery and liturgical plays, and romafitégat followed
in the medieval period was a slogsevaluation of various strands miusical theoryas

the works of classical authors were adapted to new cortéxts.

18810 the medieval university curriculum, tgeadriviumconsists of four subjects (arithmetic, astronomy,

geometry, and music), which follow tiwévium (grammar, rhetoric, and logic), and together make up the seven

liberal arts, based on a classical model that encouraged logical thought.

187 Rankin Naturalis Concordigb p. 3.

B8Christian ThSinmAwtoritae nullanDésciplina esoPerfeciedieval Music Theory in Search

for Nor mat i v eBehveen @rdativityiandrNsrinaking: Tensions in the Medieval and Early Modern

Eras ed. S. Mullerand C. Schweige6tudies in Medieval and Reformation Traditidn€ 5 ( Lei d e n, 2012) ,
60.

¥Hamilton, o6Waltefi50f Eveshamd, pp. 154

190 jeserichMusica Naturalis p.-118;Gi | | e sAucBiitas@ereunbiabetNasum Boethius, Aristotle, and the

Music of the Spheres in the Th CitatioeanaAutmority in MediEvalr | v Four t
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B o e t atenpmominence in the study wiusicacan be partly attributed to his
place on the medieval university curriculum. It was largely through his translations
that classicamusical theoryincluding Ptolemaic and Platonic ideas) was studied in
the postantique erd® The chanceediscovery oDe Institutione Misica(c. 505) in
the late eighth century led to the prominence of Boedhiuginethe scholarly milieu
of Char | e ma g niegihe standard authprityrorennusia for well over a
thousand years after its compositf8hDe InstitutioneMusica together with
A u g u s Deé Musicd effers a complete overview of late antique theory as it was
known by medieval scholars. We know thattive workswere often studied as a
0 s ,@ppéaring bound together in manuscriptsinthe exampldromCh ar | emagne 6 s
court library. The two workwere still being produced in single codigeshe
fourteenth century’’1 s i d EBtymeldgiesalso survivein more than a thousand
manuscripts, along with citations by theoristsh aslacobus in hiSpeculum
Musicae Ugolino of Orvieto, and Marchettus of Padaal@74 1319) who combined

Boethian theory with his work oars nova™®*

Boethius remained strikingly popular among young scholars, earning the
chagrinof Bavarian monk Otlolof Saint Emmeram (eleventhrdeary), who
complainedhat clerls sometimes gave more weight to Boethius thahe Bible.**°
De Institutione Misicawas the only compulsory medieval music textbook, and
Boethian theory was on the syllabi of the universities of Paris, Oxford, and
Cambridge:®® This practice is demonstrated by a booklist dated 1@30 1245,in
whichit is the onlymusicaltext mentoned and an earlier bookligl213, which
belonged to the English scholar Alexander Nequam, and which recommends the
dnusicaBoech as a text which will g'%Vvhe a solid
Musica Speculativaf Johannes de Muris of the Sorbonael@90 1350) serves as a

testament to the continued relevance of Boethius: Johannes reworked it to respond to

andRenaissance Musical Cultyred.S. Clark and E.E. Leach (Woodbridge: TBeydell Press, 2005), pp. 29
(pp. 20, 28); Ha mis |hta onid , 71 66pBMall It, & B0 Poefa BN g s 6, pp. 379
191 Anicius Manlius Severinus Boethiusyundamentals of Musijtrans. C.M. Bower (New Haven and London: Yale
University Press,1989rom Arithmetic Prefaecio(4.27 5.4).

192 Bpethius,Fundamentalsp. xx; JohnHollander, TheUntuningof the Sky: Ideas of Music in English Poetry
1500 1700(Princeton, NJ: Princeton University Press, 196p),24 5 ; R a Makuialis Condordid p. 15.

193 JeserichMusica Naturalispp. 11718, 150.

194 James Mckinnon (ed§t r u n k dReadBgs ifMusie@TheoryTheEarly ChristianPeriod and the Latin
Middle AgegNew York: Norton, 1998)p. 39; LabarggTravellers p. 4; CarpenteiMusic in the Medieval and
Renaissance Universitiegp. 67 8.

1% Howard Rollin PatchThe Tadition of BoethiugNew York: Russell and Russell, 1970), p. 31.

196 JeserichMusica Naturalispp. 151 2; PatchThe Tradition of Boethiypp. 38 45; Christopher Pag@heOwl

and TheNightingale:Musical Life and Ideas in France 110IB00(Los Angeles: University of California Press,
1990),p. 139.

197 page The Ow] pp. 13940.
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his teaching needs, writing two abridgements between 1323 and*t32& syllabi of
astudium generaleducation suggest that firgear students auld have been
expected to focus on the first two bookdaf Institutione the first book of which
dwel |l s pri mar i |;the uoion ofifbady and o thrpugwharmsayd
the classification of music intastrumentalis, humanandmundangrespectively,
practical music, the music of the soul, and the music of the spfi&tAs Boethian
theory was compulsory, even those students who decided to leave the university

without completing their studies would have been familiar with his idehamony.

The use of Boethian theory together with #ng nova a largely secular
musical style associated with the late Middle Ages, suggests a changetimehow
theory and practice of music were viewed in the late medieval period. However,
Nicolas Bell obsrves thaeven inthe thirteenth century, the scholastic manuscript
tradition still differentiated between the study of more practical treatises on choral
singing and theoretical workscludingthose of Boethius: Boethian treatises are found
combined wik other textshat formed parof the quadrivium but not with modern
practical treatises such as those on polyphonic pradfidet, outside the university,
poetcomposersuch asMachaut begato combine practice wittheory. Furthermore,
B o e t Imanuseripts show evidence of collation, marginal commengapgrpting
scribal alterationand 6 si mp | i fimplyiagthatdis work wésuhe subjeetr
of intense and egoing study andritical rumination”®* This engagement is a natural
continudion of what Boethius himself was doing with his antique source material.
Even at a time when formal learning was scamt@nuscripts of Boethius continued to
be widely copied, in part due to the broade of his work and in paid the authority

of his name?®?

What, then, were the key concepts of music formalis&kimstitutione
Musice&? Themusicathat Boethius curated for his medieval readers, anthtiséca
that they then passed onwards, boasted a link to ancient scholénstlaearetical
aspects, such as the concept of harmtiratweredirectly derivedrom classical
thought. However, what those scholars and their medieval counterparts would have

198 JeserichMusica Naturalisp. 237.

19 pageTheOwl, p. 139; Rankin Nafuralis Concordidp. 7; Leo Treitler, 6The Troub
P o e msTine Unibmof Words and Music in Medieval Poetry: Symposium on Medieval Poetry and BulsiR.A.

Baltzer, T. Cable, and J.I. Wimsatt (Austin, TX: University of Texas Press, 1991),ig@ (b 17).

Wpe| |, 6Read?”Bngso6, pp. 372

201 Bpethius,Fundamentalspp. xxxviiii xxxix,Bel | , 6 Readi ngsé, p. 372.

202 patch,The Tradition of Boethiyp. 21; Rankin Nafuralis Concordié p. 15.
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understood by terms such as O6harmonyé, O6scal e
sameas in the late antique perié¥ There was no continuous surviving notational or
performance practice that lasted from the time of the classical souBesttou®

day2%

Given the importance of Boethius for secular medieval musical thought, it will
be ueful to examinghe scope of his influence on lateedieval musical theoryrhis
wide availability ofB 0 e t hvorkuiasdGts ambient presence in late medieval theories
of harmony suggeshat it is notunlikely that the authors of medieval romance and
their audiences would have baeasonablyamiliar with certain aspects of Boethian
theory, not just in generalay terms but perhapssothrough specific knowledge of
his writings andhrough exposure tois ideas in the writings of others. The popularity
of DeInstitutiore Musicain the Middle Ages is borne out by the number of surviving
texts and fragments. Calvin M. Bower 6s invent
1500%%° De Institutione musicavas held in pvate hands, universities, and monastic
libraries?®® Nicolas Bellargueshat the circulation of Boethius in the thirteenth
century iswidespreacnoughfor usto suppose that the writers and readers of treatises,
especially those individuals connected tversities, would have had a working
knowledge of Boethian theofy' B 0 e t lotheu reagor worlthat exerted a palpable
influence on musical thoughbe Consolatione Philosophiaevasno less widespread
in England and on theddtinent, with over four hundred manuscripts of the
Consolationesurviving to the present day. The earliest known translation of the
treatiseis the OldEnglish textattibuted to King Alfred (848899)2° This textwas in
turn, used byNicholas Treve(c. 1265 1335) who cited the Alfredian text several
times alongside other sources and who translated and transposed a lengthy passage in
Old English,andwas possiblyalsoreadby John Walton (fl. early fifteenth century),

who additionallyusedboth Chauced Boeceand Trevet for his 1410 translatid®.

203 Boethius,Fundamentalsp. xxv; Henry ChadwickBoethius: The Consolations of Music, Logic, Theology, and

Philosophy(Oxford: Clarendon Pres4981),p. 71.

24Hollander Untuning pp. 16 17;Ed mund A. Bowl es, o6Haut and Bas: The Grouping
t he Mi d dMuscalBisgiglisa® (1954), pp. 11540 (p. 115).

205 JeserichMusica Naturalisp. 150;Boethius,Fundamentalsp. xxxviii.

208 jeserichMusica Naturalisp. 150.

X"Bel |, O6Reatmngso6, pp. 372

208 jeserichMusica Naturalispp. 119 20.

209g5cholars remain divided on the extent to which Old English was read after the thirteenth century, but there is

evidence of at | east some interest in Old English texts. For
Sauer, O6Knowl edgetbdfe O ddErg Engdge History Bnd LinguisticMdelling:n

A Festschrift for Jacek Fisiak on his Sixtieth Birthgegl. | (Berlin: de Gruyter, 1997), pp. 70314 (pp. 792, 802

804) ; B. S. Donaghey, 6Ni c Ararslatisn offBoethiug, and the Datngoflnisf Ki ng Al fr edd s
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In the periodduring whichromanceflourished vernacular literature provided
another vital medium for the circulation of the ideas and deanusicadeveloped in
postantiqueandBoethiantheory. Chaucer was closely familiar not only with Boethian
philosophy but also with his work on music.The House of Faméhe words of his
encyclopaedieagle suggest that he stud@e|nstitutioneMusicg and intheNu n 0 s
Pri est®ha urmtlsseecd recewibng i s descri bed as 6mo
had 6Boece, or *Amfact, Ghhuaer madecopiossyglnsges,do.clarify
his own close translation &fe ConsolationePhilosophiae in Boece®*! Moreover,
vernacular petry often serveds a teaching ai€Charles Muscatine suggests that
certain passages in romance come with Oe
relating to courtly etiquette are meant to instruct reaaied$isteners. The same
approach can be read into musicallsh passages in the romances: these passages
taughtmusicathrough poetry? For exampleAndrew Albin suggests that, in the
Pri or estedmord Teaalrened readers woul d have wund
concerns with musondhé smindand baly &llldedt n g Betf BC us
summary of musicés powers and tf% connec
Chauceitinvokesmusical theoryelsewhere in his workmentioninghe harmony of the
spheres iMroilus and Criseydevhen delineatingrhe erratiksterres,
herkenyngarmonyee Wi t h s ownes f ul (BookW,d.u8%iyssh mel
1813)?** ¢ Hrmonyanddmelodybarekeywords recuing in discussios of both
musica practicamndmusica speculativaVhile suchreferences arargelygeneric, the
volume of musicatonceitsfound in Chaucérs o r i g,jasnauth asvibis k s
translation of Boethiysuggests greatey more sustaineshterest inmusica

The second reference in tRarliamentof Fowls draws a clear connection
between cdestial andearthlymu s i ¢, as e x pDreamofé&dpipvien Ci cer

Macrobiuso ® ommentary:

Co mme nt &he Wédjevali BoethiyCambridge: D.S. Brewer 1987), pp.3L1 ; B. S. Donaghey, oT
of King Al fred6és TDe@aomlhtiane Philasopluiéedndiate (1964),ps 2357; Nicole

Guenther Discenz§heKi ngés Engl i sh: Strategies ofNeWwWYokrSwmteati on i
University of New York Press, 2005), pp. 187

210 GeoffreyChaucerThe Parliament of Fow|sn The Riverside Chauceed. L.D. Benson, 8 Edition (Oxford:

Oxford University Press, 2008), p. 259.

A J. Minnis, O6fAGlosynge i s a Bgecé,r ThoMedieval Bogthiggd: Chauce

(Cambridge: D.S. Brewer 1987), pp. 124 (pp. 1067).

12 Muscatine Chaucer and the Frenchradition, p. 28.

B3N]l biThe ®riodesghs JTal e

214 GeoffreyChaucer Troilus and Criseyden The Riverside Chauceed. L.D. Benson, 3rd Edition (Oxford:

Oxford University Press, 2008), p. 584.

215 Hollandet Untuning p. 63.
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And after shewed he him the nyne speres,

And after that the melodye herde he

That cometh of thilke speres thryes three,

That welle is of musyk and melodye

In this world heer, and cause of armonye.
(II. 591 63y°*°

As in music romances, the gap betwsarsica speculativandmusica practicénad
become much narrowery C h a u cGhauéesdoab aoy seemcansider
theoretical music superior to performangeM e | g ehgom@assing both the local
and the cosmic, the earthly and the celesidérred simultaneously to harmony and
consonance, an ordinary tune, or the music of the spfiéidslody, in the sense of
celestial music, isBdtmel sdvyedget bt twe
world, and it engenders harmoimysocial, human constructs, not just in the natural
world. In The Book of the Duchedbe Man in Black, central to theo e miréasn
vision, mourns his lack of musical knowledge, eéfhcompromiseshe quality of his
songs>® Musical knowledge, then, is imperative fopraiseworthyerformance we
will see the same theme recur in the romaniceshich musical instinct in itself is
typically inadequate without musical training or an abilityeiy musicathrough

practical musical performance

Emma Dillon demonstrates that the same connection between theory and
practiceis visually attestedn the collection known as thdotre-Dame Blyphony
(Florence Biblioteca Mediced.aurenziana, Plut. 29.1), which shows musical practice
in the form of polyphony as the embodiment of theoretical thinkewgllingthe
Boethian division of music intbuman, instrumental, and celest&The use of this
kind of imagery, representing scholarmhsica speculativan a collection of musical
repertory written for performance, shows the close connection between theory and
practice at the timef the manusdptd production®® Similar attention to the
importance ofmusicalpractice is found in insular romancésthese texts, the
presentation of music suggests not only a performance event within the narrative

(typically, the protagonist playing music) but @al§or example, the value of practical

218 ChaucerParliamentp. 386.

217 Carter,Dictionary, pp. 269 73.

218 Hollander Untuning pp. 63, 65.

21%Dijllon, Music-Making, pp. 50 51.

220pjllon, MusicMaking p.50;Be |l | , 6 Read4 ngsoé6, pp. 373

Bbenas ykn
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musical education, the importance of music for creating social connections, and the
supernatural credentials of musgicexerting a mysterious or enchanting force over the

listenebs affect

Poetssuch assuillaume @& Machaut and Jean Froissart also drew connections
betweemusic (boththeory and practigeandthe art of poetry? Initially, the idea of
lyrical poetry agnusicastemmed from Augustinian doctrinelre Musica?*? The lack
of any marked differentiation between poetry and music, as we#taserpoets and
musicians, for most of the Middle Ages suggeststiaticaand poetry were still
closely connected in the thirteenth and fourteenth centuries, when most music
romances were being written. For example, Guillaume de Machaut often mixed prose
with sung lyricsrecallingthe style o8 0 e t IprosimetficalConsolationé?® While
he is known todaghiefly as a composer, Machaut was equally renowned for his
poetry, witha considerable output of purely literary works and compositional treatises
which had a significant impact on the composition of lyric poetry in the late fourteenth
century’**Ma c h aPuotogus(c. 1372), a verse treatise on poetry, rhetoric, and
music,is a fine example of the presence of music even in the absence of n&ftation.
demonstratethe unity of these disciplines in the mind of one of the leading poet
composers of the fourteenth century. InBielogue Machaut is visited by two
allegoricalfigu es, Nature and Love, each bringin
are Sense, Rhetoric, and Music, while Lo
all are deemed necessary for successful authorship. These offspaimging from
faculties and displines to affects and sentimeiitalso symbolise the harmonious
unity of emotional and intellectual concerasd the representation of thesmcerns
through musical poetry. Machaut argtlestthe poetmusician must compose in jay
order to bring joythrough his musié® This idea is very much in line with Boethian
theory concerning the effects of harmony on the surrounding wamtthlso in line
with the role of music in conjuring joy in the romanc8scular poetomposers such
as Machaut combined themselves theoretical and practical musical knowledge,
suggesting that by the late Middle Ages an educated layman could command some

knowledge ofpracticaandspeculativan equal measure.

221 Eljiott, Remembering Boethiugp. 6 10.

222 jeserichMusica Naturalis pp. 102 10.

223 Elizabeth Eva LeaclGuillaume de Machaut: Secretary, Poet, Musidfthaca: Cornell University Press,
2011),p. 99.

224\ilkins, Music in the Age of Chaucep. 9.

225 5ee Manuscript A (f. Er. Bibliothéque Nationale de France MS Francais l1€&dh, Guillaume p. 88.

228 each,Guillaume pp. 88, 100.
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't I s unsurprising given Meddndohavés pr ol i fi
a strong influence on contemporary poets and immediate successors, including
ChaucerLike Chaucer, hbad somelerical training and held a number of
administrative positions during his lifetime, a fairly common trajectory for a
fourteenh-century vernacular poét’ His clerical training, however, also meanat
he would have been familiar withusica speculativahrough the compulsory
Boethus, if through no other textdMachauttwice usesBoethiusas a sourcen
PrologueandRemede dEortune adapting ideas frorthe Consolationdor a courtly
setting®?® There must have been enogjite interest to necessitate thimvorking
which would inevitably havedisseminate®oethian thought on the powers of

harmonyand musi ¢ 6s parbculdrentojonét®o ev ok e

Machaut, then, weaaware of the importance of the book as a repository of
music and verse. Thfamiliarity makes him a key figure in the transformation of a
written text intoa multilayered dvisual fiperformance spaoénvolving carefully
planned narratives, illuminations, musical notation, andtpatual rubrics and
marginali@?3° This kind of multimedia display confirms the harmonious
interpenetration of musical theory and reified musical representation and practice.
this way, Machaut also credtseveral layers of performanicevhich forma kind of
polyphony, as various meanings of the aural and visual text were unlocked by his
audienceé?! In this layered performance, meaning is conveyed not just through
linguistic channels but also through imagery, and potentially throaghdsMa c haut 6 s
method of encoding musical meanimgthe pageensured that not only soundtlaliso
variousassociated symbolimeanings survivegnabling one to listen with the eyes.
Thisthread isalsofound inMiddle English and insulanusic romancesn which
narrativesalthoughlackingformal musical notation angric-inserts,musical
symbolism isencodedhrough renderings of musical performance and instruments and

throughthe useof musical terminologwynd tropes

The connection between poetics andsical theorys also present in the work
of John of GarlandJohannes de Garlanglid 195 after 1272), another scholar who

227|_each,Guillaume pp. 1 7.

228 Elliott, Remembering Boethius. 14 Leach,Guillaume p. 2.

25ee Sylvia Huot, 6Guill aume d eMotkmdhilaagto0 @002), pp. k66 Consol ati on
195.

20| each,Guillaume pp. 3, 92.

21| each,Guillaume p. 130.
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had been a student in Oxford and P&tisn his Parisiana Poetria (1220), Johannes
demonstrates that the studymofisicaltheory includes poetics and metrical discourse:
poetry is part of theory andfluencedby it. Eustache DescharsfpArt deDictier and
Evrart dehecS nouteydss play a part in bringg speculative theory into
thesecular elitecontext in which, and for which, their work was written: Deschamps
argued that instrumental music was the domain oflow men and the music of
spoken verse of the higtorn?** Echecsdemonstrates familiaritith the quadrivium,
and here Evrart depicts music as able to affect mood and disppsregating

excessive emotiomheseadeashave an enduring currency, aaee equally prominent

in musicromances

Echecsshowsclose familiaritywith the theory of Boethius, Macrobius, and
Martianus Capella (36@28)?**C a p e Dé Nagpiiis Philologiae et Mercurifeatures
Harmony,a maiden of Mercuryable tosoothe the galand gladden the heavens with
aethera cantibus numerisque laetificanspestra tantum modo cupit celebrare
palatia, exosa terrigenae stoliditatis ignavigni her song and r hyt hm
only to make our palaces resound, detesting theirgerasing dullness and
spiritlessness of the earthbdA*> Here,numews variously connoteémusical
measur§ 6 me | drllyghrd,dimed charmony) andumber&?3® The Middle
Engl i simo ot d which desighatechusici melody or harmony thatwas
pleasing by virtue of being correctly measyreffers a lexical analogue of sorts to this
staple term from Latin musical theory: i
English translfon of BartholomewAnglicusd Be Proprietatibus Reruh 6 On t h e

Propert i es 1394], inTha desqiendfd si mphoni a6 as t he

modul aci oun acording in sownes hi™H and |
vois acordel so Tat if o9 for@dpalaHar thehy 65t
232 JeserichMusica Naturalisp. 263Bel | , 6Readingsé6, p. 370.

233 JeserichMusica Naturalis pp. 269 70; Richard Firth GreerRoets and Princ®leasers: Literature and the
English Court in tle Late Middle AgeéToronto: University of Toronto Press, 1980), p. 107; Carpektesjc in

the Medieval and Renaissance Universjtigs. 330 31.

234 JeserichMusica Naturalis pp. 27071.

235 Martianus CapellaThe Seven Liberal Arts: The MarriageRifiilosophy and Mercuryrans.W.H. Stahl and R.
Johnson, vol. Il (New York: Columbia University Press, 1977), IX, 899, p. 349. For the Latin, see Martianus
Capella,De Nuptiis Philologiae et Mercutiet de Septem Artibus Liberalibus Libri Noverd. U.F Kopp
(Francofurti ad Moenum: Fransiscum Varrentrapp, 1836), p. 697; Carpéutgc, in the Medieval and
Renaissance Universitiggp. 11 13.

6 \yilliam Whitaker, University of NotreDameLatini English Dictionary http://archives.nd.edu/cgi
bin/wordz.pl?keyword=Numerusccessed on 01.04.2018, dradin Dictionary; http://www.latin
dictionary.net/search/latin/Numerecessed on 01.04.2018.

Z7JjohnTrevisaJ r ans |l ati on of B a rDe Rroprigatibeis\Rerd g ondh, British iLibrane MSs
Add. 27944, fol. 333. For a critical edition, se#ohn TrevisaDn the Properties of Thingd o hn Tr evi sads
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sphere of influence is both music and poetry, andn for hermusic is a result of
hard work. While she plays and sings, a discussion ensues amongst the gods

talibus Harmoniae carminibus oblectati omnes permulsique
divi, nec minor quippe ex fidibus suavitas quam vocis
modulamine resultabatieniquequa industria comparatum
guibusve assequendum ediscenduaopibus vigilicura
repromittat, ut in tam dulcem eblartdimque mollitiem

intima mentium liquescatffectio.

[Har monyds songs delighted and soot hed t
the gods; and the strains that poured forth from her stringed

instruments were no less sweet than the melody of her

voice. Hereupon a discussion ensued, to which Jupiter

listened with admiratiorregarding the pains and labour

involved in the production of that music and the effort and

unabated concentration that must have gone into the

mastery and attainment of harmonies so soft and caressing

to enthral the inermost emotions of their hearfsf

Industriatells us thaeffort is needed to master this mysadich is both theoreticdin
darmoniaé and practica{ i n fidibesd)o f | derosinda stringed instrument or

chord?®®

Modulaminerefers to rhythm or melody, but is also suggestive of tempering
T of modulationneeded to tune and command the powers of harnmoyderto melt

| i st lkeares’t®Aftdr this reference to practical mualperformance, Harmony
proceeds to discuss the details of rhythmic and harmonic composition for the
remainder of the last book Bfe Nuptiis, in accordance with standard harmonic
treatises. Once more, a®& will discoverin theromanceshemselvesperformace and
theory are tied closely togethiarough the enabling agencymdetic form with the

goal of affective transformation of the pliable listener

Translationof Bartholomaeus Anglicus De Proprietatibus Rerum: A Critical ,Teckt M.C.Seymour 3 vols.
(Oxford: Clarendon Press, 197B988).See also CarteBictionary, p. 300.

238 Martianus CapellaThe Seven Liberal Artsrans. $ahl and Johnson, 1X, 920, p. 356; Martianus CapBiéa,
Nuptiis ed. U.F. Kopp, p. 714.

Z9\Whitaker,University of NotreDameLatini English Dictionary http://archives.nd.edu/cgi
bin/wordz.pl?keyword=ex%20fidibuaccessed on 01.04.2018.

240\Whitaker,University of NotreDame Latifi English Dictionary http://archives.nd.edu/cgi
bin/wordz.pl?keyword=modulamin@ccessed on 01.04.2018.
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2.2 Questions of practical music from late antiquity to the Middle Ages

What, then, were the ideas of music that had the most sustained life in the long
transmission history dbe InstitutioneMusic& Perhaps the most important was that of

the connection between music and temperance. Boethius cites a legend about
Pythagoras dming a drunken adolescent by playing a peaceful musical ntade,

furentis animum adulescentis ad statum mentis pacatissimae temgebereby
tempering the disposition of tie frenzie
Temperavit 6t e mp ehad spegific musedl mnotatioredating totuning in

Pyt h a gase, le sedpers the mood of the youth in the saméhatyne would

tune an instrument to be harmonigfsFurther examples f  mu s i cadegjivem:o we r s
Terpander and Arion of Methymna cured citizens of Lesbos and lonia from iliness
through song, and Ismenias the Theban used similar means to cure a number of

sciatica sufferers. In the classical world, the power of music was well known and

widely employed. Amphion, a son of Zeus, could move stones through music and

song, and Orpheus was able to charm people, aniambjects with his music.

Boethius tells us that:

Pythagorici, cum diurnas in somno resolverent curas,
quibusdam cantilenis utentur, ut eis lenis et quietus sopor
inreperet. itaque experrecti aliis quibusdam modis stuporem
somni confusionem purgabant, id nimirum scientes quod tota
nostrae animae corporisque compago musica coaptatione
coniuncta sit*?

[The Pythagoreans, when thewnted to relieve their daily
concerns in sleep, employed certain melodies so that a mild and
quiet slumber would fall upon them. Likewise upon awakening,
they purged the stupor and confusion of sleep with certain other
modes, for they knew that the whaleucture of our soul and

body has been joined by means of musical coalescéfice.]

241 goethius,Fundamentalspp. 5 7; Chadwick Boethius p. 92;Anicius Manlius Severinus Boethiuse
Institutione Arithmetica Libri Duo, De Institutione Musica, Libri Quiged. G. Friedleinl(eipzig: B.G. Teubneri,
1867), p. 185.

242\Whitaker,University of NotreDame Latifi English Dictionary http://archives.nd.edu/cgi
bin/wordz.pl?keyword=temperayiaccessed on 01.04.20Hymology Onling
https://www.etymonline.com/word/tempexccessed on 01.04.2018.

243Bpethius,De Institutione pp. 1856.

244 Boethius,Fundamentalspp. 5 7.
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The t axonosongdoaf Ooddcantilerijesesygests that simplenundane
music could be just as powerful as scholarly or professional rfiligibe reference to
using certairmodis(measures, rhythsnscales) in order to wake up alsiotsthat
different modes were thought to have different affective propentieguning the

discordant subjedt'®

While theory and practicgteadily evolvedidea concerning musicg@owers
remainedairly constant Aegidius of Zamorag 1240 1318 or later) similarly cites
| si dore@adbotul e powes & BisBrsMusicgexpla ni ng musi c0s
influencefeelings rile up warriors charm animalsrestore sanityand exorcize evil

spirits, because i n Zamorads words,

mathematicos tradere, quod multi daemones harmoniam
ferre non possunt, et quandoque nulli, forte propter
contrariam dispositionem per harmoniam corporibus in
quibus habitant superuemtem.

[according to the magiciansiany demons cannot endure
harmony, and indeed none can when a fortuitous change in
disposition is wrought through harmony in the bodies in
which they dwell**’

Demons, the antithesis of heavenly harmf@irgrmoniam), cannot abide it, and no one
can resist its affective powetdere mathematicoencompasses bothathematicians
andastrologers, who were often conflated with magicians in classical and medieval
thought®*® In the late thirteenth century, then, musiasstill likened toa force none
couldresist,a force associated with magicians and capable of dispelingnic
discord. Acenturylater, John Trevisarotein Polychronicon(1387) that Pythagoras

could ébringe here mynde out of strif

245 \Whitaker,University of NotreDame Latifi English Dictionary http://archives.nd.edu/cgi
bin/wordz.pl?keyword=cantileniaccessed on 01.04.20Hymology Onling
https://www.etymonline.com/word/tempexccessed on 01.04.2018.

248 \Whitaker,University of NotreDame Latifi English Dictionary http://archives.nd.edu/cgi
bin/wordz.pl?keyword=modjsccased on 01.04.201&tymology Onling
https://www.etymonline.com/word/tempesccessed on 01.04.2018.

247 Mckinnon, SourceReadingspp. 138 9; Joannes Aegidius de Zamofas Musica ed. and trans. MRobert
Tissot Corpus Scriptorum de Musi@0 (Rome: American Institute of Musicology, 197d)44;

Winn, Unsuspected Eloquengep. 22 3.

248\Whitaker,University of NotreDameLatini EnglishDictionary, http://archives.nd.edu/cgi
bin/wordz.pl?keyword=mathematicaccessed on 01.04.18. For a connection between astrologers and magicians,
see Eugene Mukes,Magic and Witchcraft in the Dark Agélsanham: University Press of AmericE996), and
Kieckhefer,Magic.
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st r i “A’Raughly midway between Aegidius and Trevidaa ¢ o Bpeacsldm
Musicaeclaimedthat measured musiaswith the music oB o e t lday,lactidty
strives forconcord and rejects discordor Jacobus too there is a connection between

music anch a r m oaffectivespowers™°

Medieval English scholars also actively relied on Baetltonceptions of
musi cb6s i ntimate pr oX iThaitregays®uaiudr Rrinaipalia v er s a
Musicae(c. 1350),which has beeattributed toFriar John of Tewkesbury (L35
92), referenceBoethiuddivision of music, while also drawing on the reswvork of
Walter Odingtorof Evesham (fl. 1300), author of the widely dissemin&ed
SeculationeMusicae®* Similarly, Robert of HandI¢fl. 1326)drew onDe
Speculatione Msicaein his treatiseRegule cum Miximis Magistri Fraronis cum
AdditionibusAliorum MusicorumCompilate aRoberto de Handlalong with Franco
of Cologne andohn of Garland®® Robert Kilwardby €. 1215 1279), author obe
Ortu Scientiaruniiber Divisionum Boethiamongother treatises, argued that music
was the basis for everything in the physical world and the natural order, defining
musicaasnumerus harmonicu@&n Aristotelian mathematical sciencedloh ar moni ¢

n u mb ewhighdcould conjureip set emotions in listengf>>

Again, numerus
connote dnelodyd dmeasurg dhythmg andthe harmony of the spherds.Middle
English, aside from the arithmetic connotatiorm o m kb rn ey m)@intained its
connection to music, as it could refer to musical proportioasiral harmony,
arithmetical proportion as applied to harmonic intenvatsirhythm2** Even into the

late fifteenth centuryThomas Nortorof Bristold $he Ordinal of Alchemfc. 1477)

249 Hollander,Untuning p. 62; for John Trevisa, séehn TrevisaPolychronicon Ranulphi Higden Monachi

Cestrensised. J.R. Lumby, The Rolls Series, No. 41, lll (London: 1871), pd.123

20 Mckinnon, SourceReadingspp.1 6 4, 167; Hamilton, d@&Wallter RefadEwngsha mg
71.

1 stefano MengozziThe Renaissance Reform of Medieval Music Theory: Guido of Arezzo Between Myth and

History (Cambridge: Cambridge University Press, 2010), ppi 3@9See Edmond de Coussemaker (ed.),

Scriptorum de Musica Medii Aevi Nova Series a Gerbertina Aléexels. (Paris: Durand, 18646; reprint ed.,

Hildesheim, Olms, 1963). For an analysis of Walfer oEv e s h a m, see Hamil tonBell 6Walter
6 Readi n g Bobthe text.itsel§ se® Walter Odingt@ymma de Speculatione Musicad. F.F. Hammond,

Corpus Scriptorum de Musidad (Rome, 1970); Carpentddusic in the Medieval and Raissance Universities

pp. 124 5.

252 5ee Robert de HandIRegulae Cum Maximis Magistri Franconis Cum Additionibus Aliorum Musiccedm

and trans. L. Dittmer (Brooklyn, New York: Institute of Mediaeval Music, 1959).

23 Thomas Glick, Steven J. Livesey, Feallis (eds.)Medieval Science, Technology and Medicine: An
EncyclopedigLondon: Routledge, 2005), p. 300; Carpenitéusic in the Medieval and Renaissance Universities

p. 22; Treitler, 1M he Troubadoursod, pPp. 17

24 Carter,Dictionary, p. 331;Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED29697 accessed on 03.04.18.
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attests this connection between number theory and practical musical performance:

6 Wiowté tru nombe no Man truly maginged (. 2364)%>°

Musical knowledge isot onlythe subject of medieval English musical
treatises but also a familiar topic in poeffire Court of Sapienca richly intertextual
poem attributed to John Lydgadad usually dated to the riifteenth century
mentions a wide range of medieval theoretical writing on the liberaf*antusic is
depicted in its practical and theoretical in@ions, covering the standard points of
musical theorfrom Pythagorean first principles intervals to notes artd theorists
such adsidore®’ We see Dame Musica seated with her ladies Armonyca, Rethmica
and Metricapumberinghe notes as she playem 6 The song she prycked, s
numered notestrewtT heyr mel odye for med20a3**heven newebd
Music can create a kind of utopia on eaath idyllic state achievettirough playing
0t r u eibthercarecenmtes, oajternatively noteshat are authentiandconnected
to heavenly musit and this musienetaphoricallycreates a new heaviem new
instantiation or incarnation of celestial harmdryOnce again, mention is made
specifically of numbering, with an implication that numberingissical as much as
mathematicalThe cleks are duly impressed with the cleverness of the measured
musi c, OAnd sayd that /Andseypakwewd sewd parte pur e conn
Sy ngyngei®030)Thesuggediivel9 polysemouss e of Ocreateman y nge 6
bridge between musical practice (@kill§ dmastery andprofessionatcompetencd
andabstract theory (vigknowledg@anda nability to understand.?*° These lines
d e mo n st r aabstractpurisy and pesfectignan aestheticriterioni as well as
its connection to proportion and integrity, which makes the enchanted listeners eager

to hear more:

She taught them than whiche were tunes parfyte,
And yave hem lust to here theyr concordaunce,
Whiche tunes eke ben cleped inparfyte,

And whiche in song shold be theyr governaunce.

25 Thomas NortonThe Ordinal Of Alchemyed. J. Reidy, EETS (Lalon: Oxford University Press, 1975), extant
in British Library Add. MS. 103020xford English Dictionary Onlinehttp://www.oed.com/0ed2/00160580
retrieved on 07.04.2018.

28 The Court of Sapienced. R.E. Hrvey (Toronto: University of Toronto Press, 1984), p. ix.

27 Hollander Untuning p. 74.

28 The Court of Sapienced. Harvey, p. 69. All subsequent quotations from this edition.

Z9Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED46999 accessed
on 02.04.18.

260 Mmiddle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mtk?type=id&id=MED9330 accessed on
02.04.18.
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Proporcyon she had in remembraunce
(Il. 2066 2070)

The power oimusicais irresistible as the clerklong to heaitsreifiedé6 c onc or, d a u n ¢
part of a process by which énanogbtbeorg)ison 6
materialized or perfected through practical savigsic, then, has a dual function.

O0Tr ue 6 $aresgltiomvgimeasured music: again, theory and practice need to
come togetheto create authentic musiEurthermore, thenusic provides

0 g o v e r that withhelp them avoid imperfect melodies, always striving towards
perfect harmony. This tersuggests guidancegardinggood singingbutalso

guidance on how to achieve a musical affinity that will allow them to reactceate

universal harmony, as it hasggestiveonnotations oéstrological influencé®* Dame

Musica teachsthe clerics about notes, proportions, intervaigl the solfegea

syllabic system used to refer to notes on a saoald,the pupils are eager toear the
intervals and 6 par(fl. 2060 20592060 20662072) Thet h e ms e
ability to read music enables a deeper understanding of its natuadawsipupils to
spotwhichsongar e 6trewed and which aTtesdheyhb usi o
knowe therby and theyr chaungyng, [/ And
(.206312064) . This aptitude f or andredogngingt hr oug
inauthentic musiplays a significant role in music romances, as discusseduingn

chapters.

TheCourt of Sapiencthen moves from theory to practical instruments and
minstrels, drawing togethenusica speculativandmusica practicain keeping with
a growing proximity between these fieldslate medieval society as a whole.
Hollander notes that while the poem is a summary of the university curriculum, it
nonetheless makes a connection betweeasicaas a liberal art and minstreldyy
describing instrumental musicd And wi t h tidsteumenywavgs] That i e
of musyk and (loZ08920p0°DambeciMadi ca engender
blisseb in those who hel p h&2088)dSpmilaolyy y nc e
from perhaps half a century earlier hisReson and Sensugié (c. 1408), Lydgate
depicts minstrels in the garden of delight, full of courtly splendour and harffiony.

261 Middle English Dictionaryhttps:/quod.lib.umich.edu/cgi/m/mec/thilx?type=id&id=MED19166 accessed
on 02.04.18.

262 Hollandeg Untuning p. 77;The Court of Sapienced. Harvey, p. 71.

263 3ohn LydgateReson and Sensually&d. E. SiepefEETS(London:Oxford University Press,901), p. 146. All
references to thiedition. HollanderUntuning p. 78.
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The garden has been equipped with every kind of instruamehiusicto allow for

6al maner Mynstral cye [/5560BbdQ@Qaswallgssomgsn kan spec
dances, and new music (6Songes, stampes, and
pl esaunces, / And ma53by35b6wibgut Hemaeat, y dvm&kwald ,h 6l
to unknown new music, possibly a new musical tremch aghears novaof the

fourteenth century, and the musically compdes subtiliorwhich followed it?**

Thatthedb n ot y sa rnee weva@udgests that this music would have been

simultaneously exciting and potentially unpleasant to unaccustomed ears. Lydgate
stressesand even baulksat,he vari ety of instruments on of f
that dyde excell e, | 5Bda%6y8). Heofwlowsih an | kan tell
Ma ¢ h a u tstéps by explainingthatsomea mor e nobl e than ot hers
Fythels, and eke raosy/ Wel accordyng with her notysLutys, Rubibis, and geterns,

[/ More for est &83795882)effeating atlivasioreof imsgsutnents| |

into hautandbas?®®® Most importantly, Lydgate claims that no discord can exist

within such abastiondgfar mony, &6And t her Ovitassynfafunde noo d
gretfe] melodye/And f | out ys f 55B4 569%1558). Thisideplany ( | |

portrait of unqualified harmony markssignificant claim, given thaome of the

instrumentdistedwould not in reality, soundagreeablyogether suggesting that the

ideal ofharmony overides the sounduality of individual instrument&®

Depictiors of performance in medieval art and literature do not always adhere
to historical realitiesMany scenes featg an unlikely number or combination of
instruments should be read for their symbolic value rather than realism. In practice,
several factors affected the grouping and number of instruments that could be used in
performancegiving rise tathe division of istruments intdvautandbas This
division was tied into practical considerations such as tuning restrictions, dynamics,
and thetimbre and acoustics of instruments from different families, as well as
preconceived notions about which instruments were apiate for particular spaces
(for private as opposed to public spaces, for intimate as opposed to ostentatious
occasions), and the status and gender of the musician. While fictional representations

of performance often haveutandbasinstruments playingpogether, documentary

284 Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED48094accessed
on 02.04.18.

5Hollander Untuning pp. 789 ; Bowl es, 6 Ha ii40; Haward Ma§ex Bréwn ang Keith Phlk 5
dnstrumental Music.1300c. 1 5 th®Mdbsjc as Concept and Practice in the Late Middle AgdsR. Strohm and
B.J. Blackburn (Oxford: Oxford University Press, 2001),9p.162 @p. 136 56).

% i nda Marie Zaer rlLeBebltansuindLybeausiDestangdeadievial frorumt (2004),
https://www.sfsu.edu/~medieval/Volume4/Zaerr.htadcessed5.03.2018.
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evidence, such as payment records, and the acoustic qualities of these instruments
reveal that, with only a very few exceptions, such performances were only ever the

stuff of fiction 2%’

Hautinstruments were used primarily outdoors, in hunts and processions, on
ceremonial and celebratory occasions, at civic functions, and on the battlefield, while
basinstruments were predominantly used indoors, or in quiet, intimate séffings.

Civic recordssuggest thatities tended to employ predominantigutmusicians,

though exceptions to this principle can be fouaglwiththe citole and gittern, which

had better volume and projection than otbesinstruments such as psalteries and
lutes?®® Certainhaut instruments, particularly trumpets, were considered part of an
elite category in themselves: trumpet instrumentalists were hgiiilgd professionals
who had undertaken their training separately from other musicians, possibly because
these instrumentsere not intended for orchestral or melodic performance but for use
in sounding particular signalling patterfi This hypothesis is supported by the fact
that trumpets, like othdrautinstrumens (such as long and short hormgpicted in
performance sces, were constructe as tglay only a few note$’* These
instrumentabifferenceanirror differencesn the way that musicians were hirdxis
instrumentalists tended to be hired based on abdityer than to perform a specific
function in a group of performerghile theirhautcounterparts were appointed to

fulfil a set, clearlydefinedrole.?”?

The disparity between the performarsmdtings associated with the two groups
was largely rooted inrpctical concerns. The dynamics of early instruments were not
versatile and most attempts at variation would have rendered the sound discordant,
making it impossible to use soft and loud instruments together, witgxteption of
certain loud instrumentspotably the cornet and sackbut, which offered some variation

in dynamics’” Their incompatibleacoustic properties make orchestral performance

267 Spring, TheLute p. 29; Montagu and MontagMinstrels and Ange|9.2;Br own and Pol k, 6l nstr
Musi co, p . 154.

268 Montagu,Musical Instrumentspp. 16, 5051; Spring, TheLute, p. 29;Bullock-Davies,Menestrellorum

Multitudo, pp.19120,30,Br own and Pol k, ppl18%4e;Chbment aphdMusCGatge, 6The
Lut e: New and NeartyMesic, Modl, Buckedting Issbie 1 (1981), pp. 141 (p. 11).

269 patersMusicall Soundspp. 2505; Montagu Musical Instrumentspp. 16, 80; BullockDavies,Menestrellorum

Multitudo, p. 26 ; Maurici o Mol ina, 6Li autres |l a citole mai
Per f or man c eTheBritslctMuseane Gitole: New Perspectjves. J. Robinson, N. Sgkeman, and K.

Buehler McWilliams (London: The British Museum, 2015), pp. 104 (p. 106).

20petersMusical Soundsp. 194Br own and Pol k, 61 nsldok ument al Musicd, p,
271 Montagu,Musical Instrumentspp. 16, 51.

22Br own and Pol k,c dpliMa158.ument al Musi

273 Montagu,Musical Instrumentsp. 51;Montagu and Montagiinstrels and Ange|gp. 24 5; Spring, TheLute,

p. 29.
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extremely unlikely: loudhautinstruments would render mdsasinstruments

inaudible?”* Even within their own insumental groups, not aiasinstruments were
played together, due to their different tuning and solfathy medieval instruments
were played either solo (the most common practice aginstruments), or in small
groups with other instruments of complementargustics’> Some standard

ensembles are known: gittern with lute or fiddiarp and lutetabor and fiddletwo

harps or two lutesand citole with fiddl€’®Singing was usually acowpanied by a

single instrument, most commonly the harp, fiddle, or (later) the lute, and sometimes
with a bowed instrumenit.

Many instruments were also unlikely to be found together because their periods
of popularity did not overlap® For example, it iprobable that only three soft wind
instruments were in common use between 1300 and 1520, quite unlike the many
varieties that are depicted in simultaneous use in p6&tfjre bowed lyre fell out of
favour and disappeared from medieval art in the tentluneahd reappeared only at
the end of the fourteenffi’ The citole and rotta, associated with genteel music in the
thirteenth and early fourteenth centuries, had become instruments ofrémked
minstrels by the end of the fourteenth century, andwmaigd not have been played by
elite amateurs or by minstrels at elite functi6fisThe lute became a favourite among
professionals and elite amateurs as the status of the citole, gittern, and haff*faded.
is unlikely that many minstrels or elite amatewsuld persist in playing
unfashionablenstrumentor that these instruments would be used together in the same
space.

Another significant factor is that of conteBasinstruments were
predominantly associated with professional and elite amateur per®in the late

Middle Ages, with the harp being the most prestigious and the fiddle the most versatile

274 Spring, TheLute, p. 30;Montagu,Musical Instrumentsp. 51;Montagu and MontagMlinstrels and Angelgp.

24i' 5.

PRastall, 6Citol er SpringiTheliespp. BH30; PetehsplusidabSoungdspp. 2009 252;

Montagu,Musical Instrumentsp. 50.

®Brown and Polk, 6l nRasumkehtabCMusl ebs pn fLB8TheHHousehol do6, p.
English Medieval Minstrelp. 72;Spring, TheLute, p. 29.

"Rastall, 6Citol ers i Mustcd Bourdsp. 252eMomtdguMasical lmstrumersp.51P et er s |

Montagu and Motagu,Minstrels and Ange|9. 36;J . Mi chel e Edwards, O6WMWoreem in Music to
and Music: A Historyed. K. Pendle (Indianapolis: Indiana University Press, 1991), pp32p. 37).

®Margerum, O6AAlioquin Deficeretod, p. 27.

®Br own and Polk, 6lnstrumental Musicé6, p. 154.

280 Montagu and MontagiMinstrels and Angels. 33.

BMargerum, O6AAlioqiBi nBDewn cameét®Pdél, k ppél 2RFtrumental Musicé6, p
22 3pring, TheLute, pp. 19, 29; Montagu and Montagdinstrels and Angelspp. 40 41; Brown and Polk,

6l nstrument aPetekMMssicat Soundsp. 220.1 5 0 ;
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for much of the period® The harp was unlikely to be played alongside the rebec,
which was of a lower status and largely associated with informal; mssic®®*
Furthermore, the division of instruments within elite households suggests that certain

instruments were considered more suitable for itieiefemale musical performance

and | istening: drums, trumpet sdstridantd pi pe
for female players or | isteners, unl i ke
psaltery?®®

The above evidenamnfirmsthat many group performance scenes in literature
and art, especiallywolving multipleinstruments from different domainsaging
simultaneously, are not realistic. Rather, such scenes are a poetic coostjuced
for their symbolic suggestiveness or narrative function (for instance in signalling
narrative resolutioby producingseemingly impossible harmony from disparate

parts)*®®

Basinstruments were used to represent heavenly ordegragelic figures

were often showholding then?®’ Emma Dillon suggests that unrealistic, loud

performance scenes featuring implausible combinatiohawtfandbasinstruments

serve cast réospoensi6 whi ch cr eat e thaygesterstbthev e s 0
uni que communal experience of I|isteners,
community joined through sound, so that the boundaries of the performance space
become limitless andkpand to give the sense of a court, even a kingdom, as a single,
united whole?®® Poets of romanceawereless interested in practical acoustlzstwere

probably stillfamiliar with performance conventions of their dayplausible

depictions of performanda literature wergrobablydeliberate, and all the more

noteworthy and strikinpecausehey were practically implausible. The harmony

created by an unlikely multitude of instruments can be read as representative of the
greater power of harmony (social, narrative, divine) that creates concord out of
discordant constituents. The musical idgpresents total concord, which reaches

above and beyond the realm of mortal music.

235Br own and Pol k, 61 nst rRetareMusicallSouMigpp. 17 51; ManiagMudical2 , 158 ;
Instrumentspp. 50, 33.

284 Montagu and Montagwlinstrels and Angelg. 27.

®Rastall, 6Citolers in the Household6, p. 50; Rita St
We st er n Tanadihmn WniversitydMusic Reviel$ (1995), pp. 12814 (pp. 1289).

BMargerum, OAAlioqui n HBesital leseumentsd 59;Monpagu a2d3viontalylp nt a g u ,
Minstrels and Angel9p. xii, 2War dl e, O6Musicali4dl nstrumentsé, pp. 283
®7spring, TheLutep. 29; Edmund A. Bowles, B6TMedRebvel oBaMuseidcht
Musical Quarterly45 (1959), pp. 6784 (p. 74).

ZB8Emma Dillon, 6Song and Sou nTthikng Mesieval Rom@nced. KFEO: létttec h Ro ma
andN. McDonald (Oxford: Oxford University Press, 2018), pp.i153. ( p p - 160, 163, 164); Pe
the TwelthCe nt ur y Fr e Reatling MediewahnStudid®,(1992), pp. 13 1 ; Page, 6Voices a
I nstrumeniBsdé, pp. 151
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The inclusion of both theory and practice in makigstruction manuals and
poetry alike reflectethe importanceof studying practical performancather than
theoryalone Practicecame to flourish despite the traditional scholarly condemnation
of bothpractical music and musicians as infefidtin the late Middle Agesa
scholarly education imusicincluded both theory and practit® This permissiveness
reflects a shift in the theoretical approach in the thirteenth century, fronmusiea
speculativaowards more practical treatises on performance and notation, written for
singers and musiciaf&" With the growth ofecular musial literacy, this growing
acceptance ahusica practicaas a way of achievinggue music (which | will refeto
as Omus i c alandafadcdssng the powets pfthgrmaranlikewisebe

seen ifmmedieval romances

2.3 Diffusion of musical learning

Thus far, we have seen the range of theoretical and literary sources through which
foundational ideas ahusicacirculated. Through what institutional and intellectual
channels did the ideas of music flow? What were the lines of transmission, and how
did they eventually come to be accessible as a resource for romance writers and
audiences®rawingon studies byBell, Zieman, and Brokaw, and on the work of Page
and Albin devoted to source transmission and provenance, | here explore the diffusion

of musical earning, with a particular focus on the thirteenth and fourteenth centuries.

While, asestablished aboyé&leas about harmony and the cosmos as defined
throughmusicawere commonplace in the monastic and university envirorsoéiite
thirteenth and fourenth centuries, the growth of literacy and the development of
elaborate seculanusical theoryn thears antiquaandars novastyles meant that this
specialisknowledge spread further. As Susan Rargkijuesn her examination of
how harmony was conceptualised in the Middle Ages, harmony was a ubiquitous force
in both the medieval worldt largeand more narrowlythe domain of scholars who

composed vers€? Zieman suggests thtite simultaneougrowth ofgeneal literacy

29 The anonymous ninthenturyMusica Enchiriadisfor example, is a manutilatuses late antique theory and
vocabulary to teach singing and notation. See MckinSonrceReadingspp. 79 86.

29 joscelyn Godwired.),Music, Mysticism and Magic: A Sourcebdalndon: Routledgand Kegan Paul, 1986),
pp. 163 70.

21For a detailed discussion of the impact of a liturgical musical education on medieval literacy and musical
awareness, sedeman,Singing the New Song.

292Rankin Naturalis Concordié pp. 3 19.
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and musiel literacy can battributed at least in partp a rise in secular education
from the twelfth century onward®® Skill and knowledge were important for medieval
musicians and scholars wiusicaalike, though scholarship was consetmuch more
prestigious than practice precisely because thinking was considered a more noble

pursuit that doing>*

David Rollobs study of I|iteracy i n me
certain tensions in scholarly, monastic circles concerning the spread of learning to the
aristocracy and later to tlypunger sons who made up the classlefks and city
officials.?®> There were also instances of &&r who, upon earning th
degree, subsequently went into professional secul&’fif&e know from payment
recorcs and other documents that ckerkere likely to interact with mstrels and poets
at court. Certa cleks, includingChauceand Gowereven had duties connected with
music and performancand through such channédsrningcouldreachbeyond
religious enclosure®’ Most students left university before getting theicbae | or o s
degree (5080%),some takingpver family estatedecomingiutors,or takingon
clericalwork.??® However, since Boethian theory would have been on theygt
syllabus, it was likelyhat all studentgvereexposed to the basic conceptsrafsica
including the powers afusic?®® More broadly, evidence suggests a considerable
incidence of secular and clerical interchan@sviving recordshow that minstrels
stayed in monasteries in the course of their tragetsosdertilization that would
expose them to monastic mesi learning®®® While mostsurviving musical fragments
come from a monastic setting, evidence of cagrs between monks and musicians
can bedetectedn melodic and stylistic borrowings. Regrettably, much documentary
evidence has been lost, but notwithstanding the loss of the repstigggstive

patterns are still apparent.

293 zieman,Singing theNew Songpp. § 17.

294 Boethius,Fundamentalspp. 50 51.

2% Rollo, Glamorous Sorcerypp. ixXi xxiii.

2%\y.R.J. BarronEnglish MedievaRomanceéNew York: Longman, 1987p. 14; Michelle P. BrowrThe British
Library Guide to Writing and Scripts: History and Techniduendon: The British Library, 1998), pp. i73; see
alsoZieman,Singing the New Song.

297 Green,Poets and Princ®leaserspp. 3 4; Carol Parrisilamison 6 A Descr i pt iRonmance f t he Me
Based Upon R#ondarg EFdtorush (@9®1), pp. 4458 (p. 45).

298 Ruth Mazo KarrasFrom Boys to Men: Formations of Masculinity in Late Medieval EufSitéladelphia:
University of Pennsylvania Press, 2003), p. 67.

2% Karras,From Boysp.67.

30 gee, for example, John NoaKdie Monastery and Cathedral of Worcegtssndon: Longman, 1866), pp. 1i77
8 Bowl es, 6Haut and Basao, p . 116.
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Thenumber of literary manuscriptdmmissioned and disseminatadreased
corsiderably from around 130€eflecting arise inelite literacy3** Scholarly work
began to cross over into more popular genres and ideagsi¢abegan to reach a
wider audienceGeffrei Gaimar, writing in the twelfth century, seems aware of the
incipientspread of knowledge and education beyond the monastic setting and into the
aristocratic courtHis approach is similar to that of many of the poets anatigie
who succeeded him, in gatang theory to more populatontemporary tastes.
Ga i mHistdyof the EnglisHEstoire des Englejg1135 1140), the oldest
surviving vernacular verse historiography, adopts a secular view of history aimed at
this new audience, which requires both education and entertaifithenthe epilogue
of his work (Il. 65016518) he addresses a fellow historian, David, saying that
accounts of history should include and celebrate courtlyiaeissuch as feasting,
hunting andthe display oplendour, among others (Il. 65®517). He states that
6déi -0 devr ei,intheomt blieins scih(a@atltha rsnei ¢ riespasd etr lHe
of material that should be celebrated in poetry, with nothing omitted and nothing
passed ovérl). 6517 6518.%% Gaimar seems to be firmly of the opinion that popular
appeal is necessary for starly work. A similar phenomenon applies to the
dissemination omusical theoryAlthoughthe indepth knowledge ahusica
speculativaand related arithmetic calculatiomasthe domain of the learned scholar,
less technical aspects of this knowledge wddve already become more widely
known, enabling itsecirculationin the form ofcourtly songs, poetry, and romances.
This spread of learning had a marked effect on the narrative qualities of medieval
literature: within a certaisub-group of texts, literary themes asdcialconcernssuch
as courtliness, military achievement, and social instabiliere expressed and

explored via the repsentation omusicians and the powers of universal harmony

These suggestive overlapsween musical and nemusical, sacred and
secularandnortliterary and literary contexts mean that the presence of musical theory
in romances should not in itself be unexpected, since reafged a kind of cultural

A, S. G. Edwards and Derek Pearsall, iBdolkPradetonscri pts of tI
and Publishing in Britain 13758L475 ed. J. Griffiths and D. Pearsall (Cambridge: Cambridge University Press,
1989), pp. 25778; For an overview of court literacy in the later Middle Ages,\6eeJ . Scatt ergood, OLiteracy

Court of Ranglidh &ourd Culturedn,the Larer Middle Age=d. V.J. Scattergood and J.W. Sherborne
(London: Duckworth, 1983), pp. 293. For an analysis of male Latinate literacy amongst the merchant class in the
fourteenth century, see Barbara A. Hanawaihwing Upin Medieval London: The Experiences of Childhood in
History (Oxford: Oxford University Press, 1993).

302 Geffrei Gaimar,Estoire des Engleis/History of the Englisfans. 1. Shor(Oxford: Oxford University Press,

2009), pp. i¥xv.

303 Gaimar Estoire trans. Short, pp. xv, 353.
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ubiquityin and arounanedieval literatire. In romances, a courtly musical display and

the generous reward of minstrels and protagonists showed the host to be possessed of
the required chivalric virtues of honour and generosity. A belief in the powers of

music, combined with the practical risgwhereby minstrels were the means of

creating and spreading (or ruining) reputations in the medieval period, influenced the
way minstrels were viewed in society and portrayed in fiction. In the final section of

this chapter, | will detail the main posof intersection between musical theory and
romance and in particular their convergence around ideas connected to the powers of

universal harmony.

2.4Tracing the influence of music theory on medieval romance

Having established the musi@ald sociatontext in which music romances would

have been written, | will outline the themes in musical theory which are connected

most directly to the romances. The romances under coniheirathis thesisbeyond

staging scenes of musical performardraw insgration from musicatheoryas they

explore, in a literary, narrative medium, bdltle powers anthelimitations of music

in chivalric and courtly settings Cl assi cal theoretical i dec¢
remained current by being transmitted through Boethius and other literary sources in

the musical, liturgical, and mystical traditiofs] a Timakwsyc. 360BCE)was

particularly influential. This dialogue moncerned with the role of music in the

world6 sreation by means of the Wotbul, which constantly regenerateslf in a

movement towarda state of perfect harmony in the univet¥eChe harmony of the
World-Soul is selperpetuatingcapable oswayng the soul and spready harmony to
others,an effectnot unlike ripples in a pontf> While the WorldSoul is not directly

named in the romances, unlike other thirteeatid fourteertt-century poetry, it is still

implicitly pervasive if only in the suggestive metaphor and image system of universal
harmony It serves aaninvisible veil of music surrounding the world, which che

accessed by skilled musician. Imomancesvhich depicttheidealohusi c6s af f e
capabilities t he pr ot a bikethe nartativesitsglf, @anoes teeyW\brl

Soul 6s process of regeneration, starting

through varias quests and challenges uhikmony is achieved at the end. This

304pJato, The Workstrans. T. Taylor and F. Sydenhawol. Il (Frome: Prometheus Trust, 199pp. 396 7.
305 pato, The Workstrans. Taylor and Sydenham 404; Rankin Nafuralis Concordié p. 5.
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harmony then spreadsoutwaedn gender i ng extr emeaubjpctsy i1 n t he
andreaffirming social harmony within the kingdom at large

Knowledge and understanding play an important role in this process, as
classical and medieval theorists held that the intellect was a key ingredient in the
creation of the worldand was eeded to uterstand and access authentigsic A
connetion can be drawn here withe necessityf musicalstudy, learning, and
practicewhich isrepeatedly assertéd the romances. Plato alsontendghat the
human race was created out of harmony, and for the sake of harmony was granted the
ability to hear, but harmony can only tridg useful when employed in conjunction
with intellect. This harmony must be usaat onlyto counter theaint of dissorance
which thesoulacquires in the physical worltlit alsoto return it to the order from
which itultimatelyoriginated®® In general, in insular romancesh e pr ot agoni st 6's
intellect is tested asprerequisitdor theharmonious endinglthoughsome textgo
beyond this familiar convention tpuestion theeachof harmonic poweand explore

scenarios where music is absent or misused.

Following theHarmonica(second century CE) of Claudius PtolerBpethius
details how harmony is usédthto balance the connection between the WeBldul
and the physical worldndalsoto influencethe inhabitants of the natural word,
TheHarmonicaasserts that harmony is omnipresent, even in moments of perceived
silenceharmonyi s O6cr eati ve of6 o0mderouaardd sywnmdmetnr t he
around it However, harmony is not an inflexible forde understand harmony is to
gain an understanding of tixay the world is put together. In the romances, this
knowledge together with practical skilenables the protagonist to change and order

the world according to Biwill.

In the later Middle Ages, harmony was still deemed to be capable of altering its
environment. It was manifested in the form of musical gsailsh ashythmand
melody, and alsengendered extreme forms of various emotional statécommunal
bondssuch agoy, love, andpoeaceas well adehavioursuch agawfulness Har mony & s
ability to affect the physical world is a concept that moves seamlessly wutsofa

and into the naatives of medieval romance. Medieval theorists often cite examples of

306 p|ato, The Workstrans. Taylor and Sydenhaypp. 448 9.

307 Chadwick,Boethius pp. 100 101; Claudius Ptolemydarmonics / Harmonicaed. and trans. J. Solomon
(Leiden: Brill, 1999), p. xxxi; Carpente¥usic in the Medieval and Renaissance Universifgs 11 12.

308 ptolemy,Harmonics pp. xxxvi, 1404; Rankin Nafuralis Concordi@ pp. 13 15.
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how playing certain modes can achieve exactly these goals of musical harmony and
societal order? In the opening obe Institutione MusicaBoethius sets up a number

of modes as havingfterent moods, which can affect listeners in predetermined ways,
andfurthermore hexplains the dangers pfaying an incorrect mode. Thikepiction

of music in romance evokes these powers in response torquoriay thought

concerning the value and dangemnaisical powergand the necessity of musical skills

for courtly accomplishment and for members ofttheademedieval eliteAs | will

demonstrate, the general principlesrofi si ¢ 6s abi | ephysicalvoorld nf | ue
andto allow listeners to transcend physitathrough unearthly bliss arecurring

tropesin the romanceanalysé in Part Il.

The preceding discussion has surveyed the variety of contexts in which these
foundational ideas came to irdet with romancé not only through the dissemination
of musical theory but also throughandling in contemporary poetry, literature, and
other modes of intellectual production. Cruciathgseideas came into contact with
romance through musicptactice and via the interventional, intermediary role of
musicians in society. These points of connection, especially those effected through the
figure of the musician, are impartt vehicles through which the idezfsmusical

theory contributed tthe canposition and reception afiusic romances.

Before moving on tohe case studies Part 11,1 will briefly explorethe Old
EnglishApolloniusa n d J o h nApdBaniwseof T§reboth of which engage with
musical tropepertinent tanedieval music romanse discusshow thefictional
minstrel came tembodythe ideas ofmusicadiscussed abovén the first instance,
Apolloniususefullyserves to illustratethetransition from earlier traditions to the

music romances of ththirteenth and fourteenttenturies

SWFEor examp ! iarmoriich Bdolellim@hapster 7, used by Boethius, equates the seven modes in scalar
order: frenzyf Mixolydian, excitement Phrygian, pleasuri Lydian, neutrastatei Dorian, depression
Hypophrygian, relaxation Hypolydian, deep sleépHypodorian. See Ptolemidarmonics p.151, fn. 152.
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CHAPTER TWO

APOLLONIUS: PRECURSOR TO THE MUSIC ROMANCES

Medieval ideas about harmony amdu s ipow@rsaffected not onlyhe way music

was portrayed in romances but atemw the minstrel was perceived in socigkg.

manuals for musical performance and songbook collections became more common,

and as the concept of recognisable or codified musical effects became better known

outside the monastic environment, the social and practical roles of music and the
perceptiorof musicians changed accordingly. In this section, | discuss the extent to

which the profession of medieval minstrel acquired a symbolic association with

universal harmony and thwath the theoryomu s i ¢ 6 s a f Ifaiemd¢otexpore f or c e
how medieval musical theory combined with social necessity to influence the

construction of the minstrel trope in literature, which ishtesin England from Old

English textgo the insular music romances of the later Middle Agéterarytextual
evidencebacked up bylocumentary evidencich as court payment recortig]ps

determine the social contex¢hindthevarious tropes comened withminstrel identity

prevalent in theorpusof medieval romancd-or my literary analysis, dxaminethe

presence ofmusicalthougha nd t he depi ct iintheOddfEnghsh si cb6s powe.
Apolloniusand John Gower Amlomis of @yreehick oot bfiersai

important gauge dheliterary representation ahinstreb.

The fictional representation of the mtrel in medieval literatureften
emphasises the power and influenoenmanded byhe musicianHe is widely
travelled, well received, and able to use the powers of music to his own ends.
Crucially, hedoes so through musikpractice rather than solely through recourse to
theoretical knowledge. One distinction between minstrels as represefitethtnre
and as they existduastoricallyis that, in their historical manifestations, they were
reliant on the patronage systean their livelihood. In romances, too, a reciprocal
relationship is typically portrayed between fletional musician and patrobutit is
depictedthereas an equal exchange where the minstrel is rewarded for an important

service rendered.
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The role ofthe historical minstrel and poet in the secular aristocratic court has
never beemefinitively establishedSomehistoricalevidence suggests that minstrels
were merely lowranking servants, completely subject to the will of their patron,
whereas other estence makes them out as something matenomousMost likely,
they were a bit of both, depending on skill and stafs discussed in the previous
chapter, ve know that skilled minstrels were highly valued: Rogafiofvden
chancel | or tcedwhigittssiagerd antd minstietsantores et
joculatored from France that they might sing of [the king] in the stiézefa
examination of medi ev alowancesuggéststhatthey dut i e
played a varied and significant role at court and in the medievatluity,
supplementaryolesrangingfrom keepers of the hunt and waits to clockmakéfsis
variedassortment ofoles corresponds witlthe range of musical and nonusical
skills demonstrated by fictional musicians.

The broad skillset and ability to access elite spatssamade the guise of
minstrel ideally sited for enterprising knightgiving rise to a prominent trope in
medieval romancé here are recorded aaguts of historical knights claiming to be
minstrels and sneaking into prestigious postrnament feastsHenri de Laon wrote a
complaint inLe Dit des Hrauts(fourteenth century) aboilow-ranking knights who
preten@dto be minstrels and then esdlup in a compromisingposition when asked to
perform* As we will see in Part Il, itKing Horn (last pariof the thirteenth century)
the protagonist succeeds in infiltrating a heagilyarded fortress by disguising himself
and his companions as minstrels, singing and jugglindiction and in history,
minstrels are accorded a certdoencesince they are natsuallyconsidered to
represenpolitical biasesor to posemilitary threats. The most important duty of
minstrels pertained to entertainment, and through entertainmertidhpd garner

prestige and reputation for their patréns.

1 Quoted inGreen Poets and Princéleasersp. 169; Henry J. ChaytofheTroubadours and England

(Cambridge: Cambridge University Press, 1923), p. 10.

ZLabarge Travellers p. 120; Jamisagn 6 A D e 9.c4b; Cmaytdrfoonbadours p. 10; BullockDavies A

Register

% David Crouch;Tournamen{Cambridge: Cambridge University Press, 2005), ppi 208

4Crouch,Tournamen,tpp. 1889 3 ; Henr i de Laon, 6 Le DiRomadi@8 (1H®r aut s o,
pp. 216 25.

® For a discussion of the significance of disguises in medieval literaerelane Blis§Jaming and Namelessness

in Medieval Romanc@Voodbridge: D.S. Brewer, 20D8

® Labarge Travellers p. 189;Green Poets and Princ#leasersp. 169.
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The payment records of royal and baronialrt®aonfirm that minstrels were
paid, and often paid well, for their wofkhey received regular salaries as members of
the household and additional rewards when visiting foreign cbWittelucrative
rewards granted to minstrels are also frequeattsstedin medieval fiction. However,
there is perhaps a little more to the frequertext reminders that a good patron
remembers to distribute payment and rewdrtlse assurance that a fictional minstrel
can create a glorious reputation for his patron comes with an underlying suggestion
that this reputation can be undermined in the same"Wayninstrel may hope to
profit from a flattering portrayal, do avenge a&light by disparaging an ungenerous
patron.My argumenbelow begins bgurveyng representations of minstrels in literary
sources in order to establish a background fotrtipes through whicmusiciané
powers and skillaredepictedn musicromancesThese depictions convdypth
advantages and limitations of the patronage system.

1. Apolloniusas a protemusic-romance

Unlike otherearly medievatexts,Apolloniuscontinued to exert a considerable
influence throughout the Middle Agds$ was knowrthrough its Latin, Old English,
and Middle English incarnationand parts of its narrative were recyclednbgdieval
romancesApolloniuscontainsmany of the tropes that recur latemusic romances
which it prefigures in its presentationminstrek as courtly, worldly, and powerful,
due totheircommand of the power of music. This power is a product of theoretical

learning and practical skill, estaditing a pattern reprised byedieval romance.

Notably, the plobf Apolloniusremains virtually uncinged throughout its long
history!* My analysis focueson the importance of musiteducatiorfor the social
advancement of the musickknight, in the figure ofApollonius andonmu s i ¢ 6 s
ability to influence listenerd beginby discussig the importance of minstrel

" See BullockDavies A RegisterandMenestrellorum Multitudo: Minstrels at a Royeast(Aberystwyth:

University of Wales Press, 1978).

8 Labarge Travellers p. 189;Green Poets and Princ®leasersp. 21.

® Labarge Travellers p. 189.

10 Green Poets and Princ®leasersp. 4; ChaytorTroubadoursp. 10.

11 Apollonius of Tyrgin Medieval and Renaissance Themes and Variatieti€. Archibald(Cambridge: D.S.

Brewer, 1991)p. 3; Albert H. SmythSh a k espear ebds Per i c (Philadelphia,d898;peprinttdoni us of Tyr
Montana:Kessinger Publishing, 20D3op. 19 24; Anne WilsonThe Magical Quest: The Use of Magic in

Arthurian RomancéManchester: Manchester University Press, 1988), pR25b er t M. Longsworth, o6AaSir C
the Minstrel , aStddiesihRhiloMgy (d982),ep. E5(p.8)r t 6,
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payments irApollonius and then outline thigeatment of musical power and musical
knowledgewhich colourdater retellinggdoo, such as Gowér ;1 Confessio Amantis
(c.1386 1392). Icontendthat Apolloniuscan be consideredmoto-musicromance
particularly in itstreatment othemes pertaining to the power of mysindthat a
musical education and an awarenessiof s ipow@rsirekeyto thepositive ending

with which the narrative concludes.

There is no doubt th#&tpolloniuswas popular fare in the Middle Agemdits
origins in antiquity lent the text a great dealrdferitedauthority’? There are
numerous allusions tand borrowing from, the Apolloniuscorpus in surviving texts
from a variety of genreS. Striking narrative and thematic parallels can be found in
Middle English, Danish, Old Norse, Old French, and Occitan texts, sometimes directly
linking Apolloniuswith the Arthurian court. The vagueness andsorines®f certain
references makes viable the asgtion that audiences and readers were closely
familiar with the original story all over medieval Eurdfié&lizabeth Archibald calls
Apolloniusthe earliest English romance, and posits that it is the only romance to
survive through the Old English, Middinglish, and Modern English periotfs.
Another version of the text available in medieval England was the Gatita
Apollonii (c. 500CE).*® To date Apolloniussurvives in 114 manuscriptempiled
between the ninth and seventeenth centdfigsthe late1380s and early 1390s, the
Apol l onius | egend appear ed adavingareadyr al i t vy
featured in the LatiGesta Romanorumt the start of the fourteenth centdfyThis
extensive surviving corpus demonstrates the broad and lap@nguem of engagement
with the narrativdoy medieval poets, readers, and audienthat this narrative came
to serve as a model for music romanicégqueathing a range of tropes to all three
kinds of romance discussed in Part Il (kingship quest romarareances engauy

with magig Tristan romancegs is, then,unsurprising

2 Robert HanningThe Individual in Twelfth Century Romar(®¢ew Haven, CT: Yale University Press, 1977), p.
56.

13 Apollonius of Tyreed. Archibald, p. 47.

4 Apollonius of Tyreed. Archibaldpp. 47 58.

5 Apollonius of Tyreed. Archibald, pp. 3, 47; WilsoMagical Questp. 25.

18 Dronke,Verse with Prosepp. 70 2; Wilson,Magical Questp. 25.

7 Apollonius of Tyreed. Archibald, p. 3; Wilsoriylagical Questp. 25;Apollonius of Tyrein The Old English
60Apol | ©wnield. Godlden (Oxford: Oxford University Press, 1958), pp. xiv, Xiii.

Bp, J. Enk, 6The Ro maMnemosynd, Folrth Serieés§l048) mp. A22F (p. I22)r e o ,
Apollonius of Tyreed. Archibald, p. 48.
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2. Courtly virtues, minstrelsy, and learning in the medievalApollonius

What role doeg#\polloniusplay inestablishinghe prominentropesunderpiming

musicromancehe character of Apollonius can be read as a representative model of

Pl atobs Ophil osopher kingé: a scholar and mus
of his subjects and serving as an example of successful kingship (Book ¥jixx

4844 502c)™ In must romances which offer a positive depiction of music,

protagonists must demonstrate muspralwess in order toomplete their narrative arc

successfullyand attain kingshipOld Englishtexts andnedievalromances alike

frequently emphasise that good lsrand knights are able to secure followers, allies,

and a social position through music. Katherine Steele Brokaw observes that musical

harmony is communityorming in two ways: it temporarily subsumes the individual

into a larger communal identity, andsigmbolsest he communi®t yés oneness.
Because of its social agency, music serves as the perfect medium for a fictional king to
demonstrate his worth. It is significant that, even in later incarnations of the narrative,

musical skill is a marker of Apollonsuéourtoisie which depended not only on

generosity and adherence to rules of etiquette but also on education, intelligence, and
accomplishmentsqually valuable to a courtiandhis magnaté* According to the

prevailing medieval view, music was an egs# part ofelite culture for both men and

women, playing a significant role in creating
superiors, and subject$The Apolloniusnarrativepromotes the necessity of education

and intelligence for the musiciddang, in line with the suggestive metaphor of

harmony, since harmony, as discussadier, must be understood sensitively before

its powers can be accessed and unleaShed.

TheApollonius narrativein its several incarnations puts a great @éal
emphasis on both theoretical knowledge and practical music. Early in the narrative,

Apollonius is forced into exile when he is betrayed by the corrupt king Antiochus, who

19 plato, The Republictrans.Cornford,pp. 189 211.

20 Brokaw, Staging Harmonyp. 105.

2 Discussed in detail in tHeber Nigerfrom the reign of Edward IV to Henry VIII, sééber Niger, ed. Myers, pp.
126 7; Burnley, Courtliness p. 34; CrouchTournamentp. 150;Green,Poets andPrince-Pleasersp. 73; Jamison
6A Descp.blptionod,

ZNigel Wil kins, 6 @brdswanddusicinmMddievauEsropBuirey: Ashgate Variorum, 2011),
XIV, pp. i 12 (p. 1); ZaerrPerformancep. 52; Pagevoices and Instrumentp. 29.

= Joscelyn GodwinTheHarmony ofthe Spheres: A Sourcebook of the Pythagorean Tradition in NReithester:
Inner Traditions International, 1993), 25; PtolemyHarmonics pp. 145 7; Plato,The Republictrans.Cornford,

p. 88.
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repeatedly breakshiswod and commits numerous Vviciou

assassination attempt, Apollonius is shipwrecked in the kingdom of the honourable

Archistrates. This king accepts and rewards the destitute prince, who is now seemingly

just a wandering musician.&rhi st rateso6 court <cel ebrates

feasting, music, and education, and Apollonsuappointed athe music tutor tohe
princess Achistrate before becoming her husband. One day, they embark on a sea
voyage with their infant daughter, Tika, and Archistrate appears to die at sea. Grief

stricken, Apollonius goes into exile, leaving his daughter to be fostered, until, at last,

everyone is reunited, | argely due to Tha

The importance od theoretical educatiols emphasised from the very
begi nni n g veosion, iGwhickpolorius is a worthy knight possessed of all
the requisite skills for good leadersiifiGower makes a poinearly onof describing

Apollonius as eloquent andell-educated:

Of every naturel science,
Which eny clerk him couthe teche,
He couthe ynowh, and in his speche
Of wordes he was eloquent;

(VIII, 1I. 390G 3937

Thedaturel sciend@vhich Apolloniushas been so thoroughly taught would have
includedmusicaltheory, asone of the liberal arfsand he has learnt every odamie
James, in his workurveying musidérom the classical er@ the Romantics,
demonstrates that science and music were closely connected in the Middle Ages via
theories concerning the gaose and nature of universal harmamyhe works of such
theorists as Boethius, Augustine, and Marsilio FidhGo wer 6s poem has
reference to the quadrivium of all the retellings of the leg&hd.opening description

of Apollonius as a youmprinceconfirms,asdo his subsequent actiorthat he isvell-
educatedn the classical tradition. His education amountdh&accomplishment of

what Robert Hanning callEngin an innate talent, ability, or skilingenuity used to

trick, outsmart, oeducaté.’ Similarly, its etymonthe Latiningenium spans these

24 Neal, The MasculinéSelf p. 150; Karrasi-rom Boys pp. 64 5.

25 JohnGower, ConfessicAmantis ed.R.A. Peck(Toronto: University of Toronto Press, 1980; 1997 reprint),
419. All subsequent references to this edition, unless stated otherwise.

%6 See Jame§,he Music of th&pheres

2" Hanning,The Individual p. 111; CrouchTournamentp. 150 Middle English Dictionary
https://quod.lib.umich.edu/cgi/m/mec/meatk?size=First+100&type=headword&gl=engin&rgxp=constrajned
accessed on 03.04.20ymology Onlinghttps://www.etymonline.com/word/enginaccessed on 03.@018.

t


https://quod.lib.umich.edu/cgi/m/mec/med-idx?size=First+100&type=headword&q1=engin&rgxp=constrained
https://www.etymonline.com/word/engine
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variant meaningsand denotegenius andalent(inviting questions that will recur later
as to whether such a skill is only innate or can be learasdyell agnachination and
fraud®® Notably, enginis the use of trickery instead of physical foraecordingto
Geoffroid e C h &ivrendg GhevaleriéXXXV, Il. 1i 25), a knight of supreme
worth possesesintelligenceandwisdomin addition toprowess (which is endurance,
common senseatrength of will, courageand military skill} and proves the best at
everything he undertakésskills that Apollonius demonstrates throughout the
narrative®® Intimatingthe qualities of craft and craftineskis ingenuityhas both
positive and negativeonnotationsand it recurs agtheme throughout the various
medievaliterationsof the storygespecially in connection wittihe clever use of music

by Apollonius and his daughter.

Ap ol | tvweiofdearding ismmediatelyevident as he hambibed
evaything that his tutors could teach him.theOld Englishversion of the tale,
education and careful reasoning are very irtgrd. Apollonius is described asotor
(@rudend, a man whee getruwode on his smohesse and on da boclican lare
(&rustedto his prudence and to his betgarning), once again blunng rigid
distinctions betweeskills that are innate and acquir€d-rom the beginning of the
poem, thenwe are assured that Apollonius has a graspusica speculatiyand
once he enters the courtAifchistrates he is shown to be a skilled practical musician
and a tutor of botmusica practicandmusica speculativdn short, Apollonius is not
only welkliked butalsopossesses all the necessary skills to be successfighight
and future king

This learningstandsApollonius in good stead in all versions of the stany
sets upseverakropes thateappear in music romangescludinga notable, awe
inspiring musical performance in a h#iMWhen he is shipvrecked in the kingdom of
Archistratesthe kinggenerously invites him to a feast in his feadd Apollonius
easily impresses the court with his skill as a Bagnd singer. At first, when

Apolloniusar ri ves at t he Kk bna dhéisdedplpsomowfalandi n Gowe

% Hanning,The Individua p. 1086.

2 Geoffroi de CharnyThe Book of Chivalry: Tex€ontext and Translatigred. R.W. Kaeupeand E. Kennedy

(Philadelphia: University of Pennsylvania Press, 1986)55; CrouchTournamentp. 150.

30 Apollonius ed. Goolden, IV, pp.i4; Apollonius of Tyrein The Old English Version of the Story of Apollonius of

Tyre ed.B. Thorpe (London: John and Arthur Arch, 1834), p. 31.

3! Karras,From Boysp.67;He | mu t Ni ckel , 60 The Tour mMeBwdybfChivalry: Hi st ori cal Sk
Resources and Approachesl. H. Chickering and T.H. Seiler (Kalamazoo, MI: Medieval Institute Publications,

1988), pp. 21863 (p. 213);Burnley,Courtlinessp. 101.

32 For the full list of key tropes see Appendix A.
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Archistrates bids his daughter Archistrate to play her harp to cheer up their guest (ll.
759762)>3The kingds suggestion tthsatt esehres taarkce
sorrow withher harpalsoappears irthe Latin and @l English textsArchistrates is
demonstrabl y affecaveabilityad altemmosd. lo Gaweér text, the
princess does her best to cheer Apoll oni
bothe and ek with mouthe / To him sche dede al thatsahel t h7€3764), but her
effortsfail to move him Shecannotcompare with Apollonius, aptly named after the

god of musicandeven plays the wrong melodépolloniuskindly explains her

shortcomings, offering to teach her:

60Bot i f ypeidée he mesur e

Which, if you list, | schal you liere,

It were a glad thin

OHa, | ieve sireo6o, t

ONow tak the harp

Of what mesure th
(Il. 768 773y*

g for to hiere.
ho quod sche,
e and | et me se
at ye mene. 0

The worddme s ur e 6 i gpecificalliyt@ musiairecers ithe poemlt connotes,

on a practical leveb heardmelody orrhythm of a melodyand in its theoretical

purview, abstracproportion and harmon¥.Immediate, local effects have more-far
reaching consequences, justag | saghésts not onlymelodypleasant to headn

itself as an isolated aesthetic phenomenonb ut al so musi cbés abil |
subsidiaryfeeling of joythat lastdbeyond the musical eventafter all, the princess
wasmeant to be cheering Apollonius with her musgicthe Latindescription of her
performancemelos cum voce miscelfath er O6voi ce mingl,ed her
miscebatmeaningnot justdmingledbutalsod s t i r r erdelosngt jsta tuaded d
butalsg more suggestivelynarmony or the music of the spheféSheevokesthe

harmony of the spheres with heycei her6é v o oreread contextuallyh e songi

and everyone except Apollonius is impressed at her mlisie.seems to think her

attempt has fallen flat because she has noeipgroperlytaught.Could itbe that she

33 Gower, Confessippp. 429 30.

% Gower, Confessipp. 430.

% Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED27525 accessed on
04.04.18; CarteDictionary, pp. 267 8.

% Apollonius of Tyreed. Archibald, pp. 12®; Whitaker,University of NotreDameLatini English Dictionary
http://archives.n@&du/cgibin/wordz.pl?keyword=miscebandhttp://archives.nd.edu/cgi
bin/wordz.pl?keyword=vogeccessed 03.04.18; CartBictionary, pp. 26973.

37 Whitaker,University of NotreDameLatini English Dictionary http://archives.nd.edu/cgi
bin/wordz.pl?keyword=voceaccessed 03.04.18.



https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED27525
http://archives.nd.edu/cgi-bin/wordz.pl?keyword=miscebat
http://archives.nd.edu/cgi-bin/wordz.pl?keyword=voce
http://archives.nd.edu/cgi-bin/wordz.pl?keyword=voce
http://archives.nd.edu/cgi-bin/wordz.pl?keyword=voce
http://archives.nd.edu/cgi-bin/wordz.pl?keyword=voce

88

has accessed one formmélos the basicearthboundmelody, but not the othethe

celestialmusic of the spheres?

Whi | e Ar ombsic s, theCddtEagishtext too,does nosucceed in
transf or mi n@nottomseApdlldniasiffersnaalemrsstration ofiusic that

does The Old English versiofollows the Latin in offering an interluda whichthe

king admoni shes Apoll onius Playing;failing to pra

Apollonius quickly explains that, while the princessiigood musician, she has not

been well taught. His criticism is directadt at hermusical ability buhermusical

tuition, which prohibits her fromsngmu s i ¢ 6 stotpedut e r s
6lc ongite 1T PbPt soflice Tin dohtor gefeo
heo nzefd hinea wel geleornod. Ac hat me nu sillan pa i i
hear pan; l onne wast | u nu I Pt Tu git na
cyning cwb#r: O6Apoll oni, Il c oncnawe soHI
eallum Tingu¥ wel gel Pred. d
[ 61 can see that truly -your daughter ha
making,but she has not learned it well. But command the
harp to be given to me now; then you will know what you do
not yet know. & Arcestrates the king sai
know that you are wéll instructed i al

It is significant thaiApolloniusd e s c r i b e s mudical legrnming soc e s s 0

off-handedlyi she has féén into it @efeo) and thusdeniedApolloniusd

systematiduition, is notrigorously trainedskilled, or well-instructed(wel

geleornod wel geleaerey in either technical skill or theoretical learning

(senses encompassed by the ymleornodand cognate past participle

g e | 0.% 1€ Apolloniusweregiven a harp, his listeneveould immediately

gain knowledgetheemphasidalls on transferablé&nowledge, or rathets

lack (nas), tobe rectifiedt hr ough | i st eni n#gnowledgeApol | oni usdé m

acquired througlpracticeand knowledgémparted through performaneee
intimatelybound together in these verbal clusf&i@owerful music is not

innae or instinctual but a learned ability, because the learning process is what

38 Apollonius ed. Goolden, XVI, pp. 36.

3 Apollonius ed.Thorpe, p. 45.

40 Joseph Bosarth and Thomas Northcote Toller (ech)) AngleSaxon Dictionary: Based on the Manuscript
Collections of the Late Joseph Boswd@xford: Clarendon Press, 1898), p. 406; Thomas Northcote Toller,
An Anglo-SaxornDictionary Based orthe ManuscriptCollections othe Late Joseph Bosworth: Supplement
(Oxford: Clarendon Press, 1921), p. 352.

“1 Bosworth and TollerAn Anglo-SaxorDictionary, p. 727.



89

gives it value a staple motif of later music romance&his kind of learning

was also connected to courtliness. Young children of the aristoanacy

lower echelons of the medial elitewere taught to perform and appreciate
music, and many would grow up to be notable patrons of musicians and poets,

as well as amateur musicians and poets thems#&lves.

The AngleSaxon ki ngdos beleallenfpingumavel Apol | oni
geleered 6 we | | | ear ned ibathatll educdtioreindeg s 6) sugges
sound knowledge of musit the Latin,the value of this knowledge is made
more explicit Archistratessays that Apolloniugn omnibus es locupldss
0richly gi ftoerd dihn i env )estighestingntiiadoua s 6
knowledge or talent, can be conceived of in material or even monetary
terms* All three texts, then, depict Apollonius as skilled in theory,and
crucially, practice his knowledge in itself is remarkable, butsiimsufficient

without the accompanying virtue of audible, practical performance

Apol Il oni usd pr makesingegsal darnkomgpuaiable td lyne
Whenhebegins to play, an otherworldly stillness descends upon the hall, einghant

thelisteners:

Apollonius his hearpenaegl genam, and he pa hearpestrengas mid
creefte astirian ongan, and pare hearpan sweg mid winsumum
sange gemaegndé.

[Apollonius took his hargpluck and began to play the harpstrings
T with skill, and he combined the sound of trep with a
delightful songf®

(Inth e L at animumqgie@dcomodat arthiscetur vox cantu
modulatachordis devot ed hi s mind to his art.
voice blended harmdhiously with the s

The repetition ohearpenaegl hearpestrengs/ hearpanand the alignment afraefte

( 6 s ki Imatériplrather tham theoreticabncerns places the emphasis on practical

“Ni gel Wilkins, 6Music and Poetry at CoWNordiandMsicipl and ar
Medieval EuropgSurrey: Ashgate Variorum, 2011), XllI, pp. 1894 (pp. 1889).

43 Apollonius of Tyreed. Archibald, pp. 14®.

44 Apollonius ed. Goolden, XVI, pp. 6.

5 Apollonius ed.Thorpe, p. 45.

48 Apollonius of Tyrged. Archibald, pp128 9.
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music*’ By contrast, i the Latin,the mphasi s on the necessity of o
mind to the art of musisuggests needfor learningand concentratiofor good

musicianshig accomodagestures t@adevotionor applicatiorto a particular

subject® It brings together the concepta internalisedrt, an innateuality, and

study, a learnable skilApollonius picks up his plectrunm an act of physicakudible

musicianship, but applies his mind to his art, which suggestething closer to an

intellectual, theoreticadtind of musicianship.

Further, in the Latin, the description of the voice blending with nresialls
the earlier description of HAeldscumivaceat eds ent wi
misceba), only now it carriesa refeence to harmongchievedvia sensitive
modulation:miscentur vox cantmodulatachordis(6 | n t he song his voice b
har moni ous | y ) @antudenotessend spbetryi or meré troublingly)
dncantdiong while miscentur as previously noteanears not onlyé miardd mi ngl e 6
but also6 s @ pidthe voice mixes with the string, but also stirs up harmonic pofers
Modulatasuggestsnechanicatuningand appropriate measure or melodic timibgt
alsosoothing and harmonisirtgrough correct proportionas well as balancing the
humours or ementsf the emotions and affett In Middle English, anodulatouris
bothsomeone wheunes an instrumemindaskilled performer*Notad y, Gower & s
ver si on u s againcanhogngnpoduttion andharmonic powersd He t akt h
the Harpe and in his wigdHe tempreth and of such asg&agendé(ll. 7771 779,
6asaaiki@mdto the Leonveyimgbcmodelcat @d >dmeoper measur
Old Englishastirian denoteshot just themovement of strings batiso theagitaton of
somethingleeper, here implicitly the stirring up of harmonic powers that lie behind or
beyond this local instantiation of musical skilln all these lexical clusters, individual
examples of Apoll oni usd s k sdmethinglargeramb| emat i c
more encompassing thé bespeakswWinsumum ancestor of the modern
describesomething generally pleasant but also, more specifically, something pleasant

4" Toller, Supplementp. 133.

48 Whitaker,University of NotreDameLatini EnglishDictionary, http://archives.nd.edu/cgi
bin/wordz.pl?keyword=accomodatccessed on 01.04.2018.

4% Whitaker,University of NotreDameLatini EnglishDictionary, http://archives.nd.edu/cgi
bin/wordz.pl?keyword=cantandhttp://archives.nd.edu/cdiin/wordz.pl?keyword=Miscentuaccessed on
01.04.2018.

%0 Carter,Dictionary, p. 299;Middle English Dictionary https:/quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED44748accessed on 01.04.18.

51 Carter,Dictionary, p. 300.

52 Gower, Confessiop. 430. Sediddle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED2626 accessed on 02.04.18.

3 Bosworth and TollerAn Anglo-SaxonDictionary, p. 55.
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tothemindorsenses suggesting musi c Oogdransfdrrhagood i ve r
capabilities™

It is notable that Apollonius changes his clothes before he performs, thereby
assuming the identi of a minstrel The scene is one of sddfureation, a
transformation not only to a musicigoet but more brazenly to tlechetypal

musicianpoet

Apollonius pa ut eode and hine scridde and sette a&enne
cynehelm uppon his heafod, and nam pa hearpan on his hand
and in eode and swa stod, peaet se cyngc and ealle pa
ymbsittendan wendon peet he naere Apollonius ac paet he
waere Apollnes, dara haedenra god.

[Apollonius then went out and clothed himself and put a
garland on his head, and took the harp in his hand and went
in and then stood, so that the king and all those sitting about
thought that he was not Apollonius but that he was Apollo,
the god of the rathens.f®

The fact that he is not quite Apollonius any more but seems almost to be the god

Apollo suggests that, by assuming thisgaeised f ul fi I I ing the aud
of aperformanceof minstrelsy Apollonius becomes closely connectedhe

archetypal force afiniversal harmony, a musical force greater than himself.

Apol Il oni us 6 dsecomsonant with thel waynminstiels would exchange

new music upon meeting at court, in the course of their travelglos late medieval

minstrels c ho o | s. Not abl vy depadganisesl andl BkenAdotaain &ngeh i u s
rather than to Apolldhandles the harp like a professional minstrel, his music

reminiscent of the harmony of the spheres:

He takth the harpe and in his wise
He tempreth, and ofush assise
Singende he harpeth forth withal,
That as a vois celestial
Hem thoghte it souneth in here ere,
As thogh that he an angel were.
Thei gladen of his melodie

(Il. 777i 783y’

%4 Bosworth and TollerAn Anglo-SaxonDictionary, p. 1286.
%5 Apollonius ed. Goolden, XVI, pp. 26.

%6 Apollonius ed.Thorpe, p. 45.

57 Gower, Confessipp. 430.
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We are told explicitly that thaudiencegladders upon hearing thié me | onmtiche 6
bears thelual connotation afnusica mundané 6 ¢ e | adnmusica Ingirjimentalis
(6Si ngende. The prindess mpvedmbsd df all,in a staged testimony of
musi cob6s af fAtitshearytles episode exeraplifiggracticality in music.
Apolloniusbegins with the tunin@® He t e)nwhicheconte®with practical and
theoretical connotatiors harmonisingThen, he beginstopldyé har pet h f or t h
wi t hiaimag@rylikening musicto a force moing out of the harpcentrifugally,
when themusicianperforms. Such sceneg hristopher Pageemarks are common to
medieval mug romances: the courtlyepformer takes up the harp (usually at the
urging of another character), spends some time tuning the instrument, and finally
performs beautifully, to the u d i eamazendest® Page suggestsnoreoverthat it

is the Apollonius story which serves afeamative model for elaboratperformance
scensin later texts®

The connotations girescribed behaviour and moderatsuggesh learned,
systematic approach to music, theoretically and practically. Howayero | | oni us 6
music is also distinctive enough that it is able to compel the audienogsual or
extraordinary ways it is somehow different and more powerful than that of other
musicians as his singing combines with his harpgigceApollonius enchants the
courtwi t h 6 a v o V89) Gowel appedrs taallude tq the.harmony of the
spheres, on whi ostenshlgpdmahsbna thiougls véhichinkas the
power to affect mood and create friendships. Apollonius plays the harp eawn way
(6 hi s ¢, émplying a recognisable musical stylsstinctfrom that of the princessr
other conventional performers The power i nherent in Apoll oniu

knowledgereveals higiigh birth, which the princess spatsmediately:

Withinne hir herténath wel supposed
That he is of gret gentilesse.
Hise dedes ben therof witnesse
Forth with the wisdom of his lore
It nedeth noght to seche more,
He myhte noght have such manere,
Of gentil blod bot if he were.

(II. 788i 794¥°

%8 page Voices and Instrumentp. 97.
% Page Voices and Instrumentpp. 103 6.
0 Gower, Confessipp. 430.
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Musicalskill, amarkerof 6 gr et @ alite Sodiabstamseand behavioig

consonant with hi$ g e mloodd o tha & e(bearifg, ocustomary practige The

musical performance is describesklaough it were a brave, knightly degtld e d es b e n
t her of )andhismessga acdomplishmemisthe result of instruction and
educationThe6 wi s d o m qgbssililyihiss beéhiad tratitraining to knowledge of

music theoryd | ovarieusly encompassirgducation, instruction pertaining to a

science, craftor field of study(secular or religious anda kind of eruditioror

spiritual wisdom bordémg on theoretical understandifig

Listening toApolloniusd  m utlseiprancess falls in lov@gncidit in amoren
with the same ease that she fell, untutored, into the artisic.In theLatin, the
phrasd or Ap ol | dasommumdtiumstuticcumgue esse cumulatum
Apollonius has masterale ver y ki nd o f.Atiwun ambitalendyn d | ear
denotes botknowledge science, artpr practical skilland, more troublinglyas with
0 e n dgricker§, cunnng,orartfunes s, negative connotation
positive association The same ambalencehinted aiin enginas to whether the skill
IS innate or acquired recurs in the collocation hegireliorumrefers topre-existing,
i ngr enthusasdaon deabds much as it does szquireddearning®? and
cumulatumsuggests thaccumulatiorof skills and achievement perfectionthrough
practice® Overall, musica skill, whether used for good or ill, iepresentedsthe
product of learningombined with innateffinity or aptitude

In the Old English textpollonius wins the princedsecause he isn eallum
godum creeftum swa wel waes getogen, pa gefeol hyremtod loife( 6 s o we |l |
instructed in all wuseful skiAddiscused t hat ]
shortly, mod refers toboth mind andspirit: it can be inferred that her mind succumbs
to his musical skill on an intellectual level, and her sgiiccumbs to the powers of

®1 EtymologyOnling https://www.etymonline.com/word/mannerccessed on 07.04.2018iddle English
Dictionary, https://quod.lib.umich.edu/cgi/m/mec/meatk?type=id&id=MED52950accessed on 07.04.2018.

62 Middle English Dictionaryhttps:/quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED26096 accessed on
01.04.18.

8 Apollonius of Tyreed. Archibald, pp. 12®; Whitaker,University of NotreDameLatini EnglishDictionary,
http://archives.nd.edu/cdiin/wordz.pl?leyword=artium accessed on 01.04.20F&rseus Tufts Latin Study Tpol
http://www.perseus.tufts.edu/hopper/morph?l=artium&laatxessed on 01.04.18.

64 Whitaker,University of NotreDameLatini EnglishDictionary, http://archives.nd.edu/cgi
bin/wordz.pl?keyword=studiorumquaccessed on 01.04.2018.

8 Whitaker,University of NotreDameLatini EnglishDictionary, http://archives.nd.edu/cgi
bin/wordz.pl?keyword=cumulatyraccessed on 01.04.2018.

% Apollonius ed. Goolden, XVII, pp. 267.
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musicain a more affective fashiot Familiar combinatiors of the practical and

theoretical the innate and the acquiredn through tis passagé¢oo: the princess is

won over by Apolloniugpossessg all kinds of learningbut also everynnate talent

and skill creeftumsuggesting both art, knowledge, or book learning and also ability or

talent®® When the kingequests thaApollonius tutor the princess, he addresses the

prince ad.areow ApolloniugOIld English) and Apolloni Magister(Latin), both

phrasesmplying the discipline obook learning® The Old EnglisH.areowwasused

to translae Latin termsi such apaedogoguslogmatistaandmagisteri linked

specifically withexpert authoritytheoretical educatigmnd later with medieval

universities’® In the Old English poem, avare reminded, ia phrasehat anticipates

Gower 6s opening descr\wepwaas getogeod w eAlplo | tl eoung hutsd arh
6wel | i HApolulcareidds 6 e xt usical techmiquarepgrtraged i | | and m
as practical and learngaotinnate andtheoretical éarning alonés insufficientto

access harmonic poweiSignificantly, thesskills aregodui 6 g o,indhé sense of

usefuli and they certainly prove ialuable toApollonius and Thaise (Tarsia in the

Latin version)

Givent hat t h eningp(nod felts e $0ge dvith ApolloniustheOld
Englishtext seems tguggeshot onlythe seductive allure of learning, and especially
thatof learning musicbut alsahe afective powers of musidviusic has the capacity

to affect the | i andemnatiens.®kerthegperformanee)thef acul ti es
priness demonstrates her generosity. I n Gower 6s
trappings of a court minstrel position: O00f ¢

selver to dB2mBendelt e(slel .r e8va2 ds make Apol |l oni t
as tkey would any minstrel afforded a post in a royal household. Apollonius fittingly
reciprocates with good service (6And he with
and f air e i82@)aiimportantfacét ofhisde@s minstref In an ideal

dynamic between patron and minstrel, a fair exchange masrgdiarmonic balance.

The king also bids that a good chamber be prepared for Apollsoiogysic is already

helping him regain his social positiaecallingthe trope of music as a practical too

for achieving such ends as finding all@ssecuring professional psstn the Old

57 Bosworth and TollerAn Anglo-SaxonDictionary, p. 693.

% Apollonius of Tyreed. Archibald, pp. 12®; Bosworth and TollefAn Anglo-SaxonDictionary, p. 168.
% Apollonius of Tyreed. Archibald, pp. 12®; Apollonius ed. Goolden, XVII, pp. 267.

°Bosworth and TollerAn Anglo-SaxonDictionary, p. 621.

" Bosworth and TollerAn Anglo-SaxorDictionary, p. 460.

2 Gower, Confessipp. 431.
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English textApolloniusis similarly rewarded witlgold, silver, robes, and servants
(dwa hund punda goldgsfeower hund punda gewihte seolfiedone maestan deel
deorwurdan reafs& dwentig deowa mani@g promptingApolloniusto call the
princesdare lufigend a 61 o v e PReoaflingll fea r mreanligrequess to
learn the harpthis epithefirst and foremosmustreferto technical skill yetsince
Apollonius will teach her all he knows she wilresumablyalso learrmusical theory

(musica speculativa

The OId English and Latin texts makeexplicit connection between music,
learning, supernatural skill, and happinessAp ol | oni us 6 mushisc | e a"
| 1 st mindeandappeals to their affective sensibilitieantusque memor cred
6genus e@8(séet hdee omeumor y of hi sithaherwgsi ng mad e
descended from the gdiis Jcantusencompassing botsingingand more troublingly
(viaincantard enchantment? Three sentences later, the princess tells her father that
hesterna studia me excitaver(df e st er day 6 s depipehvakd, of | e ar
now couplingpractical skill ¢antug with scholarly, theoretical learningtdia).”
Studiaobviously denoteéscholarly stud§ yet it has a broader affective reach too,
connoting@assiod enthusias@ a n deafppwhile excitaveruni as withthe Old

® 6encited

Englishastirian encountered abovieme ans 6stir upo,
Evidently, her feelings have been stirred ugbthhis musicandhis learningonce

more, the realms of scholarly training and affect overlap.

In the OId English version, the music, in addition, prompeptincess to ask
for tuition. She is movetb learn:Ac paet maeden haefde unstille niht, mid pare lufe
oneeled para worda and sanga pe heo gehyrde get Apollp&gethat young woman
had a disturbed night, excited by love of the words and songs that shérbeard
Ap ol | Y 'Here, shé is moved by both mugsangd and eloquencévorda),
sangi n it sel f e nsonpordoaesg jush assangeraeferred to poetas

I8 Apollonius ed. Goolden, XVII, pp. 28; Apollonius ed.Thorpe, p. 46; Labarg@ravellers p. 28;Green,Poets
and PrincePleaserspp.22, 25.

" Apollonius of Tyreed. Archibald, pp. 13®1; seeEtymology Onlingretrieved from
https://www.etymonline.com/word/enchant on 17.03.2@®Ihttps://www.etymonline.com/word/incantation
accessed on 17.03.20okaw, Staging Harmonypp. 1556;Zaer r, &6 Musi ¢ and Mwmsigi cd; Ge
in Renaissance Magid owards a Historiography of Othe(€hicago: TheJniversity of Chicago Press, 1993), pp.
1i 2.

7S Apollonius of Tyreed. Archibald, pp. 13@1.

S Whitaker,University of NotreDameLatini EnglishDictionary, http://archives.nd.edu/cgi
bin/wordz.pl?keyword=studjaaccessed on 01.04.2018.

7 Apollonius ed. Goolden, XVIII, pp. 281; Apollonius ed.Thorpe, p. 47.
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well asmusicians’® The king also equates music with happiness when he makes his

request of Apolloniusin the Old EnglishMin dohtor girnd paet heo mote leornian et

Oe da gesaligan lare de pucafst My daught er desframdheeh t hat she
the happy lore that thioknowesd), andin the Latin studiorum tuorum felicitatem i@

mea a te discere concupiyimy daughter has formed a desire to be taught the

happiness of your learning by y@u° She ascribes happiness to this learnimgich

will in turnenable her to conjure happine$his connectiommight seem incidental,

wereit notthat the entire episode bag when Archistratattempéed (and failed)to use

musc to make Apollonius happwynly to have him show her how such music is to be

played.

The nature of Apolloniusdé skilllnis unpacke
the Old English textArchistrate tells the kindle awehton pa gecnerdnessan pe Ic
girstandeeg gehyrd@® | was kept awake by the Xthievement.
Because@ecnerdnessafi 6 a ¢ h i e eneampasxsssach assets akligence, desire,
eagernes@ndscholarlylearning it implies a connection to theoretical as well as
practical music, and thus to knowledge of universal harrfibfige king is delighted
by this request aniglls Apolloniusthathe will be richly rewardef? Just as in Gower,
the Old EnglismApollonius reciprocates bigaching her the best he caire teehte
swa wel swa he silf geleornoffégéa ught her as well a& he himself
This is a fair exchange. Notably, the Old English Archistrates considers musical
education more important than marriage: when suitors come to ask for the princess, he
stresses that she cannot speak to them as blisy with her studiésMin dohtor is
nu swide bisy ymbe hyre leornung® My daughter is d¥voting her se
Again, the use dkornungaimplies a more rounded education than simply learning

musical instrumentas a practical skill

The joint significance of practical skill and thetical learning continues to
resound in the narrative. Archistrate must put in effort and work in order to learn
different instruments, melodies, and tuning. Doubtless, given the prevalence of
Boethius in medieval learning, the theory and tuning which Apalk teaches are

8 Bosworth and TollerAn Anglo-SaxonDictionary, pp. 861, 816.

79 Latin text and translation iApollonius of Tyreed. Archibald, pp. 13®1; Anglo-Saxon translation in
Apollonius ed.Thorpe, p. 47, and original text Apollonius ed. Goolden, XVIII, pp. 281.

8 Apollonius ed. Goolden, XVIII, p. 28Apollonius ed.Thorpe, p. 47.

81 Toller, Supplementp. 305.

82Apollonius ed. Goolden, XVIII, pp. 281; Apollonius ed.Thorpe, p. 47.

8 Apollonius ed.Thorpe, p. 48Apollonius ed. Goolden, XIX, p. 30.

8 Apollonius ed. Goolden, XIX, pp. 3®1; Apollonius ed.Thorpe, p. 48.
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the same as the classical theory expounded by late antique theorists and mediated via
Boethius. Notably, il 0 w e ver8ian, the fact that his instruction includes both
instruments and temperingr tuning probably reflects the teaching of harmonic

theory:

He tawhte hir til sche was certein

Of harpe, of citole, and of rote,

With many a tun and many a note

Upon musique, upon mesure,

And of hire harpe the temprure

He tawhte hire ek, as he wel couthe.
(Book VIII, II. 8281 833f°

This portraitis in line with the education received by historical arisitgand other

members of the medieval elitethe late Middle Ageghe household book of Edward

IV, the Liber Niger, speaks about the necessity of childoemg taught song,

instruments, and other aspects of a musical educ&tbm e 6t empr ur ed6 of
suggests both practical tuning and also the more theoretical aspect of tempering
concerned with universal harmorg.the Middle Ages) & s ualse r@fered to

moderation antemperingand in the contd of music connoted botine rhythmic

pattern of a tune, melogdgr poem andthe balance dharmonic proportiosand

ratios®” 6 Mu s ihgdewerroader connotations thaimesur@ referringto the

practical, performative aspects of muagcsomethingung, playedand heard, while
alsoconnotingthe music of the spherasdthe musical theory that formed part of the
quadriviumeducatiori it is at oncea science and an &t6 Mu s i cpypaweér thats
maintains order in the natural univeratheitone that can be used fevil no less than

for good in Christian and NeBlatonic thought’Bothterms 6 musi qued and

reflect a blending of the traditions wfusica speculativandmusta practicg and

8 Gower, Confessipp. 431.

% |iber Niger, ed. Myers, p. 136.

87 Middle English Dictionaryhttps:/quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED27525accessed on
04.04.18; CarteDictionary, pp. 267 8.

8 Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED28966 accessed on
04.04.18; Carteictionary, pp. 304 9.

8 Carter,Dictionary, p. 308.
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share a connection to poetry whies with the Old Engliskang canalso be found in

the capacioud.atin termmusica™

I n the course of this teaching, Archistrat
herte i s hot paoducirgamnatch of which thelking aBddgGegn
approve because of his 6gret g%Retalingl essed (I
a trope familiar from music romance in which a character falls in love after being
impressed by musical skilGower stées thatthese lessons in mustause the princess
to fall so deeply in love witipolloniusthat she begins to pine for him until she
becomes ill. This passage follows on directly from the description of the lgdisons
834i866). A p o | | oonsequendyal marriage and the restoration of his rightful
social class are brought about by the power of music and, shortly afterhalens
that he is novalso aking in his own right Further adventures flow in the second half
of the textinvolving Apollonius, his wife, andheir daughter Thaise. The queen,
seemingly dying during a voyage, is buried at sea only to be washed ashore and
revived. She joins a nunnery, from which she is later retrieved by Apolldrhase
receives a good educatiamomparab e t o h &hmen Apalloniueleades her to

be fostered in Thrace:

Sche was wel tawht, sche was wel boked,
So wel sche spedde hir in hire youthe
That sche of every wisdom couthe,

(Il. 1328 1330Y?

She is taught practical music, khe phrasé w e | bokedd suggests a mor e
branch of learningooi she is so well taught, the poet tells us, that tleen@equalto
heranywhere in the land he Latin text also paysuchat t ent i on t o Tar si ads

in the liberal arts and musialong with her foster sisters:

Itaque puella Tarsia facta quinquennis traditur studiis artium
| i berali bus, [ ] et ingenio et in audit
morum honestate docentur.

90 Whitaker,University of NotreDameLatini EnglishDictionary, http://archives.nd.edu/cgi
bin/wordz.pl?keyword=musi¢caccessed on 01.04.2018.

°1 Gower, Confessipp. 432.

92 Gower, Confessipp. 445.
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[When Tarsia was five, she was put to study the liberal arts
[ é] T h gaughiteuseetheir intelligence, and the arts
of listening, discussion and decent behavidtir.]

The use ofngenioin this passage suggestivasthe termalso appears in chivalric

manuals of behaviour, and possesses positive connotations of education, innate talent,
and ability,along withnegative connotations of trickery and guds withthe Middle
Englishengin® In this passage, the applicationimgieniumis a necessary part of

education, something that should happen after the study and acquisition of musical
prowessThe liberal arts are suggestive of the quadrivium and a medieval university
styleeducation, which would have included logic, debate,cdrmbursemusical

theory and thus likener parents Tarsia is taudidth musica practicaandmusica

speculatva Gower al so retains the sequence tt
fostermother sdt her to a brothel, she defends her virtue and convinces Leonin, the
owner of the establishment, to let her be a tutor instead, unconsciously echoing

Apoll oniusdéd story. Just as did her fathe

outmanoeuvrenantagonisand eventually to secure a royal marriage:

Sche can the wisdom of a clerk,
Sche can of every lusti werk
Which to a gentil womman longeth,
And some of hem sche underfongeth
To the citole and to the harpe,
And whom it liketh for to carpe
Proverbs and demandes slyhe,
And other such thei nevere syhe,
Which that science so wel tawhte:

(Il. 1483 1491)°

Thai seds knowledge extends beyond that o
her students wisdom, proverbs, instrumental musical performartbe tvarp and
citol e, as OwaneljtodactedoddGingd c aWpedomagaf a cl e

evokesa theoretich quadrivium education, and she has leathexitogether with

% Apollonius of Tyreed. Archibald, pp. 143.

o4 Hanning,The Individual p. 111; CrouchTournamentp. 150,Middle English Dictionary
https://quod.lib.umich.edu/cgi/m/mec/matk?size=First+100&type=headword&ql=engin&rgxp=constrajned
accessed on 03.04.20ymology Onlinghttps://www.etymonline.com/word/enginecessed on 03.04.2018;
Whitaker,University of NotreDameLatini EnglishDictionary, http://archives.nd.edu/cgi
bin/wordz.pl?keyword=ingenjaccessed on 01.04.2018.

% Gower, Confessippp. 449 50.
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practical music representedthis catalogudy the citole and harfghealso teaches
Oprover bes an devodatvenatmordyefsvisdorh utverifal cleverness
andtrickeryThe reference to music as a O0sciencebo,
practical examples of music in the textsigygestive becausiee word cald refer
generallynot onlyto knowledgebooklearning, and the various branches of the liberal
arts but also tempathetic knowledger discernmen{more affective qualitiesand
specifically to a skill or handicrafa practical rather than theoretictgcipline)®® This

text suggests that musical power is accessed not just through affinity and practice, but
through theoretical learning.is an innate talent that must be developed through the
study of abstract theory aidned through practiceike her father when he arrived at

the court ofArchistrates, Thaiseises her music, wisdom, and eloquence to make her
way. In the Latin version, she insists to her suitor, pritbenagorasthathonestate
docentur(6t o t e a cohd dheocneenstt §yhidié sermeshierqust as it did her

father, making her noble lineage plain for all to see:

Habeo auxilium studiorum liberalium, perfecte erudita sum;
similiter et lyrae pulsum modulanter inlido. lube crastina die
in frequenti loco poni scamna, et facundia sermonis mei
spectaculum praebeo; deinde plectro modulabor et hac arte
ampliabo pecunias tdie.

[I have the benefit of the study of the liberal arts: | am fully
educated. | can also play the lyre with a rhythmic beat. Have
benches put up tomorrow in some crowded place, and | shall
offer entertainment with my eloquent talk. Then | shall make
music with a plectrum, and through this skilhiel make

more money every ddy’

Herboast of being able to play the lypalsummodulanterimplies that she can

play rhythmically,but the termalsoevokesthe modulation of different scales
according to harmonic principles used to affect the noddidtenersTarsia does

not have the least doubt that her skills in music and eloquent speech will carry her
through without any probleni&In this passagestudiorum liberaliumfurnishes
anotherclearreference to an educatiolotdissimilar from a university curriculum,

andthus includingnusica speculativaHer studies and herawtical, instrumental

% Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=byte&byte=169530593&egdisplay=open&egs=16955883d&ssed on 04.04.18.
% Apollonius of Tyrged. Archibald, pp. 154%.

%8 Wilson, Magical Questp. 40.



https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=byte&byte=169530593&egdisplay=open&egs=169558876
https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=byte&byte=169530593&egdisplay=open&egs=169558876

101

skills (lyrae pulsum modulanter inliganake her fully educategerfecteerudite

complete in the realms of both theory and practicey make up a full set, and

enable her to command the powers of universal harmony. Stia asmbination

of these skilldo stunher audience, earning hegeeat deabf moneyand

reminding us of the monetary as well as symbolic cultural worth of musical

performance® Along with the Latin original, Gower may also have been using the

same element of Boethian philosophy as Guillaume de Machaut@ohfert

d Ami (1357), where it is stressed that an education will keep one safe from various

dangers:

Mais qui bien moriginez
Et en vertus enracinez,

Fortune ndéda nul
De lui faire anui ne grevance
Quant aus meur s;

Les vertus ne puetle avoir
(IIl. 1933 1938)%°

€ puissance

car sbell e a | 6av

[But over the man who is well educated
and in whom the virtues have taken root,

Fortune has no power
to hurt or injure

his integrity; for if she has his goods,

she cannot have his virtup§*

This Boethian idea concernitige importance of learning, n T acasggs@edialy

of musical learning andloquencdthefacundia sermonjs seems to permeate not only

mirror-for-princes and similar educational literature but also medieval romance. A

similar thread isto be foundn J e an

de

Me un 6 s LitLivresnes | at i

Confort de Philosophiéc. 1304)andRoman de la Rog&277), in whichelite secular

educatiorand wisdom areols e |l y | i n k eescription oBtlte evisdpentit s 6

man who has a certain command over Fortdhe.

It is through their musical and poetic skills that Apollonius and Thaise find

their way out of danger aridwards a reuniarin the Latintext Tar si ads mus i

% Apollonius of Tyreed. Archibald, pp. 15%.

100 Gyillaume de Machau€ o n f o r tini dudv A meis
Ernest Hoepffner, 1921), p. 69.

1 Translation from ElliottRemembering Boethiug. 23.

de

Gui | Jled E.®kampian, tdvhe It (Pariu t

192 Anicius Manlius Severinus BoethiuBe Consolatione Philosophiae / The Consolation of PhilosoptiyP.G.

Walsh Oxford: Oxford University Press2000.

or

c
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storytelling are the reason she is serdistract her father from his gow, leading to

their eventual mutual recognitionhis section appears in verse in the Latin version of
the tex, indicating that it is sundhis carminbus coepit modulata voce cangre 6 | n a
musical voice she began to sithgsesongd and that this is a moment of intense
emotion as Tarsia recountie story ofher troubled life. It is this song which is the

first step in bringing about eventual recognition and lueryri®® Her voice is

described amodulata againsuggestig a facility formodulation between different

modes which were believed to produce different results in the physical widntzligh
Apollonius does not immediately recognise Tarsia, he generously rewards the
ominstrel &6 with two hundr edntgioway hepi eces befor
demongrates generosity to minstrelsn@e second day Tarsia tests his eloquence and
intelligence by asking him riddle€nce he succeeds in this challendpeydiscover
each ot identtiés$ading Apalonius to reclaim hdaughtergueenand

throne.

The powers of harmony, thegsre accessed through a combinatiomasica
practica andmusica speculativavhich can be used to conjure bliss or empaitiize
listener The story of Apollonius, in all its incarnatiorexemplifiesthe power of
music, as well aadvocatinghe generous treatment afinstrels and retainers. The
simultareous use of eloquene&d music across all versions of thgollonius
narrative suggests that European medieval audiences would have been familiar with
the importance of this aspect of the sti{G o w e Apélisniussuggests that, by the
late fourteenth centurynusical theoryand practice we equally valuedby elite

audiences

The Apollonius texts set upany ofthe musical tropes that will be relevaat
the following chaptersThe same concern with practical ahdoretical music can be
found in thekingship quest romanceshere music is either a product of instirost,
education, or botho various levels of succeddeas of universal harmony were
inevitably adapted and reinterpreted to fit the social context of the vaitestingooth
the existence of certain shared cultural ideas about music in the Middle Agasand
the diffusion of musical learninty® The procss of learning and playing music brings

about personal harmony for the protagonists, saves them from danger and poverty, and

103 Apollonius of Tyreed. Archibald, pp. 16@1.
4Jamison 6 A De cAr.i pti ond,
1%Rico, Auétorita®, p. 28; Hamilton, i3 %emanSingingsht Ne\Sengphs5@moé, pp. 155
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also restores greater harmony to their subjedtéchis expressed through excessive
joy conjured by musiel performanceln Partll of this thesis, presenthree case
studies’ respectivelykingship quest romanca®mances concerned with magand
theTristancorpusi asa crosssection of medieval musiomance, in order to offer up
some suggestions on how medieval musical learning and pragieell ashe

musical tropes evoked the Apolloniustradition, feednto these texts.
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PART Il

CHAPTER THREE

MUSIC IN KINGSHIP QUEST ROMANCES

This chapter will serve as the first of three case studies, offering a nuanced reading of

the role of musicdéds harmonic powers in mediev
which musi c06s etlfesederts. A disausseon thireelkingship guest n

romances following parallel narrative thread# form the bulk of this chapter, as |

aim to explore the complex integlationship between romance and music in which

music serves as a source of joy anciaacohesionThe texts discussed in this chapter

are usually classifiedithin the much more capacious categorpdflat t er of Engl and
romancesthough my interest is more specifically in how two kingship quest romances

within this wider traditiorfocuson musical references addploymusical langage

More precisely, my analysis will centre on the presence in these two insular romances

of musical tropes that recur with particular frequency in kingship quest romances:

namely, a scene (often the conclugistene) of collective festivity, accompanied by

music (usually involving minstrels at a feast); the role of an instrument or musical skill

in marking out the protagonistodés true identit
licence for minstrels to ¢@r restricted areas; and the training in music of the

protagonist or the protagonistiove interest.

Thesec al | ed 6Matter of Englandd romances, a
centring on English characters, settings, and spaibical mores, comprise group of
ten texts, many of which can be found in the Auchinleck Manuscript (Edinburgh,
National Library of Scotland, MS Advocates 19.2'Tjhey are divided into those that
are set before the Norman Conqué&aty of WarwickBevis of HamptomAthelston
Horn Childe and Maiden RimnildandKing Horn) and those set afteGamelyn
Havelokthe DaneRichard Coeur du lionWaldef andFouke Fitzwari. While the

original patron of the Auchinleck Manuscript remains unknown, the manuscript shows

! SeeNeil Cartlidge Boundaries in Medieval Roman@@ambridge: D. S. Brewer, 2008)p. 29 41; Ralph Hanna
I'1'l, O6Reconsideri ng tNewDikdianin lateréMedievaMéanuacapt Studipst Essaysi n
from the 1998 Harvard Conferenced. D. Pearsall (York: York Medieval Press, 2000),91p102 (pp. 945);
Edwards and Pearsalpp.,25i8Engl i sh Poetic Textso,
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a markel interest in chivalric romanceThis manuscript serves as a good example of

its kind because there are many surviving vernacular English manuscripts constructed
following the same model as the Auchinleck, scattered over a considerable
geographical area, suggestithat such books would have been popular and widely
available. Notably, Cambridge, University Library, MS Gg.iv.27, Oxford, Bodleian
Library, MS Laud Misc. 108, London, British Library, MS Harley 2253, and
Cambridge, University Library, MS Additional 440art. 19, each contalding Horn,

or Havelok or both in whole or in fragmentary form, and follow the Auchinleck

model? King Hornwas widely available and read, as evidenced by the extant
manuscripts.Similarly, Oxford, Bodleian Library, MS Ashmole 61, which includes a
range of lay and religious texts, contains a number of romaSaesimbrasThe

Earl of ToulousLybeaus DesconuandSir Orfeg as well as courtesy texts concerned
with chivalric bénaviour How the Wise Man Taught his Son J o h n Digtadlyg at e 0 s
How the Good Wife Taught her DaughtandStans Puer ad MensarhThus, on this
evidence, romances and courtesy books were found together in the same miscellany
manuscriptsboth promang the ideahatcertain modes of conduotfereda meansof
achieving societal harmonyhese collections demonstrate a desire not just to hear
such texts but to own them in a tangible, accessible form, as well as a willingness to

spend money on romances.

Matter of England romances are often concerned with nostalgia for a lost
Oheroicbdb age, which is achi eWié#nglishr ough
past® Possibly due to this concern with nostalgia, heroes such as Havelok and Horn,
who are takefrom thepopularhistory of preConquest England, face practical issues
of kingship, law, and reclamation of lost thrones, challenges that are very different

Hanna, 6Auchinleck Manuscriptd, p . 98. For a discussi
Auchinleck Manuscript, see Maldwyn Mills andA Gillian I
Companion to Medieval Popular Romaned. R Radulescu and C.J. Rushton (Cambridge: D. S. Brewer, 2009),
pp-4966;Bof f ey and Thompson, O0Anthol ogi es andFabkimdecoE| | ani e
British Museum MS Harley 225BETS, o.s., 255 (London: Oxford University Prek®65).For a table of music

romances and the manuscripts in which they occur, see Appendix D.

® Turville-Petre England the Natioyp. 115.

“A. S. G.M&dwsc dispt $inA GanpaRienaodviedievad English Literature and Culture, c.

1350 c. 150Q ed. P. Brown (Oxford: Blackwell Publishing, 200@p. 911 06 (p. 96); Cl aire Spol
Dietarya nd Co n s u me rMedkwahGbrductedd K.M.iAshley and R.L.A. Clark (Minneapolis: University

of Minnesota Press, 2001), pp.2R.

*Thomas Hahn and Dana M. Sy @ampaipn tdMédialal Engliahl LiteRmrmand c e 6 , i
Culture, c. 1350c. 150Q ed. P. Brown (Oxford: Blackwell Publishing, 2007), pp.i3(p. 354).

® Robert Allen RouseThe Idea of Angk®axon England in Middle EngliskomancéCambridge: D. S. Brewer,
2005),pp.525;J ami son, O6Ap.H3descriptiond,
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from the obstacles f acedlnthiychapterrn@focusn de Troye
will be on thke romances dfing Horn (last part of the thirteenth centyyydiorn Childe

and Maiden Rimnildc. 1320), andHavelok the Danéend of thehirteenth century

The first two of these texts will offer a mod
powersby employing musial tropesin which protagonists successfully move their

auditors through musievhile thethirddemonstratet he | i mi t s of musi c0s r ¢
hands of a king who is not a trained musidigrundermining thse same tropes

underpinninghe other two textsAll three romances stress the importance of musical

learning, both practical and theoretical, and in assessing themcbwaidethow the

value placed upomusical education amongst tiveedieval elitanfluenced thditerary

representatiobothof music and f  mucennectidrsto the powers of universal

harmony.

In music romances, a command of musical theory and practice is necessary for
a protagonist to succeed. In tiagship questexts specifically musical educatiorsi
paramount for protagonists to be able to use music as a socially cohesive force,
exceping those instances where it is used as a mark of true kingship, where prior
education is not important. The musiciamghts use their musical skills to command
the powers ascribed to music Boethian theory in order to influence others, defuse
conflict, and create alliances. In the process of achieving his ends, the protagonist uses
music to evoke a sense of extreme joy or sorrow in his audience. Those who lack a
muscal education are limited to using music only as a way of proving their legitimate
kingship, though they must resolve other conflicts withbatadvantages thatusic
corfers. The cultural status of music can be gauigettiese kingship quest romances
naot just through the portrayal of musicipnotagonist@nd their performansdut also

through the use of musical keywords in the texts.

1. Musical education in the kingship quest romances

It is first necessary to offer a brief social background for the moe® in order to
provide a context for the connection between music and chivalric accomplishments.

The Matter of England subgenre of romanoeks backio thechansons de geséad

"Laura Ashe, 6The Hero and hi s BRwmdaliesin Medievdll®kdniagal.aNl Engl i sh Rom
Cartlidge (@mbridge: D. S. Brewer, 2008), pp. 128 (p. 142); ThorlacTurvilleP e t Hawelokadd the History

of t he Reating®imMedieval BEnglish Romaned. C.M. Meale (Cambridge: D.S. Brewer, 1994), pp.

121i 34 (pp. 1223).
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Old Englishheroic poetry in its glorification of warlike behaviour and social

responsibility towards king and kingdom, thoubkse ideaare approachetthrough

the language and conventiomfsmedieval romace® The concept of chivalric identity

was tied not just tanilitary accomplishment but to education in literacy and musical

skills, which were also promoted in the romant&ke Horn romances demonstrate

the full extent of the social advantage that harmonic powers gragnad musician

enabling him to conjurparticular feelings in those who hear his music and thereby to
reconfigure or restore societal harmony. By contkdatelokshows that a knight
without a musical education cannot acces

therefore inhibited in engelering a harmonious society.

As discussed in Chapter I|at of scholarship has detailed the social and
literary milieux which provide the backdrop for the romances in quesiiorthe
musical front, the way the quadrivium was studied and interpretegetiam the
twelfth century'® Musical theory and musatpractice were being revaluated, so that
musia@l practicestarted to make an appearancéhigoretical musical treatises:
according to Guy Beaujouan, Ot Ihftfremt udy o
its theoretical and mathematical orientation to focus on the concerns of artistic
p r a cf Teackefs of the quadrivium and the theorists were beginning to make
connections between Gregorian chant and Boethian theory, and to regard music theory
and practice as a language and as the dignified equal of grammar, namely as a system

whose utility and instrumentality derive from its material applicatfon.

Similarly, the behavioural and educational virtues which had previously been

the prerogative dfings had become the virtues of thability, before extending more

8 Richard BarberThe Knightand Chivalry(Woodbridge: The Boydell Press, 2000)49; HanningThe Individua/

p. 72; Scott Gwardjeroic Identity in BeowulfLeiden: E. J. Brill, 2008), pp. 4, 30,4B;a mi son, O Ap. Descr i
54; Elizabeth Salter=nglish and InternationalStudies in the Literature, Art and Patronage of Medieval England
(Cambridge: Cambridge University Press, 1988),2930.For t he wvari ous incarnations
the medieval period, séer no Bor st , O6Kni ght ho o dordshipandiCemmidnitgiln Mi dd!| e /
Medieval Europe: Selected Readingd.F.L. Cheyette (New York: Holt, Rinehart and Winston, 1968), ppi 280

(p. 183); JanetL. Nelsop,Bad Ki ngshi p i n t hGourf &lites and GenddiediRbweeintheg e s 6 ,
Early Middle AgesVariorum Reprintg§Aldershot: Ashgate, 2007), VIII, ppi 26; Karras,From Boysp. 21; Orme,

6The Education of the Courtierd, p. 64.

Andrew Wathey, 6The Marriage of Edward | Dournahofire t he Tr
American Musicological Societ§p (1992),pp.129; J. W. Sherborne, O6Aspects of E
Later Four t e &nglisthCo@teCnltura in hedLater Middle Agedl. V.J. Scattergood and J.W.

Sherborne (London: Duckworth, 1988p. 1 27.

®Guy Beaujouan, O6Tr ansf oRemmssance and Rehewal m the TivelfthcCenadyR. u md , i
L. Benson, G. Constable, and C.D. Lanham (Toronto: University of Toronto Press, 1999),I87. 48 4656).
"Beaujouanp Tr ansf ormationd, p. 466.

?’Beaujouan, O6Trafi6formationé, pp. 465
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widely intothe secular medieval elité As this elite became more interested in
scholastic learning and in expressing their refinement through patronage, these
accomplishments came to balued alongside feats of arffsThe more complex

chivalric manuals, dating from the twelfth centarywards reflect these literary,

social, economic, and educational changé&mances, like chivalric manuals,

portray education, eloquence, and musicexeasary chivalric accomplishments.

These episodes from music romances inevitably reflecte@deahtional practices,
providing a separate but comparable model of behaviour for readers to those found in

chivalric handbooks®

The romances, initially a pduct of the cultural renaissance of the twelfth
century, were influenced by the trivium and the ancerntores already known to the
clericalliterati.!’ These texts, alongsid®urtesy books and treatises, in their emphasis
on education seem to ha&ningthe debate in favour of an understanding of artistic
skill and aesthetic accomplishments as learnable ciaftgive an early example, in
the French romand@olopathos(c.1222 1225,a version of th&even Wise Masters
narrativebased on a Latin @inal of c. 1200) great attention is paid to the education
of Lucien, the thersevenyearold protagonist. Lucien begins studying the liberal arts
and proves very diligent: he is taught el oque
1468) and correctbeavi our , al ongsi de the | iberal arts (
fu cortois ©l622)*mihiasorbancelas in histodca firactice, courtesy
texts are taught as part of grammar, alongside music and the other liberThets.
French context of the early thirteenth century seems to foreshadow a change in the way
the liberal arts were tréad in literary romances, botto@tinental and insular, since

earlier texts had regarded such education suspici6Usiya much later examplée

BGeorgeDubyfhedCul ture of the Knight | RenaBsanace and ReAewa inth@mce and Patr
Twelfth Centuryed.R.L. Benson, G. Constable, and C.D. Lanham (Torontoveéssity of Toronto Press, 1999)

pp. 248 62 (p. 254);Salter,English and Internationalp. 29.

“Duby, 6The Cibltured, pp. 254

15 Jonathan NichollsThe Matter of Courtesy: Medieval Courtesy Books and the GaRa@én(Woodbridge: D. S.

Brewer, 1985),p45;Ral uca Radul e s Geantry Cdtlre in latMedievat Englanded. R

Radulescu and A. Truelove (Manchester: Manchester University Press, @005)0 118 (pp. 109 13).

16 Nicholls, The Matter of Courtesyp. 515; Radulescué L i t e pp10@11&®r, me, 6 Education of the
Co ur tpp. AB;&R, H. DavisA History of Medieval Europ@.ondon: Pearson, 2006), p. 333; Helen Phillips,

ORi tes of Passage i n FRiesa Rassage:dCultdrasgt Trasdhio tRed-ouateertte s 6, i n
Century ed. N. McDonald and W. M. OrmrotiMpodbridge: ThéBoydell Press2004), pp. 88108 (p. 84).

YDuby, 6The Cultured, p. 259.

18 Nicholls, The Matter of Courtesyp. 55 6.

9 Nicholls, The Matter of Courtesyp. 53 6. For another relatively early Continental example, see also the

thirteenthcentury Occitan romance Bfamenca where both male and female characters are taught liberal arts,

including music.

®Christopher Page, 6 Mu srice 11500 8 0 Préiceedirags of thecRoyaliMusicallon i n Fr a
Associatior3 (1984 1985), pp. 127 (p. 20).
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household book of Edward I\ jber Niger, concersthe education ofthnki ngdoés s on:
and theboys brought upvith themasther companions:

to lern them to ryde clenely and surely, to drawe them also
to justes, to lerne hem were theyre harneybhatee all

curtesy in wordez, dedes and degrees, dilygently to kepe
them in rules of goynges and sittinges, after theybe of
honour. Moreouer to teche them sondry langauges and othyr
lernynges virtuous, to herping, to pype, sung, daunce, and
with other honesand temperate behauing and pacience; and
to kepe dayly and wykely with these children dew

conuenity with correcions in theyre chambres according to
suche gentylmen; and eche of them to be vsed to that
thinges of virtue that he shal be most apt to 1étne.

They had to learn physical skillsich asiding and jousting, but also namilitary

skills includingetiquette and languages, as well as a full set of musical

accomplishments: dancing, singing, playing the harp, and piping (which, respectively,
represent indoor and outdoor musiee courtly and the military). As previously

discussed, lpying soft instrurents in particular was considered a necessary
accomplishment for thmedieval eliteé> The implication is that these skills are to be
acquired through o6l ernyngeé: they are no
simply aesthetic accomplishments,bacs e t hey are encoded as
(l earning and behaviour that is oé6virtuou
described, in suggesti vel yLibenNigerdaital t er ms
accomplishments are being inflected as sattially virtuous and ethically

Ot emperat ed.

According to the classical theory of harmony, the basis for much medieval
writing, music had the ability to affect the physical world in various ways, from
healing sickness to inciting battle rag@@gship qust romancesffer a similar view
of music as a handy skill to be employed as and when needed. Their treatment of
music emphasises the importance of learning and practice in gaining successful
command over the powers of harmony, an aptitude capable anofhg the soul and
behaviour of oneds | isteners. Thneusicaoti on

humanahad becomenore closely tied tonusicainstrumentalisn the late Middle

2L iber Niger, ed. Myers, pp. 12§.
2ZBrown and Polkd n st r u me np $9] On Rtistsciatic ysicianship and the patronage of minstrels, as well
astheppreci ation and composition of pdé2d.ry, see Wil kins,
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Ages, as demonstrated by the emphasis on both theoretical learnimgaetnchl skill

in the romances

In medieval musicomance, protagonists are trained in music and use music to
achieve their goals, whiabftenculminate in kingship. Musical skill takes time and
practice, but in the hands of a knowledgeable musicizamitbecome a potent tool for
creating social bonds and navigating social bound&tigg.the fourteenth century,
the ideals embodied by the figure of the courtly muskiaight came to be absorbed
into chivalric instructional manuals so that the idealvalier was not only a fighter

but also a musiciaff.

TheRoman des Elg€.1210), a manual of chivalry by Raoul de Houdenc,
stipulates that a knight should have an appreciation of music and song, as well as being
courteous, generous, honourable, and a gost> Such manuals were often read
alongside other semmstructional textsuch aghe biography of William Marshal,
Histoire de Guillaume de Marechaletailing his rise to fame, fortunandsuccess by
means of his prowess at tournaments, his skithuisical performangend generosity
towards musician& The prevalence of this kind of instructional literature attests the
transmission and pervasiveness of this ideology. Miopprinces literature played a
similar role. When he was still a pringa,about arly 1327, Edward Ill was presented
with two mirrorfor-princes books by Walter de MileméteThe first, surviving as
London, British Library, MS Additional 47680, contains a L&cretum Secretorym
concerned witlsciencia regaliswhichclaims o be Ari stotl eds advice t
how to acquire the 6¢ Edwardineustenggyeinmopertharat e t o a
the military aspects of his statiéhHe must cultivatetium (which can mean leisure

time, peace, or academic pursuitggotum (public service), antdonestunsolacium

% Karras,From Boysp. 30.

24Karras,FromBoys p. 158; Me&Cheyaiarient FSrweintcthe n& @cci t anThéder nacul ar Liter
Study of Chivalry: Resources angpkoachesed. H. Chickering and T.H. Seiler (Kalamazoo, MI: Medieval

Institute Publications, 1988), pp. 488 (p. 410).

BGeorges Duby, 6Th@e mtYwruyt hAr ii snt donshpiiddTomnwieity ie Megiéval i n

Europe: Selected Readingsl.F.L. Cheyette (New York: Holt, Rinehart and Winston, 1968), ppi 298 pp.

202 3); LabargeTravellers p. 126;Geoffroi de CharnyThe Book of Chivalrypp. 234 ; Wi | ki ns, O6Chawucer and
Musi c6, p . 1.

®pDub y, 6 T h ep. 20¥ 3 LabargeT tayelers, p. 126;Geoffroi de CharnyThe Book of Chivalryp. 23;

Crouch,Tournamentp. 22.

27 Ralph Hanna lllLondon Literature 13001.380(Cambridge: Cambridge University Press, 2005), p. 116. These

manuscripts survive as British Library, MS Additional 80Gnd Oxford, Christ Church, MS 92.

% Hanna,London Literaturepp. 11617.

2 Hanna,London Literaturep. 117.
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(earnest consolatiori).In other words, in order to be an ideal ruler, Edward is advised
that he must balance thita activawith thevita contemplativa*

Musicianknights were sometimes a historic realitypassic and knighthood
were brought into close contact, and sometimes the lines between the two disciplines
became blurredn a reactionarymovéli er e do6 Al vernhe (Il ate t
Ca i nt qguestcritetises a knight who thinks that knighthabcan be achieved
through singing instead of the swofdWhen a late twelftitentury troubadour,
Raimbaut de Vaqueiras, was knighted, during a period of changing ideas, he chose to
pursue knightly accomplishments through poetry and singing, a decisiamtimet
occasional disapproval in the ongoing debate over whether a true knight should prove
himself through music or comb&tHe was not the only one of his profession to be
raised into the knightly class. Jausbert de Puyailast born into a wealthy familyut
lost his fortune and took up minstrelsy: he played the fiddle, sang, composed, travelled
between courts, and was eventually rewarded with a knighthood andi&@tdsalric
identity in the later medieval period is increasingly achieved in more pérenisays,
and comes to be constituted by a broader set of accomplishments beyond the purely

martial ones.

The romances discussed in this chapter explore the affective powers of music
through this emergent figure of a musicikamght, who uses the powersmiisicato
influence the physical world. Christopher Page observes that in the twelfth and
thirteenth centuries, no source engaged
romancég however, I would suggest t hpowersi n t he
stretch beyond merely aesthetic enjoyn@fthis idea is echoed in contemporary
musi cal treati s e PDeMusicatate thisteentrdcentu@), vehickh ei 0 6 s
emphasised the importance of music for urban-imeihg due to its influences on
mordity: it presents Paris as an example, detailing the types of music available there,
and its role in maintaining the health of the city and its citizenry. The treatise claims

thattrouvéremusic encourages generosity, while narrative songs about thelssrofjg

%C.T.LewisandC.Shor Latin Dictionary: Founded on Andrewsd Ed
(Oxford: Clarendon Press, 1879). Retrived frioftp://www.perseus.tufts.edu/hopped2.03.2018.

1 HannaLondon Literaturep. 117.

®2Swi t Chevaliet 6 p. 418.

#BSwi t Chevalied 6 p. 4 Erém Boysp. B;HansingThe Individua) p. 196.

%Christopher Page, 6 CbludrOtO Aatiquily amxthe WiddlerAgdBom Anciene Grelede 0 0

to the 1%' Century ed.J. McKinnon (London: Macmillan, 1990), pp. I@A7 (pp. 208 9); Brown and Polk,

6l nstrument al Musicdéd, p. 100.

®Page, 6Music and Chivalric Fictiond, p. 2.
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heroes encourage hardwdfi. n de Gr ochei od6s sociiological col
secular or liturgicaii nf |l uences behaviour in a positive w

are seen as being encouraging rather than dangerously coercive.

Musical knowledge lays an important role ikingship quest romances
centring on the fortunes of musicinights. While all he protagonistef music
romances are to some degree aware of the usefulness of music, the importance of
intellect and education in unlocking the béts granted by an understanding of
harmony is especially evidemt these textslt is important to know how to use music
correctly: Boethius cautioned that any subtle alteration to the tonabtpieice of
music could completely change its charactet that of its listeners, causing chaos and
inciting dangerous confliét. However, in certain texts, such as Kiegship quest
romances f ears of musicb6s coercive powers are di
joy and social cohesion. Even away from the world of romance,degktsaslohn of
Sal i sPolicraticis&.1159) one of the most influential political works for the
late medkval period, depict musical power in a positive way that negates fears of
musical compulsion. In a sociological ve&iomparabldéo de Grocheio a century later,
John equates the properties of consonant music with good kingship, using musical
metaphors (o€onsonance, dissonance, and proportional or temperate tuning) to

describe the harmony of a wejbverned city run by moderate prinéés:

Si enim citharedus aliique fidicines multa diligentia
procurant, quomodo oberrantis cordae compescant uitium,
et eandm aliis unanimem reddant, faciantque dulcissimam
dissidentium consonantiam, cordis non ruptis sed tensis
proportionaliter uel remissis; quanta sollicitudine oportet
principem moderari nunc rigore iustitiae, nunc remissione
clementiae, ut subditos faciatagi unanimes esse in domo
et quasi discordantium in ministerio pacis et caritatis
operibus unam faciat perfectam et maximam armoniam?
Hoc autem certum est, quia tutius est cordas remitti
intensius quam protendi. Remissarum namque intensio
artificis peritiaconualescit et debitam soni reddit gratiam;
sed quae semel rupta est, nullo artificio reparatur. Profecto,
si sonus exigitur guem non habent, frustra tenduntur et
saepe citius uenitur ad nullum quam ad eum qui nimis
exigitur. Ait ethicus:

®Christopher Page, 6Musi cThaBadyMiddlesAgestorh@@dt & Crockefamd2 13006, i n
Hiley (Oxford: Oxford UniversityPress, 1990), pp. 4485 (p. 472).

57 Boethius,Fundamentalspp. 2 3.

38 Joseph Canningh History of Medieval Political Thought, 300450 Book IV, Ch. iii (London: Routledge,

1996),p. 114.
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Est piger ad gnas princeps, ad praemia uelox,
quique dolet, quotiens cogitur esse fetox.

For if the cithern player and other minstrels manage by great
diligence to curb the fault of a wayward string and restore it
to harmony with the others, producing the sweetest
consonance of dissidences not by breaking the strings but by
stretching or relaxing them proportionally, then how much
more should care be taken by princes to be modeiatte

one time by the vigour of justice, at another by the
forgiveness of mercy so hat the subjects are made to be of
a single mind as in a household and the works of peace and
charity create one perfect and great harmony out of pursuits
which appear discordant.

But this is certain: that it is safer to relax strings than to
stretch thentoo tensely. For of course the tension of relaxed
strings may be regained by the skill of the craftsman and
they should regain their pleasing sounds; but those which
are once broken no craftsman may repair. Indeed, if a sound
is required which they do nbtve, then they are stretched
in vain and frequently soon come to nothing rather that to
the excess which was required. As the moralist has it:

06The prince i reluctant to pu
0

S s h
saddenewhenever he is #*hought t f

ni
be

The objective of the good minstrel, according to this passage, is to dispel chaos, or
discordantiumrepresented by the discordant string of the harp, by restoring the
instrument to harmony through tuning. Harmony is achieved not just through
theoreticakcontemplation but through active musicianshifpe physical tuning of a

harp. Wherthis metaphor is applied the sociepolitical sphere, this harmony must

be created through diligence and moderation, through careful and capable rulership
likened to théharmonising of disparate (or seemingly disparate) elements within a
composite wholé aconcordia discorg dssidentium consonantidin é qu a s i

di scordantium €& armoniam6). Johnés anal o
to the music romances, in whitiarmonious rule is achieved through musical practice,
an education that teaches the muskkisng how to tune strings gently and how to

maintain or restore social cohesion. Musical compulsion, literal and metaphorical, is

39 John of SalisburyPolicratici Sive de Nugis Curialium et \tiggis PhilosophorunrLibri VIII , ed.C.C.1. Webb,

vol. | (Oxonii: e Typographeo Clarendoniano, 19¢#)ok IV, ch. VIII, p. 264,530bJ ohn6s quotati on i s
Ovid, Epistolae ex Pontd.2.123 124.

4% John of SalisburyPolicraticus: Of the Frivolities o€ourtiers and the Footprints of Philosophgesl. and trans.

C.J. Nederman, Book IV (Cambridge: Cambridge University Press, 199@® 1 2.
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depicted as a positive force feocial order. The tuning process is carried out carefully,
through relaation rather than stringencte(iss proportionaliter uel remissjsThis
approach suggests the need for patience and wisdom, and a sensitivity gained through

practice: a good musiaisknows better @i to break the string dis harp recklessly.

The idea of the usefulness of music in the hands of those who arteaiedd,
and the limitations or dangers of it in the hands of those who are not, can be seen in the
repeated emphasis tearning and practice. The powers of music are a tool, but they
must be used knowledably and skilfully. John of Salisbury goes on to state that

attaining wisdom depends on a proper understanding of music:

Socrates etiam in senectute didicerit musicaadens, Si
musica deforet, sibi cumulum sapientiae defutuftim.

[Even Socrates devoted himself to music, believing that he
would deny himself the pinnacle of wisdom if he were to
disregard music’f

This passage proposes that music is a medium for wisdom, and to deny music is

therefore to preclude some parts of wisd&mec et Eniddlate twelfth centur); the

first of Chr®tien de Troyesd romances and usu
romance shows a similar concern with learning the necessary skills for good kingship

in order to su®uereidn g nEroenceddss cgoureosntat i on, we S
of the quadrivium (music, astronomy, geometry, and arithmetic) are embroidered by

faireson Erecod6s <c*%ronation robe:

Et la tierce oevre ert de Musique

A cui toz | i dedui z sbéacorde,
Chanz, et deschanz, et sanz descorde,
D6barpe, de rote, et de vpel e.

Ceste oevre estoit et boene et bele,
Car devant lui gisoient tuit
Li estrumant et li deduit.

(Il. 6708 6714)

41 John of SalisburyPolicratici Sive vol. I, book VIII, ch. xii, pp. 30910, 758a.

42 John of SalisburyPolicraticus p. 183.

“Joseph J. D u g gGhrétien de Arbyederec ara Erdd@trans.rB. Raffe(New Haven: Yale
University Press, 1997pp. 221 9.

“Duggan, O6Afterworib®m4 p. 229. See |1l . 6750
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The third chose to show Music,
Which blends with every human
Pleasure, in counterpoint
And song, with harps and lutes,
And violsi a beautiful picture,
With Music seated and in front
of her tools and delights.

(Il. 6774 6780)°

Musicc al ong with other examples of necessa

clothing, and this music creates and intertwines itself with joy both in harmonic

accord, O6sbacorded, and Osanz descordebod,
counterpoint, somethingtwi ch i s i n creative tension Wwi
a song, hence provoking the poet to add
suggestions that the O6chanzd and its cou

6deschanzd ab dywheavily relied omadihering ta earehdrmony.

There is a suggestion in this passage that harmamye achieved through the mixture

of sounds, and this principle has important implications when the metaphor is applied

to social organisation, conceivetlas a composite of different but complementary

parts. Practical music in the form of instruments, notation, and song is alluded to on
Erecd6s robes, along with quadrivium subj
musica practicandmusica speculativdor the figure of Music, the theoretical

concepts and musical instruments are complementary, seen as her tools and delights.
As we shall see, iRlavelokthe protagonist is disadvantaged by missing out on just

such a musical education. By this analogy, mbsicomes an important skill for a wise

king, who must acquire it through active learning in order to use it well.

John Gower also examines the importance of musical learning in Book VII of
Confessio Amantjsn which he discusses the education of Alexandho encounters
music as the second part of mathemdfids.this passage, it is notable tmatisica
practica( r epresented by Omelodiebdé, Ovoisbd, ar
the more theoretical, absutsriagcute 6d,i SOcA rpnmoinni
mathematics (the liberal arts of the university curriculum). This categorisation is

suggestive of the way practical music was perceived in the later Middle Ages:

5 Chrétien de Troye€rec et Enidein Les Romans de Chrétien fiyes,ed. M. Roques (Paris: Honoré
Champion, 1952). 204;Chrétien de Troyegrec and Enidgpp. 212 13.
48 Hollander,Untuning p. 71.
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The seconde of Mathematique,
Which is the science of Musique,
That echeth upon Armonie
A man to make melodie
Be vois and soun of instrument
Thurgh notes of acordement,
The whiche men pronounce alofte,
Nou scharpe notes and nou softe,
Nou hihe notes and nou lowe,
As be the gamme a man mai knowe,
Which techeth the prolamn
Of note and the condicion.

(II. 1627 174%7

Alexander is being taught not only theory and notation, but also practical music.
0Acordement 6 evokes accord, harmony in the th
strings sounding simultaneously. In keeping w
musical accomipshment is measured through the successful combination of disparate

el ements (6scharpe6é and 6softed, oO6hihed and 0
Gower 6s pmusiceereategharmébny, and he, like so many music theorists,

emphasises the importee of training and knowledge, alongside practice. Gower

echoes the late antique argument that a true musician is not simply one who plays an

i nstrument but quiiatione Barpensacanerdifscientam noa ,

servitio operis sed imperio spectitmis adsumpsif 6 who has gained knowl ed
making music by weighing with the reason, not through the servitude of work, but

through the sov e rConemilafion sdecuktipre and fleasdniare n 6 ) .
necessary to masteanendjo6 si ndgihegéai erarchi cal i mplications
terms here, elevating the sovereigntygerio) of theoretical contemplation over the

hard graft §ervitiooperig of practical application, are reversed or at least brought

under duress in tHangship quest rommaes in which kingly aspirations and chivalric

identity cannot be fulfilled by abstract theory alone without material enactment and

musical performance too. Given these contexts for musical thought outside of the

romance genre, the following section tutnshe romance case studies directly to

di scuss how these texts treat the concept of

4TFor Il. 21 270, seegdohnGower, Confessio Amanti®d.R.A. Peck(Kalamazoo, MI: Medievalnstitute
Publications, 2004).

“8 Gottfried Friendlein (ed.)pe Institutione MusicaLibris Quinque by Boethius (Leipzig: B. G. Teubneri, 1867),
p. 224;Boethius Fundamentalsp. 51.
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reach. I owi || | ook specifically at music
means of creating social cohesiontansforming listeners.

2. Case studiesHorn and Havelok

Music in romance, when performed by an exceptional, educated musician, is able to
stir the affect of the listener by influencing his moodkilmgship quest romancethis

music is associated withristocratic performance and is used as a means of
demonstrating royal lineagehe trope functions as a narrative device to prove the
protagoni st 0s.IrkthertHorh ppomaoces miusio appears is the form of
practical performance, as a skill thiaelps a knight disguise (and then ultimately
reveal) his true identity, and it also plays a part at the level of deeper symbolism
through the metaphorical suggestiveness of words that evoke conceptsifisioa

When the protagonist plays music, his Iskilrpasses ordinary worldly performance.

He is able to instil a sense of euphoric joy in his listeners, through the connection of
music with the powers of universal hasny. The musical vocabularyipagery and
narrative tropesised in thee poems overlapith ideas frommusica especially those

of transcendent bliss evoked through music.

Music is treated very differently in the narrativesHiirn and Havelok even
though the texts follow a very similar narrative structuneHorn, harmonic powers
fulfil their potential, while inHavelok music falls short of its ideal soemlitical
reach. This failure shows the limitations of such powers. | will demonstrate that the
key difference in the handling of harmonic powers in these texts lies in the musical
edwcation, or lack thereof, received by respective protagonists. | will begin with the
positive use of music iKing Horn before proceeding into discussiorof Havelold s
di sillusionment about andananalgsié sthe avdyhiglack i v e
of musical learning undermines that particular trope of music romdarz King
Horn and Havelok co-circulated in the same volume (Bodleian Library, MS Laud
Misc. 108) suggests that at least some compilers and readers may have been alert to
these romancesd contrasting attitdithedes t

distinctive handling oshaednarrative tropes.

(
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21Musi cb6s af f elkirngiHerreangHorw €hilde and Maiden
Rimnild

The firstkingship questext under consideration is the romanc&isfg Horn, based

on the AngleNormanr o ma n  d 0le Remarn de Harby Thomas¢.1170)*

This poem tells the exidandreturn story of Horn, a prinagf Sudenavho is cast

adrift with twelve companions when Saracens Kkill his fath@he boy is taken in by

Aylmar, the king of Westernesse, and educated there as befits a nobleman. Eventually,
he falls in Il ove with the kingds daughter, Ri
knight before he can marry her, but is betrayed by Fikentrle,of his companions,

and is banished again. This time he sails to Ireland, where he wins the favour of the
king and the friendship of his sons. At last, Horn returns to Westernesse and rescues
Rimenhild by disguising himself as a minstrel. In the eed;dwards his loyal

companions, restores orderSudeneand rules as king. In the course of the text, Horn
demonstrates both his mastery of the affective powers of music and also the usefulness

of music as a disguise.

In the incompletddorn Childe and Maiden Rimnild Horn is also raised with a
band of companions who are given land and swear allegiance to him. When his lands
are usurped, they escape and are taken in by King Houlac, who orders the boys to be
taught appropriate courtly skillsthe use of wapons, hunting, etiquette, music, and
chess'Horn falls in | ove witbiitisBetrapedibytwoof t he ki ng:¢
his companions)ikard and Wikeland banished. He joins the court of the Welsh
king, Elidan, and helps the Irish king, Finlajyb,b avengi ng hi s fatherds de
returns to England and rescues Rimnild, Horn avenges himself on the traitors, marries

the princess, and reclaims his lands, at which point the poem breaks off.

In both these texts, the powers of music are presentpdsitive and
considerable, and they hinge on the idea of musical education. In both, Horn is
fostered by a king, and educated according to the requirements of a nobleman, which
include music. Coupled with this educational development, his superior ialgica

all ows him access to musicbébs affective powers

4 For a discussion of tieomanceof Hoorn s ee Ros al iy €uturd=anceBmdtipnaldn€@ligence i the
Ro mance o MedidwmrRondance and Material Cultyueed. N. Perkins (Cambridge: D. S. Brewer, 2015),
pp. 23 40.

0 The romance survives in three manuscripts: Cambridge, University Library, MS Gg.4.2ifigh; [Bbrary, MS
Harley 2253; and Oxford, Bodleian Library, MS Laud Misc. 108.

51 Karras,From Boysp. 30;Burnley,Courtlinessp.54;J ami s on, 6Ap.BDescri ptiono,
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is stressed early in both texts.Kimg Horn, when the prince is first taken in Byng

Ayl mar, Athelbrus, the kingods oomhpamoas d, I
all they would need to know to acquire the post of steward themsaieeday The

skills Horn must learn are the standard necessary accomplishments of a knight,

including hunting, jousting, serving at table, and, crucially, musical performtance

Stiward, tak nu here
My fundling for to lere
Of thine mestere,
Of wude and of rivere,
And tech him to harpe
With his nailes sharpe,
Bifore me to cerve
And of the cupe serve.
Thu tech him of alle the liste
That thu evre of wiste;
And his feren thu wise
Into othere servise.
Horn thu underfonge
And tech him of harpe and songe.
Athelbrus gan lere
Horn and his yfere.
(II. 2317 2463

The combination of &émestered and 61l ered
(6 ma s Xceuld yefer to a formal edugan in the quadrivium, or courtly

accomplishments, and sometimes to a dréifie mastery of a particular subject, skill,

or area of knowledgewh er eas 6l ere6 suggests a mor e
reflection, or teaching® Given the dismissal of bédearning inotherromances, the

fact that the boys are taught to write shows that this text takes a different view of
educational matterS.While it is not mentioned in this passage, later we see that the

boys had also been taught literacy, when Athulf writes Horn a letter dictated by

Ri menhild (6A writ he dude i®2)%Aslenjl / At h
discussinthenextsed on, thi s combination of Omest

Havelok whereit represents a completedyfferent kind of learning. Thwor d O 1 er e 6

%2 Burnley, Courtlinessp. 57.

%3 Donald M. Sands (ed.Middle English Verse Romancg&xeter: University of Exeter, 198@)p. 24 3.

%4 University of MichiganMiddle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED27837andhttps://quod.lib.umich.edu/cgi/m/mec/meatk?type=id&id=MED25185both
accessed on 20.03.2018.

“pPage, 6Music and ®Aivalric Fictiondé, pp. 1

%6 sandsMiddle English Verse Raamces p. 40.
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appears twice in this passage (and O6techeb6 th
with some degreeof n st i nct , because we are told O6Horn i
taght eB24(8l)I,. andd7 t he earl ier o0l ered could al s«
visceral understanding rather than just technical knowl2dgdee r n6s | earning i s

connected witlthe heart, not the mind, which suggests that there is an instinctive

element to his music.

Harping and singing complete Horndos educat

both indoor courtly music (O6harpe and songbo,
ganh's horn to bl owe; / Hil384)®mKikgHbormbothgan i knowe
his harp and his horn serve as identity marke

of skills strikes a balance between these two aspects of chivalry. In mederaalifie,

the possession of a harp is often symbolic, becoming a visual marker of the musician
protagoni st 0s Hiswreally thethgrp, and Eter shk vViellel, was the
preferrednstrument of thelite amateurepertory,and it was also plad by

professional minstref¥ This musical common ground was a source of anxiety for the
late medieval nobilityhowever, and the divide betweanstocraticand professional
musicians is reinforceth medieval romancey the fact thaamateuraristocratt music

is depicted as more authentic and powerful, easily surpassing professional
performancé’ Routinely, kings, harps, and even the composition of lais are tied
closely together in the music romané& Sir Orfeoand the early fourteenttentury

Lai le Freyne quoted below, two nearly identical passages tell us that:

In Breteyne bi hold time

his layes were wrought, so seith this rime.
When kinges might oure-lyere

of ani mervailes that ther were,

thai token an harp in gle and game,

and maked a lay and gaf it name

57 SandsMiddle English Verse Romancep. 24 3.

%8 SandsMiddle English Verse Romances 23.

®Marilyn Lawrence, 6The Protean Performe€uturabefining Minstrel
Performance in Medieval France: EssagdHonour of Nancy Freeman Regaladal. E. Dos®Quinby,R.L.

Krueger, and E.J. Burf€ambridge: D.S. Brewer, 2007), pp. 129 (p. 115). For further discussion of the role of

medi eval musi cal instrument s, s e 4858be, DG Mksiom, arodl hlen d tntagreeén
p. 200.

®Keith Polk, o6Patronage and | fd"Ce w a HistyridBrasnSodietyddumal me nt a | Musi c
3(1991), pp. 15178 (pp. 1525 ) ; Br own and Pol k, 061 nstr uHRepsana | Musicbd, p. 15

Harpists, Revised Editiofindiana: Indiana University Press, 1989, 2007 reprint), p. 76.
®’Page, O6Music and G2ivalric Fictiond, pp. 19
52 7aerr,Performancep. 84.
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(II. 131 18)°

This passage tells us that Breton kings composed words and music themselves, instead
of delegating the task to a professional musician. Their engagement with music was
direct, practical, and proprietoriald mk ed a | ay @aandthegaatbf i t nar

making and naming a lai is also suggestive of deliberate use of music to preserve a

record of grand and marvell ous deeds (060a
personally c¢ompos e dustaswinstieledidfinocourhed 6i n gl
entertainments (gestured to in the for mu

reasserts the close connection between the affective powers of music (the joy it

conjured for composer and listener) and the figure ofkihled musicianking.

This kind of upbringing has historical parallels. In the 1474 stipulation in the
Liber Niger, sons othe elitewho were brought up with Edward &Vs  bkad to be
Overtuouslyd trained, taught andéxarcisgsroh mmar
humanyte, accor d*Herg tod, musitahedication is glosehhliekedd .
to elite statusandperformance is used in conjunction with theoretical learning in a
balance between the practical and the intelleckuather, in heLiber Niger, music is
consi der ed an T1dhetersntmeantmplaydical skill and mordl qudlity, as
well as any wunusual ability, talent, or
t o paaticutar mental faculty or power ofthesoue cessary f or t hough
0i maginationdéd. This capacious term thus
gualities. Il n |l ooser applications, o6vert
occult properties, the power to conjure magic adofer a supernatural ability on
somet hing, to influence oneds environmen
means of celestial bodies (in ways that are suggestively reminiscent of universal
harmony)®® As we shall see, the time and effort spentrarsical learning is a valuable
investment that allows a knight to play on a par with professionals, and even to surpass

them.

83 Quotation fromLai le Freyne in The Middle English Breton Laysd. A. Laskayand E. Salisbury (Kalamazoo,

MI: TEAMS Middle English Texts, Medieval Institute Publicatiof895),pp. 68 78. See als&ir Orfeq in The

Middle English Breton Lay®d. A. Laskaya and E. Salisbyigalamazoo, MI: TEAMS Middle English Texts,
Medieval Insitute Publications, 1995pp. 26 41.

%4 Society of Antiquariesi Collection of Ordinances and Regulations for the Government of the Royal Household
(London: John Nichols, 1790), 29.

% Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/métk?type=id&id=MED51027 accessed
25.04.2018Etymology Onlinghttps://www.etymaline.com/word/virtueaccessed 25.04.2018.
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Hornds 1 nt el thatgf@scampan®mns,rapvee are ld that he is
éf wit the besté (| °®In SomeBvlrsions ahe romance, when he adopts the

di sgui se of a wanderer, he calls himself 0Goo
his education and willingnesstoledfiior n6s education, coupled wit
capacity (thecateca | I t er m O wi t 6 intefligemce,thé facgltybfot h i nnat e

understanding, and ingenuity) gives him access to musical p&this facility
marks a clear change in perception from the dagoethius, who found practical
music lacking in that regard, as stated in his discussioredhtbe classes of

musiciang theoretical, poetic, and instrumental:

Sed illud quidem, quod in instrumentis positum est ibique
totam operam consumit, ut sunt citharoedi quique organo
ceterisque musicae instrumentis artificium probant, a
musicae scientiaatellectu seiuncti sunt, quoniam
famulantur, ut dictum est: nec quiquam afferunt rationis, sed
sunt totius speculationis expertes.

[But those of the class which is dependent upon instruments
and who spend their entire effort thérsuch as kitharists

and those who prove their skill on the organ and other
musical instruments are excluded from comprehension of
musical knowledge, since, as was said, they act as slaves.
None of them makes use of reason, rather they are totally
lacking in thought§’

Boethius, and the theorists who followed him, saw musical instruments as an obstacle,

rather than a conduit, to a true understandimgusici he is prejudicecgainst

musical performers, whare perceived to be lacking in intellectual faculties, lacking

rationiss 6t hought 6 or oOrati onal i tagtficium)isn Boet hi us 6
tarnished by association with the lowly, edthund realm of labour and effort

(operamn), quite removed from the rarefied, ethereal rerhitiee musical knowledge

(musicae scientiae intellegtuyet even here there is room for the acceptance of

% sandsMiddle English Verse Romanges 21.

57 wilson, The Magical Quesp. 6.For an earlier, Occitan predecessoncerned with musical disguises, musical
education, the authenticity of performance as podofobility, and the importance of minstrels in a noble caag,
thechanson de gestmntitledDaurel et Betor{c. 1168). Notably, Beton, the usurped heir disguised as a minstrel,
demonstrates his innate nobility when he refuses the offer of paymearfaonp for a princess: a true minstrel, or
the true son of a minstrel, would have accepted payment for his musDa8ex et Beton: Chanson de Geste
Provencaleed. P. Meye(Paris: FirminDidot, 1880),p. 64, andDaurel and Betontrans. JShirley(Felinfach:
Llanerch Publishers, 1997), p. 84; Zaé&rerformancep. 30.

% Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED5298] accessd
25.04.2018.

59 Friendlein,De Institutionepp. 224 5; BoethiusFundamentalsp. 51.
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practical music found in the | ater Middl
conviction that those musicians who spend all their time concentjastgn practical
music hae no appreciation for the higher truth. In the later dispensatiosica

practicaandmusica speculativare both necessary for the rounded musician.

Indeed, medievahusicromances view musical practice as indispensable. In
King Horn, there is a notablemphasis on the importance of musical skills in the
ki ngbs stipulation regarding the boyso e
only song but also harping, which is mentioned twice in this passage and with a
peculiar tactility in the curious detdiilhat he is to | earn how t
s h a r°fhesge skills prove their worth later in the text. As | will discuss in due
course, it is because of this musical training that Horn and his companions are able to
pass for a travelling band of minsis at will In the poem, music imorethan merely
atemporaryguise:iecomes a key el ement of Hornods
moment he is rescued by Ayl mar, Horn (an

Onamed6) is associ adllehin: wi t h music. The ki

Horn, thu lude sune
By dales and by dune!
So shall thy name springe
Fram kinge to kinge
(II. 213i 216)*

The pun here plays o0n basm&runieetramiftnetonymsv e n n
for each other. The horn was considered an impomatruiment in théasrepertory

due to its ceremonial and military use, with horn players being trained separately and
classified as a separate category from other musiéfairistocratic hunters were also
expected to be able to sound and interpret a nuoflmlls, which were necessary for
communication® By articul ating this association,
name is emblematic @irodigiousmusicianship and aristocratic identity, explaining

his seamless ability to switch between these idesitigiter in the poem. The sound of

the horn carriesfarAy | mar is predicting that Hor nos:s

fame (a primary knightly concern), will go at least as far as the sound of the

“Brown and Polk, 6lnstrumental Musicodéd, p. 99.
"L sandsMiddle English Verse Romanegs 22.

Brownand Polkd nst r ume nop.al0G1Musi c 6,

“Cummins, 6The Hound6, p. 160.
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instrument’6 Suned coul d refer callyanusidalsouddos ound, and
note, and it was also used to mean reputation or Bogisus, the king is making a pun

which refers simultaneously to music and reputation. This comparison stresses another

connection between knights and minstrels: minstrels lteavbetween courts,

spreading the fame of worthy knights and patrons and, through these tales, the

minstrel s fame and reputation also grew. At
similarly i mmortalised in 6Homnstels,s songo6 (I
music Iis a medium for narrative and reputatio

is something even more potéft.

When Horn first sets out to prove his wort
permission to marry Rimenhild, he takes his harse sings as he leaves the castle
(6The fole bigan to sprin@8)evokinganadtheHor n mur i e
prominent trope of music romance, where a journey is accompanied b{/song
Narratively, such journeys suggest the evolutioasrs er t i on of a character
identity,andindeedmsi ¢ accompanies Hornds progress thr
a steward in training, a knight setting out on his first quest, an experienced knight
rescuing his bride, and a celebrated Kih§eting out on his first quest, Horn is full of
joy and hope. As such, his singing is Omuryebo
indeed prove himself a worthy knight. There is a dual etymology to be read from the
wo rmdu royéende r(r y 6 ) , wdmithe BId Englishhyvigtician &dverb that
meant o6agreeablyd or o6pleasaniThewdbrdbut which ¢
was also quite possibly related to the Old Engfisiigan/ mirgan, 6 mBFhe y 6 .
feast held after Horinm st heusbeb i mogr d ss: ad Mwr idee swa
Al of fairdsgestesymifolisis5Rd the great promis

where 6gestesd could mean, broadly, entertain

4 Labarge,Travellers p. 126;Burnley,Courtlinessp. 9; CrouchTournamentp. 24.

> Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED41806 accessed

20.04.2018.

8 Labarge Travellers p. 126; DobozyRememberingpp. 14895.

" SandsMiddle English Verse Romancegs 31.

"8 Karras,From Boysp. 12; HanningThe Individualp. 197; MaryHyne8er ry, 6 Cohesi on in King Horn
Or f &pedulunb0 (1975), pp. 65270 (p. 658). For a discussion of the rite of passage in medieval romance, see

Phillips, ORiti€®. of Passageb6, pp. 83

" Toller, Supplementp. 645.

8 Bosworth ad Toller, An Anglo-SaxorDictionary, p. 645 . S &weamycdietipelicazdx aammpdl e, 6

dmyriglicor waes gehyred se sealmsang ooepit gsalmodia leniusaudéi ( he began gently to hear/1lis

singing of the pDaoguesBpok IV rCh.mvi),Eanslaten mtg Bnglish for King Alfred, in

Gregory |,Ubersetzung der Dialoge Gregors des Grossen iiber das Leben und die Wunderthaten italienischer Vater

und Uber die Unsterblichkeit der Seelérans. Bishop Werferth of Worcester, &l Hecht (Leipzig: Georg H.

Wi gand6bs V @r286aFgr,notes and Anplysis of the dialoguesDse®@ Yerkes Syntax and Style in Old

English: A Companion to the Two Ver si oBnghanitonWew f ert hés Trans
York: Center for Medieval & Early Renaissance Studies, 1983,
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gestes, namely poems and songs of beteed$*6 Si nged, ori ginati nc
Englishge-singan meant singing in general, but particularly singing as an expression

of extreme emotions: great joy or great sorfit.also possessed a secondary

meaning of afflicting or being afflicted byparticular musical effect, such as

humming or ringing. Horn is melodious as a musician, and his music is capable of
conjuring intense feelings, such as joy, as demonstrated in this scene, one of several in

a poem whose opening apostrophe to the listerstspm close kinship between song

and auditory pleasure: the formulaic ope
l ythe! [/ A sang Iii3),lseemsnio® thanyneraly asconvegtienal ( | |
address to an audience since it binds togetheprtheipals of joy and listening,
Oblithedé and 6l ythed, before it has even
Any who hear his song wil/l be joyous, an
suggesting that the song can not only engender inateesiénsory effects but also

influence longterm behaviout*Hor né6s abi l ity to engender
singing suggests his innate connection t
though the harmony of the spheres is impossible for hutodresar, it can still affect

them, especially when it is accessed by a musician with a connection to the powers of
universal harmon{’l t i s possi ble that Hornés musi ¢

harmony speaks to the universal harmony found in all humas.8ou

Music becomes so emblematic of Horn that he is easily recognised by the call
of his horn. When he is about to attack Sudene to reclaim his kingdom, he sounds his

horn and his followers emerge from the boat to gather under his banner:

Horn gan his hm to blowe;
His folk hit gan yknowe;
Hi comen ut of stere,
Fram Hornes banere;

(Il. 1383 1386)°

81 sandsMiddle English Verse Romanges 30;Middle English Dictionary
https://quod.lib.umich.edu/cgi/m/mec/meatk?type=id&id=MED18470accessed on 20.04.18.
82 Bosworth and TollerAn Anglo-SaxorDictionary, p. 412.

8 sandsMiddle English Verse Romanggs 17 Middle English Dictionary
https://quod.lib.umich.edu/cgi/m/mec/matk?type=id&id=MED5249 accessed on 20.04.18.
%Rico, O6Auct or i Nausalis,Conpordidp.4;Boefiasflniamentals

8 plato, The Workstrans. Taylor and Sydenhapp. 448 9.

8 sandsMiddle English Verse Romangem. 50 51.
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This is a scene suggestiveTldfe Song of Rolaml@s Hor ndés | rish warrior b
sound dthe protagonigEs hor n at a gr eeetogndeisandatlyce, | mmedi
to defeat the Saracens. Téeene leaves some questions unanswered. Do they rally

solely because Horn is near, or does the horn call inspire warlike behaviour? In this

instance, music not only creates a warlike mood but becomesdable from the

protagonist. It is something unique to him, a marker of his identity, justhas voice

so that his foll owgansoswedn ¢aei hprmeasghi sej (&
This scene appears to draw on the topos of the musstalment as a marker of a

pr ot agoni st,dns which heakens baekitd ain eaylier scene when play is

made on t he exi |cedesrsensernbcentinuity and perhdpb i s

indicates that the personal identity quest portion of the tinagraas come full circle

now that Horn has reclaimed his land and birthtigho r n6s r ecl amati on of th
al so coloured with musical i magery: OHe |l et b
1393 1394). Here, the musical sound is emblematic of ,p@rtaps even brings into

effect, great social change, as the kingdom becomes Christian once more.

Unsurprisingly, just three lines after this triumph, there is further emphasis on

merriment, as if Horn has now becwcoepne a metony
Murye | if he inB®9’ghteod (11 . 1398

The next important musical interlude occurs when Horn must rescue Rimenhild
a second time. Fikenhild has built a towered fortress specifically to keep Horn out,
with the intention elf. WneakHornygoestgredduer né6s wi f e hi
Rimenhild, he chooses to use his musical skills over his military ones, and disguises
hi mself as a minstrel  (déawingonple frdqeently an schewed,
employed trope of the minstrel disguise, which allowsptimeagonist access to
restricted locale®Thi s strategy is very successful: des
keep Horn away, he and his men prove unable to recognise Horn in this disguise and
welcome him inside. As discussed in Padrecurrentropein romancenarrativess
thatminstrels are a welcome presence at feasts, processions, and other important social

occasion$? A minstrel is allowed access to select gatheringsaces from which

87 sandsMiddle English Verse Romanges 51.

8 sandsMiddle English Verse Romancgs 53.

8 zaerr,Performancep. 16; Lawrence, 6Thel aRm stoean O6Mp AedpmE rpd i om.6,111 ;
Rememberingpp. 14895.
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other strangers are excludetiecause he is an entertaiaed deemed to present no

military threat?® An armed knight would not have received quite the same welcome.

A similar tale can befound Wi | | i a m Mangstcam Angicanum
from the records concerning Lacock Abbey. In 1196, William Talbot sebdirtd
Ela, the abducted heiress and future Countess of Salisbury, who was being kept under
guard in Normandy® In the style of Blondel looking for the imprisoned Lionhetré
account claimshat the knight wandered around Normandy and sang under castle
windows until Ela sang a responstavinglocated thecorrectcastle, Talbot used his
musical skills to disguise himself as a minstrel and infiltrate the castle, escaping with
the heiress and returning her to her future husband, William Longespee. A king
disguised as a minstrel has mythic precedence also: according to legend, King Alfred
disguised himself as a minstrel to spy on the Norseth®milarly, Olaf Guthfrithson
used the same trick to i nfhiaddBaldaltte At hel s
infil t rate Yor k i n Gelistdrid Reguyn Britsnniakf elormaocuhts h 6 s
band are | et into Fikenhilddos fortress p
playing instruments and singing songs (6
gl eowl 0481164,82) , whil e everyone el se is 1t
ther come inne [/ No mamM70)iSinte thayam alreagly n n e &
playing merry music when they arrive at the gate, their easy welcome might be in part
duetotheguardsuccumbi ng to musicdés affective p
on the combination of Omurieé, O6singeb6,
mi nstrelsy, but also to the sound of mer
evoke joy, pleasur@nd bliss, or to divert through musit® G| eowi nged can

0

to brilliance and splendour, and s t he

% Green,Poets and Princ®leasers p. 68; DobozyRememberingp. 174.

°1 Sir William Dugdale (compiler)Monasticum Anglicanum, Cartae &fioratum de Lacock in Agro Wiltoniensi
Spectantesd. J. Caley, H. Ellis, and B. Bandinel, part I, vol. 6 (London: Harding and Lepard, 1830), p. 501
(retrieved fromhttp://gallica.bnf.fr/ark12148/bpt6k133603¢Annals and Antiquities of Lacock Abbaythe
County of Wiltsed. W.L. Bowles and J.G. Nichdlsondon: J.B. Nichols and Son, 1835), p. 88.
92Chaytor,TheTroubadoursp. 7Andrew Tayl or, 06Fragment afatomThe Corrupti
Question of 't he Mi Thd YearboBknofHnglish Studd kedieval darrative Special
Number (1992), pp. 3®2 (p. 38).

% Chaytor, TheTroubadoursp. 7.

% sandsMiddle English Verse Romangegs 53; ChaytorTheTroubadoursp. 6.

% Carter,A Dictionary, pp. 1734.
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musicianship is not only technically masterful but also able to affect the disposition of
its listeners®

It is striking that, despite having grown up with Fikenhild, Horn is not
recogni sed. No one |l ooks too closely at a min
through his music, and Horn takes full advantage of this slippage. He is allowed to sit

with his hap and sing:

He sette him on the benche,
His harpe for to clenche.

He makede Rymenhilde lay
And heo makede walaway.
Rymenhild feol yswowel

Ne was ther non that louwe.
Hit smot to Hornes herte

So bitere that hit smerte.

(II. 1487 14947

In singinghis lay, Horn intentionally directs his music at Rimenhild, causing her to

respond with 6éwal awaydéd, a musical term for a
grief, and distres® This exchange, a kind of collaboration, has the pattern of a

musical callandresponse, and she is undeniably responding to the music: the two

equal clauses are carefully balanced with a conjunction, linking action and

consequence, and Rimenhilddés visceral respons
Hornés affectioted rHaarcnt d so nh g adrHti té6tshmat hit s mer
Horndés music over the entire audience is stri
moved by his song that she swogasd everyone else is deeply affected, falling to an

eerie silence, even though the musioot directed at them. Horn himself is perhaps

upset not just at the sight of Rimenhil dbs di
Rimenhild are collaboratively performing: he was not similarly affected during her

previous rescue, when she was equdibtraught, and the chief difference now is the

presence of music.

% Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED18735&egs=all&eqgdisay=o0penandhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED18779accessed on 20.04.18.

" sandsMiddle English Verse Romancgs 53.

% Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED52045&egs=all&eqgdisplay=opeaccessed on 20.04.18.
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This scene is contrasted with an earlier episode, the first rescue, which ends in
the marriage of Horn and Rimenhild. At that point, Horn has not yet reclaimed his
throne but already thelis celebration and musical joy, and he pointedly performs it

from the kingds chair:

Telle ne mighte tunge
That glee that ther was sunge.

Horn sat on chaere
And bad hem alle ihere
(Il. 1269 1272%°

7

0l hered coul d ref er doyddorhisdbauttadtélleHormigsi ¢ an
behaving like a minstrel while declaring himself a king. When he sits on a throne and
addresses Aylmar, explaining that he does not begrudge his banishment and asserting
his true | ineage, hemnir eniatmerbat(ds Hhi2s7 6na mee
words at the beginning of the tef.This scene parallels a similar instance of musical
splendour in the coronation bllavelok but, as we shall see, Havelok can only hire

musicians rather than claim to be a musid¢iamself The romance dking Horn

of fers a positive and recuperative depic
key moments in Hornodos | ife, compl eting t
was given a musical education during his formative y¥atdis identity is

inextricablefrom his music.

The Northern retelling of the Horn legerdiprn Childe and Maiden Rimnild
(c. 1320), which survives in an incomplete form and descends from the ANwjiman
Le Roman de Horrlikewise details all the courtly skills that Horn must leariKiimg
Houl ac &%l ncoturits. version, Hornodéds father, Kk
Arlaund as a tutor to Horn and his companifinghe fourth stanza of the tg¢xand
once Hornés father is killed, Arbmund i s
education, which follows on from a short
companions, shows the importance of education in this text too. Arlaund is chosen

because of his skill:

% sandsMiddle English Verse Romanges 48.

10 sandsMiddle English Verse Romanggs 48.

1% Hanning, The Individual p. 203.

192The only surviving copy is found in the Auchinleck Manuscript,"'B323. SeeHorn Childe and Maiden
Rimnild ed. M. Mills (Heidelberg: Carl Wintetniversitatsverlag, 1988), pp. 1148, 44.
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On hunting was him most coupe,

For to blowe an horn wip moupe

& houndes lede biside;

To harpe wele & play at ches

& al gamen pat vsed is,

& mo was in pat tide.

Haleolf Arlaund bitau’Ht

Horn & his children au’Ht
(II. 407 47)'°3

In this version of the romance, there is also a reference to courtly music, chess,

hunting,andvar , denoting the different aspects of

a)

court Horn is taught outdoor music in the form of the horn, and indoor, courtly music

in the form of the harp. He is taught o6au'Ht 6,

Houlac, Houlac also expresses his concern that the boy is properly educated:

He had Harlaund schuld him lere
Pe riA forto se;
Pe laws bope eld & newe,
Al maner gamen & glewe
(II. 272i 275)*

Hornés father and foster fvathécerrectar e bot h det e
aristocratic education. While Houlac makes no mention of the physical, martial aspects
of this education, he does mention music, just as Hapeolf did earlier. The use of

6gl ewed, or O0gleebdb, once agaigheied® the familia
encountered above BirOrfeq i s suggestive of musicds abil i
fact that he is to be taught 6al maner 6 of gl

of music and thus be able to use different musical powers or musidakrae befits

theoccasionnn t his passament $gageewedompt edoes not
games and tricks, but to feeling or instilling amusement, merriment, aftf jblye

reference to 6l awsd in this adeynhMillsogue of disc
points to the fact that this word does not necessarily refer to legal studies, but could

al so mean O0stylesd or O6modesd, creating furth

1% Horn Childe ed. Mills,p. 83.

1% Horn Childe ed. Mills, p. 88.

195 Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mecéhidx?type=id&id=MED18152 retrieved
on 20.04.2018.
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frame of referenct’ TheMiddle English Dictionare nt r y f ofirmsdhisaue 6 c «
permissive range: aside from &gonnotations, it could mean the force or power of

human instincts or faculties, the handling of arms, the rules of grammar, modes of

correct behaviour and manners, and ultimately the correct way of doing. thivese
connotations are suggestive not just of a coueliye education but also of a more

formal education in grammar, which was taught alongside music. This reference to

|l earning 0the correct way of doing thing
6gamen and gl e voedause, suggebtethasterraa way of doing

things refers to the correct way of playing music, old and new. If understood in terms

of dynamic application, o6l awd could al so

case, a part of Hornos?

RAoawesult oflhis teamingi ne x t r
(and specifically his boelearning) in these disciplingé H@e & romaunce he radde
ar il’™Ht 6286) , Horn gains insight into al/l k

287), a point to which | will return.

LikeKingHan, t hi s text also draws a connec
instrument, and OHorné, the protagoni st
Horn sent to her bedchamber, she gives him a horn, along with other gifts, as a pledge

of her love. In this versioaf the narrative, it is the princess who draws the connection

bet ween Hornds name and the instrument:
6Hornd sche seyd 6is 1i name;
An horn y schal "™ ue | e ane,

A michel & vnride;

Al yuore is pe bon,

Sett wip mani a riche ston,

To bere bi Ti side. o
(II. 385i 390):°®

The act of naming reaffirms Hornbés inald.
gifts him an instrument which matches his name: it is her first and most important gift.
The horn itself seems disproportionate, as though its unrulyssimeant to match

Horndés musi cal skil . It i s described as

1% Horn Childe ed. Mills, p. 112.

197 Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id8&id=MED24815 retrieved
on 20.04.2018.

1% Horn Childe ed. Mills,p. 91.
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that I s excessive, or beyond the usual si ze.
exceptional property, denoting something unrestrained, inordaradeexcessive’’

The other gifts are equally rich and knightly
exile, his loss of status cannot disguise his nobility. Throughout the text, Horn is

portrayed as wise, companionable, and warlike, but it is equallyrtang that he is

skilled in music, showing a balance of aptitudes and accomplishments:

Hor[n] was bope war & wise,
At hunting oft he wan pe priis,
Loued he noping mare;
Harpe & romaunce he radde ari "Ht,
of al gl e he hadde i nsi "Ht
pat in lond ware.
(Il. 283i 288)°

The text specifies that Horn has o6insi ™t 6 or
land, suggesting that he is not only the best musician but also aware of the uses of

music. Superior harping, which associates him with historic and legehdipers, is

the attribute that sets the protagonist apart from everyone else, including other

musicians, and is thus integral to his chivalriciderffitp | nsi "Ht 6 suggests s ome
greater than an ordinary knowledge of the repertory: it suggests @tgapa

comprehend intelligently and wisely, to possess mental or spiritual insight of

(@)

something beyond ordinary comprehensittHor n has | earned all the
land, a musical education that goes beyond aesthetic accomplishment. In addition,

Horn ha a deep understanding of music, based on both education (reading) and

instinct. The Middle English etymology aof Udreenv e al s t hat this verb co
recited, 6to chant o, an'd Reatdod epde r faoprpnh iwveidt hh emues
harping and romare, implies not simply that Horn has acquired expertise in these

modes by reading, but also that he has the capacity to perform or recite lttegm

has practical skills, not just theoretical understanding. Thus Horn is-ayuad

199 Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED49576 retrieved
on 20.04.2018.

10Horn Childe ed. Mills,p. 88.

Mpjickson, 6The | maged, p. 119.

12 Horn Childe ed. Mills,p. 88;Middle English Dictionaryhttps:/quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED22962retrieved on 20.04.2018.

WKar |l Rei cahnd PeQrfadAiGmpanion o Medieval Popular Romaned. R. Radulescu and
C.J. Rushton (Cambridge: D. S. Brewer, 2009), ppi 43Zpp. 135 6); Middle English DictionaryJniversity of
Michigan, https://quod.lib.umich.edu/cgi/m/mec/meatk?type=id&id=MED36308retrieved on 08.01.2018.
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learned musician, posssed of both theoretical knowledgaysica speculativand
skill in performancemusica practica

It is notable that in this romance, during the first rescue sequence, Horn does
not wield music but King Mogin, the man who intends to marry Rimnild, dgtes.
first, Horn hears the approaching party from farawayf r o f er her d gl ew
tabournes bete & 1902)i rapdphens whenlHerwie @ermittédito. 9 O
proceed to the castle with the kingds <co

gamre 6 ( I'*In tBeddl)this imagery of ritualised music and joy continues:

pe tromps [blewe], pe glewemen pleyd
(pe bischopes had pe grace yseyd)
As miri men of molde

(II. 964i 966)*°

The reference to trumpet s andiliabppttemVibe me n 6
attention to communal merriment (o6miri m
procession, O6gled remains a running them

permeating the scene. When Horn sets out to defeat King Mogin at his owimgved
tournament, thus publicly winning Rimnild for himself, he rides out with his own

musi cal procession, OW T trump & tabouru
military music to guide his steps to victory. Regrettably, the ending of the romance,

which might have included a second rescue sequence similar to the musical disguise
scene irKing Horn, is missing. However, the surviving portions of the text uphold the
same emphasis on the i mportance of music
instiling j oy in oned6s |isteners, and gesturi
and threatened social harmony. The quest Horn is invested in is not simply an

individualistic one, but has consequences for the kingdom as a whole. His command of

music, hiso i nsi "Ht 6 i nto ¢6éal gled, plays a rol e
community, symbolised by five days of fe
The 6onestd, | avish celebrations hint at

withinthepol t y of Horndéds ki ngdom.

Next, | will examine the romance blavelok the Dangn order to compare the

ways in which the Hornomances antlaveloka p pr oach t he questi on

"4Horn Childe ed. Mills,p. 102.
5 Horn Childe ed. Mills,p. 103.
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powers differently. The notabl eEngishsence

text, and the very narrow treatment of it in the Arljlorman poems, along with

frequent reference to education, or lack thereof, seem to suggest that musical powers

are limited in instances where the protagonist has not received formal musndadira
Thistraining is the domain of the medieval elitéorn, brought up in a royal
household, has access to it, and Havel

does not.

2.2 The limitations of musicinL e L a i dandHHavelek lthe Dane

Havelok the Danéollows the same broad narrative patterikasy Horn**® Upon the

deaths of their fathers, both Havelok, a prince of Denmark, and his future bride

Goldeboru, an English princess, are made the wards of men who promptly break their
oathstoa ke care of the children. Havel okos

Godard, but Havelok is saved and taken to England by Grim, a fisherman, who notices

Havel okds 6kynmerkd, the birthmark of

lack of exposte to music: without such training, he lives as a fisherman and is married

to Goldeboru by her guardian in order to humiliate the princess. However, Havelok

of

Ha

bro

w O S

kKing.

gathers allies and frees his @dhiglsutGesd debor ubds

is credited ¢ his impressive appearance and the kynmerk, though he also seems to

have an instinct for combat, demonstrated in the second half of the romance.

The Havelok narrative is also found in two insular, ArRlarman texts. The
first, Geffrei Ga i m Bstoibestes Engleigc. 1141 1150),contains a section known
as Mdavedloee pi sode 6. thetamonymeus Anghdormarse Lai

d 6 H a v(eaflydhiteenth century)’ Both serve as predecessors to the English

118 preserved in Oxird, Bodleian Library, MS Laud Misc. 108, and Cambridge, University Library, MS Add. 4407.

"7 This is the narrowest set of dates proposeBlayu| Dal t on, 6The Date of Geoffrey

Gai ma

Englei sdo, the Connecti omd &ft eppiheThB@buteReyedDH@0Y,pp. he Pol i ti cs

23i 47 (p. 31);Alexander Bell in his edition dbeffrei Gaimad Estoire des Englei€xford: Basil Blackwell,

1960), dates it to 1138140, and lan Short more narrowly to between March 1136 and April 1133 Geei mar 0 s
Epil ogue and Ge o LiderVetystissirhus3y@ecnungd (1894)0pp. 32343 (pp. 336 40), and

6 Pat r dPalglotsa Rrehch Literaturein Twelf@e nt ur y AhglegNoremanGiddigsl4 (1992), pp. 229

49 (p. 244).The AngleNorman version of the Havelok story can be found in two incarnations. One of these is the
epi sode iEstoiré&des Englgiedtant in three of the four manuscriptsEstoire Durham Cathedral C. iv

27 (early thirteenth century), Lincoln Cathedral MS A. 4. 12 (later thirteenth century), and London, British Library,
Royal 13. A xxi (late thirteenth century). The second idtied 6 H a v extand inLondon, College of Arms,

Arundel XIV (Manuscript H, late fourteenth century), addlognyGenéve, Bibliotheca Bodmeriana, Codex

Bodmer 82 (Manuscipt Rate-thirteenth or earifourteenth century-or the AngleNorman text, seke Lai
déHavel oc and Gai edrAdBell (MamchesteroManchestér 8rversity Press, 1925) and for the
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romanceWhile Gaimar composed in Angldorman, he understood English and

actively engaged with the Angl®axon literary tradition, largely through translating

the Anglo-Saxon Chroniclé*®In the AngloNorman textsHaveloc regains his crown

and followers because ethe only one able to sound a magical horn, which

corroborates the evidence of his royal birthmark and a miraculous glow that comes

from his mouth when he sleeps. In the Middle EngHslvelok music is used solely to
emphasi se t he s pdowtnatrmpant dods helbawnusicook 6
directly benefit from musicbs power s. Ha
importance of musi¢ he uses music as a marker of social pre$tiget its function is

limited to a cosmetic, ornamental, or subgigi@ane since he has no facility to exploit

musi cbs affective powers. As a counterpa

vulnerable and inhibited.

The disadvantagdhatHavelok faces due to his ignorance of music serve to
stress the importance of musical education alongside innate musical affinity in the
Havelok corpudy deliberately underming the tropes concerned with the advantages
of musical skill and learnind=ven in theAnglo-Norman poems, where music is the
factor that | eads to Havelocds restorat:i
single instance whereserves as an aptitude test: only the rightful heir can sound the
enchanted horn (Il. 67Z34)"**Hav el oc6s inherent, isd | i mi
way of proving his true identitya di f f er ent kbutthds dae$ notd k y n me r
make up for his |l ack of musical educatio
powers is possible, and Havelaomiself states that he knows nothing about musical
performanceFor this reason, he initially has no intention of sounding the horn, since
all the other knights who have tried have failed:

si rei u dreit air nel feist;

de Denemarche le dreit air

Le po[eik ben soner, pur vair,

mes altre home ja nel cornast;

nuls hom pur nient so6en traveill as
(Il. 679 683)

translation see Glyn S. Burgess and Leslie C. Brook (&dgentyFour Lays from the French Middle Ages
(Liverpool: Liverpool University Pres2016).

18 ¢ Lai (ded.Balped2Bdami son, O6Ap.4Bescriptiond,

119 Gaimar,Estoire trans. Short. All subsequent quotations and translatioEstofre des Engleiare from this
edition
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[It is a fact that the legitimate heir of Denmark was perfectly
able to sound it, but no other man could ever have done so,
and anyone else wousdmply have been wasting his

breath.]

The fact that no one else can sound the enchanted horn casts music and musical
skills as necessagpmponents of a proof of royal lineage and courtly character:
only the true heir (06le dreit airodé) of Denmar
Haveloc has no musical training. A comparable episode in which sounding an
enchanted horn serves as a way of leggiing kingship, and one where music
influences the mood and behaviour of listeners, can be found Joyha the
CourtquestitCh r ®t i e n Eckeet Bhiddaye éwelfih century). In the

garden of the Castle Brandigan, Erec discovers that he must defeat the knight
Mabonagran and sound an enchanted horn to win the chailevigen he does

s0, all who hear it feel extreme joy and a compulsion to attend @Bitie
prerequisite of creating such musi®lge, amateur statusthere is a marked
difference between the professional musician and the knight who connects with
the music instinctually?* In a familiar binary, musical aptitude is the result either

of inborn talent (a royal birtlight) or diligent practice and education (the labour

and effort implicit in the phrase 60sbéen trave
this passage | eaves some room for ambiguity.
itcoudmeanrar el y physical O6soundd6, but it also col
6mel odyo or 6s'Chigé (mplioadisomehéd)e is that H

efforts produce something more structurally and recognisably musical than

simple noise. Yet, strikingly, Haveloc firsgtfuses the challenge on the basis of

his ignorance: O6Quant cil l' e tint, si | 6egard
seignur dist: fALerrai ester!od (6He took hold
he had never before ddiodwnt @ thloads)l. omd ®, Il Ip.asaQ

He dismisses the challenge specifically because he has never blown a horn before

( 6unkes hes seererspaaihgpand unmistakably draws attention to

205ee Duggan, O6Afterwordd, p. ah@m®needéddorbe sountled Isytcomntestanta | t our namer
as part of the proceedings, see Jean Froissartés chronicle r
between Calais and Boulogne Jgan FroissariChroniquesed. K. de Lettenhove, XIV (Brussels, 1870,

reprinted Osnabruck: Biblio Verlag, 1967), pp. 185, especially pp. 108. Retrieved from
http://gallica.bnf.ffark:/12148/bpt6k38935n/f1.imagaccessed on 02.05.2017.

121 7aerr,Performancep. 31.

22E)1 j zabeth Aubrey, O6Ref er en c éstaMusicoldyicsl, kasci2r(1989), gp. Occi t an Li t er
11049 (pp. 11115); Anglo-Norman Dictionary http://www.anglenorman.net/D/soneaccessed 20.04.2018;

Dictionnaire du Moyen Francais (13B0500) http://www.atilf.fr/dmf/, accessed 20.04.2018.



http://gallica.bnf.fr/ark:/12148/bpt6k38935n/f1.image
http://www.anglo-norman.net/D/soner
http://www.atilf.fr/dmf/

137

Havel ocd6s | ac kfrustfatingreasarlceapemioaskandlby by
underminng certaintropes, such aose relatingtd he pr cmasga ni st 0
trainingandto a notable musical performance in the hall which awes the
audienceThe latter trope, however, is-established once he is persuaded to

sound thénorn despite his reluctance, thus awing the listeners and revealing his

true identity.

A similar sequence is presentine L ai  dHawlac/bridtly c

refuses on account of his lack of exposure to practical rmuzking:

Cil |l respunt: O0Sire, ne sai,;
Unques mes cor ne maniai.
Jo ndéen voldreie estre gabezo.

(Il. 895i 897)
[ Havel oc replied, 6My lord, | do n
haveégever touched a horn and would not like to be laughed
at®o’. ]

ONe sai 6 suggests t hat stafnding,andahbilityl acks kno
( 6 s a v apecifically, he has not been formally tautfitAs Morgan Dickson

observes in an essay on the knightly harper, Haveloc might well have been a

harper if his life had followed a different patlone that offered a chancethée

proper educatiof?® Under ordinary circumstances, he would be unable to play

an instrument and would indeed come off poorly from such a challenge. This

narrative, however, offers an exception: while performative musiusic

romance is usually a reswof long practice, this rule is suspended in scenes

where an enchanted instrument is used to legitimise kingship. When Haveloc is

persuadedattry, the result is immediate:

Treskdba sa buche | e tuchat,
Le corn tant gentement sonat
Ke unc ne fu ainz oios per:
nuls horn ne sout si bien corner!
(Il. 715/ 718)

ZLe Lai ded.Ballyp.11pBurgess and BrodkyentyFour Lays pp. 283 4.

124 Robert Kelham and David Wilkingy Dictionary of the Norman or Old French Languagiendon: E. Brooke,

1779), pp. 21P14; Anglo-Norman Dictionary http://www.anglenorman.net/D/saver[1hccessed on 20.04.2018.
Morgan Dickson, 6The | mage of the KMediaydl Romgncethadr per : S
Material Culture ed. N. Perkins (Cambridge: D. S. Brewer, 2015)148 214 (p. 204).
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[As soon as his mouth made contact with it, the horn
sounded, and it did so so sweetly that the like of it has never
been heard before: no one knew how to blow a horn so
well!]

Havel ocds | atent musi cal tal ent i's a si

effortless, instinctual contact that recalls the strangely precise tactility betvasen pl
and instrument withessediiorno s descr i pti on of playing

t

gn
buche | e tuchaté) i s enough for the horn

The horn sounds 6gentementd, a polyval ent

aesthetic connotations: it could mean nobly and courteously, but also well, sweetly,
and splendidly?° The beauty of the horn cadl unparalleled, extraordinary, even

though Haveloc is not a musician and the instrument is not one used for melodic
performance, as one might use a harp. This is a moment of musical instinct enabled by
aristocratic lineage. The acoustic nature of the instrument does not matter. It is simply
a gateway for harmony, and becomes representative of it, so that the beauty of the

music transcends the practical limitations of the instrument.

InLe Lai dSOiHauvre lroecf er s to the horn as
I. 880), implying not only the fact that it belonged to the late king but that it is the horn
that will identify a king, as if a kingnaker of sorts. When Haveloc attempts to sound

it,

Le corbenesquit e seigna.
Haltement e ben le sona.
Le cor sona par tel air
Kbum | e pot mult de | oinz opr.
A grant merveille le teneient
Cil ki en la meisun eteient.
(Il. 903i 908)

[He sounded the horn with such force that it could be heard
a long way off. It wa regarded as a great marvel by those
who were in the housé?

126 Anglo-Norman Dictionary http://www.anglenorman.net/D/gentemenetrieved on 17.04.2018.
27 e Lai ded. Balypp. R1f12; Burgess and BrookwentyFour Lays pp. 283 4.
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OHaltementd tells us that the sound is e
plays it O6successfullyd or o6correctlydo d
soundiconsi dered a Omerveilled by those whec

performance as remarkable but also suggests a supernatural comanotar

prominent tropehat would be recognised by audiences familiar with the mechanisms
of music romancé®InbothL e L ai ddida \Galanawaeedisede, once

the horn sounds, Haveloc passes the test and regains his crown. Yet this scene is
strangely isolated and marks the only instance in which music plays a significant role

i n confirming Havelocds nobl e iaclkllad i tvy.
musician just because of a single episode of musical instimetstill lacks musical

training and the opportunity to cultivate it into a formative part of his regal identity.
Miraculously demonstrating musical facility orttyeonce, when Havec goes to war

he must use military skills to secure his kingship.

The next significant musical episoden Gai maac dsr ¢ exftt er Ha\
coronation. His indirect use of music in this episode draws attention to the absence
of his own musical traimg. Haveloc celebrates with great festivities, enacting
ki ngly generosity and prestige (6Grant f
won back his rightful throne, Havelases musicians to create a showgmendour
as a way of displayingiskingsh p, and his fame i s preserv
758), the true history or true starythe domain of minstrels and poets. His
continued fame rests in the hands of others, the minstrels, since he himself has no
direct access t afunttioss ocaffectivdnpoveets thativauldr a p h i
allow him to embed his reputation in his
kings mentioned earlier in this chapter, if Haveloc wants a song made he must rely
on others to do so: music has been demoted frogfiairty accomplishmerdf the
individualist romance protagonit a dispensable accessory no longer central to the

protagonistoés chivalric identity.

In the Middle EnglisitHavelok the limitations of music in the hands of the
protagonist are even more priont, as music is presestlelyas an indirect,
cosmetic entity. This romance provides an-&yye, perhaps as a response
(intentional or incidental) to texw®ich akKingHornwhi ch i deal i se musi

in the chivalric quest for identity. The naive of Havelokfollows the same broad

128 Anglo-Norman Dictionary http://www.anglenorman.net/D/merveilleaccessed 20.04.2018.
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exile-andreturn pattern aslorn, but a significant difference in their trajectory

occurs early in the text. While Horn had been taken in by a king and thus received a

musical education befitting a member of the eltavelok, raised by a fisherman, is

consigned to a world of physical labounita activaat some remove from the

learned realm of theita contemplativaHis success is based on the fact that he is

physically strong and outwardly attractive, qualitiesahich other characters often

remak. Denied a musical education,thee c e s sary aspect of a nobl em
upbringing, Havel okds | ife takes a completely
the conditions for becominga musicikm i ght el u d e armaiiven. Havel okds n
strains against thexpectedconventions okingship quest romancesince the

musical route towards a restored identity available to Horn rerhaiyond

Havel okds reach.

Grim, who fosters Havelok along with his own children, provides for the
physical needs of his household, making sure they have shelter and food.
Havelok recognises the hard work requiredtodbddHa v el ok was war that
Grim swank Tsaorde & e(cli.de’ws8&)hat he must al so | ear
lerensumgoodtogete/Swmln i ch wol de figd98)®hy meted (I 1. 7
Learning appears twice in this part of the romance, on both occasions in reference
to manual toil rather than the acquisition of theoretical knowledge. When
Havelok sets out to be a fisherman, he works hardtoleani s craft: O0So wol de
his mester | ered (I . 823). The combination of
craft of fishing, when elsewhere in therpus ofkingship quest romancétor
instance irking Hornabove) it had been used in reference to eergenteel kind
of accomplishment, innate power, or university leardifigdorn and Havelok
achieve two very different kinds of mastehlyLelL ai d 6,Hcam reakes a
similar point. Having brought up Haveloc like the son of a fisherman, Grim, who
wasoce a baron, is concerned that the boy | ack
understanding, ability}** Grim fears that he will not learn what he needs to

know, living amongst fishermen:

Koi | ndéert nor.i entre tel gent

129 5andsMiddle English Verse Romangegs 79.

130 University of MichiganMiddle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED27837 accessed on 20.03.2018.

131 Anglo-Norman Dictionary http://www.anglenorman.net/D/saver[1 hccessed 20.04.2018.
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Ou il p[e]ust alques entendre
Afetement e sens agmdre
(Il. 1621 164)

[He was not being raised among the kind of people from
whom he could in some way learn good manners and
acquire wisdom’f?

This collocation of | earning (O6esmfeendr eo

lines later when Havelds enjoined to begin his quest to regain his heritage:

Tu ne sez ren de lur mester;
Ici ne poez saveir nul ben
Ne ja ne g[aJaigneras ren.

Va toen, bel fiz, en Engleterre
Aprender sense aveir quere
(Il. 1721 176)

[You know nothing of their trade. Here yoannot learn
anything useful or ever make any money. Fair son, go to
England in order to gain wisdom and learn to fitjiit]

In the first passage, o6énori 6, from O6nore

sustaining faré wisdom and martial skill that should befit the noble subject like

Haveloc®™® 1 n the secmesigd gadssadge o, 6 6skill o)
di scipline of manual toil that s qui
educationd) that Hav ehisrank@ngeagaintebai h a v

d 6 H a vseain®against the expected conventions okithgship quesharrative,
redeploying the terminology usually applied to the knightly subject in what are now

unexpected or incongruous contexts.

The distinction beteen the usages of this shared vocabulary in the Horn and
the Havelok romances is quite pronounced. Similar phrasing is uk@éagitHornto
describe how Horn works as hard at being a knight as Havelok does at being a
fisherman. Horn, who is newknighted, tells Rimenhild that before he can marry

her he must prove that he is a knight in more than just h&me:

32 e Lai ded.Balypel8d Burgess and BrodkyentyFour Lays p. 275.

¥l e Lai ded.Ballypp. 1823 Burgess and BrooRwentyFour Lays p. 275.

134 Anglo-Norman Dictionary http://www.anglenorman.net/D/nuretureiccessed 20.04.2018enri Moisy,
Glossaire Comparatif Angidlormand(Caen: H. Delesques, 1889), p. 683.

135 Anglo-Norman Dictionary http://www.anglenorman.net/D/mester[1hccessed 20.04.2018.
phillips, O6Riti®és of Passaged, pp. 85
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We beth knightes yonge,
Of o dai al isprunge;
And of ure mestere
So is the manere:

(IIl. 551i 554)""

Here, Omest er e 6 ompishneents militay amdftaunlyawhich ¢  ac c

Horn must demonstrate, especially given the use in the same passage of the word

Omanereb6, which is also suggestiveg of courtly
hunting, combat, eloquence, and music. Havglek i s not : fi shing, barte)]
work. Thus, the difference in the social status of the two fésteru s e hol ds, Hor nds

and Havelokds, determines the course of the t

milieux are crucial since, in the early partlo¢ir respective narratives, before they

reclaim their rightful identities, both protagonists consider themselves to be of low

birth. Despite his place in the kingbds househ
423, 443) and st atwe$, t-boato marey the wincéssthor e t o |
421)® Havelok, horrified abeing forced to marry Goldebqrargues that he

cannot provide for a wife, as he has no wealth or property: even his clothes belong

tothe castle cook6 ar en t he k onkaevse da nfth Thuscthe dhBi)s. k

real difference which affects Havel okd0s acces
consequently musi c6s p daherrarsthe edscatibnale st at us of

environment in which he is brought up.

As discussed earlier, Hon 6 s musi cal and military skills
at other prestigious courts, when he is exiled from his féstet her 6 s househol d.
Havel okdés | ack of a musical education means t
Horn does on his way to reclaiming hisahe. Allies are harder to come by, the
princess only comes to love him after ag@lic vision reveals his bintight, and he
must use physical labour and combat to achieve his ends, because the musical assets
of the musiciarknight are unavailable to hirVhile Horn finds a place in the
retinue of the Irish king, and is offered the
becomes a kitchen boy, dressed in a garment that Grim had sewn out of a sail. When

Havelok comes to the attention of the traitorous Earlri@bdhe does so not

187 sandsMiddle English Verse Romanges 30.
1%8 sandsMiddle English Verse Romanges 27.
139 sandsMiddle EnglishvVerse Romancep. 86.
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through musical skill, a courtly joust, or a brave deed, but through his physical
strength in a stonthrowing contest. All the marks of kingship he possesses have
physical manifestatiorisunlike in the AngleNorman texs, it is the kynmerk that
proves that Havelok is the true king, not an enchanted horn (. ¥3&ile

Havelok seems to acquire instinctual swordsmanship after deciding to reclaim his
kingdom, he never displays any musical skill.

The only moment when Havelok makes strategic use of music is at the end
of the romance. After the rightful king has ascended his throne, there is an
obligatory scene of courtly celebration. Music and romance reading come into play,
heralding a new period goy. During the coronation sequence, the ease with which

Havelok has stepped into his kingly role is striking:

When he was king, ther moughte men see
The moste joye that moughte be:
Buttinge with the sharpe speres,
Skirming with talevas that men beres,
Wrastling with laddes, putting of ston,
Harping and piping, full good won,
Leik of mine, of hazard ok,
Romanzreding on the book;
Ther moughte men here the gestes singe,
The gleumen on the tabour dinge.

(IIl. 23201 2329)**

The mention ofvéjogedj ust safjgebe subject
rightful king restored but also of music
narrative until this point. Eiignudciaisi nes
who conjure glee, or joy, thugh their musié and the reading of romance, coupled

with the singing of jests, conjures a scene of communal courtly recreation whose

purpose is the release of joy and the generation of pled$iNetably, it is not

Havelok who possesses the skillofrmap ul at i ng hi s audi enceds
music. However, despite his simple upbringing, he demonstrates an awareness of the

role of music in creating a courtly, aristocratic display. This episode marks a

“phillips, O6Rites of Passaged, p. 93.

14! sandsMiddle English Verse Romange 112.

142 Middle English Dictionaryhttps://quodib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED18735&egs=all&eqgdisplay=opgeretrieved on 19.03.18; Joy is mentioned several times in
relation to Havelokdds reign, as we are told ithat o6The
2949),andt hat he chose to remain in England o6with joye and
created by Havelok, as it is in the Angitorman poem.



https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED18735&egs=all&egdisplay=open
https://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED18735&egs=all&egdisplay=open

144

transformational moment, signalled by the preseficrusic: the beginning of a new

reign by the rightful king. The harping, piping, singing, and tabours all represent the

powers of harmony and evoke the ideal of social cohesion through the joining of

different types of practical musicthere is instrumeal music, singing, and also the

reading of romances, hinting at a desgated connection between music and poetry as

courtly modes. This consonance of different modes loosely recalls the ideal of

har moni ous diversity espddlieraticus Bhésngimy i n John o
ofgesteaft er Havel okds coronation crucially |ink
and musical traditions, and it evokes earlier, epic, oral traditions of narrative recitation.

It also creates a connection between these blel®mes and our protagonist, who joins

their ranks when his exploits are recorded in verse for posterity, to be recited or

performed through song for future generatithd4avel ok ds ri ght f ul ki ngsh

visible (and audible) and once he has succeeded t he t hrone he brings 6]

court, albeit without wusing musicds powers hi
Havel okdéds | ife is much harsher than Hornos,
result of a | ack of musical and cooirtly educa

kingship achieved through the exercise of mudayelokstands as an artiype that

falsshort dr awing our attenti on tbrngiighythes hor t comi n
deployment of several tropes that are either underminghtappearo be

undermined only to be madfiorced later in the textleliberately playing with our

expectations of how musittropes are to be deployed in the narratidavelok does

not choose to neglect musicbébs powers, but sinm
nevertaught music, andohis path to kingship is more challenging. He must always

choose combat and physical labour in situations where Wouatd choosenusic and

courtly prowess** Inthe AngleNor man texts, Haveloc can only &
powers once, to pu@ his identity, but he must rely on physical strength when facing

all other challenges. The romancediofrn andHavelokseem like mirror images in

their respective treatment of the powers and limitations of music in the hands of an

exiled, questing knighWhile the affective powers of music are hinted at in both

narratives as efficacious and considerable, they depend on the acquisition of the correct

musical education by the protagonist. This duality is reflective of the debate, discussed

in the previousection, over whether a knight ought to be a warrior or a musgpcat)

143 Karras,From Boysp. 33.
“Nickel, 6The Tournamentd, p. 234.
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and indeed over whether musical talent is innate or only acquired through training and
practice. The English text goes further than the Aipoman in this treatmeiit

while skill & combat is presented as innate to some extent, music is not. Moreover,

unlike the more inflexible view of traditional musical theory, which desmasica
speculativasuperior in every way tmusica practicathese romances suggest that the
complementary diciplines are both necessary and must be combined or carefully

bal anced in order for the protagonist to
In this way, music is being demystified: instead of treating music as a mystical, innate
power or inexpliable talent bequeathed to an exceptional few, these romances treat it

as something that can be learnt, provided one acquires the right kind of edudagion.
treat ment of the musical tropes which ap
in societyis beingthought throughby thesepoets In the kingship gest romances, the

tropes arenistrumental in signifying resolution, legitimate rule, and restored order at

the end of the romances, to a greater or lesser degree, in accordance with a

protag o n inwdgical skill.

In the following chapter, | wiltonsideh ow t he i dea of musi c
approached imomances concerned with magic, which offer a different view of musical
power and its usesom that which isadvaned inthekingship questexts | will
discuss how otafolkloric tradition and ambivalentleas about magic colour the way
in whichmusic, and especially musical magic, is treated in these texts, by analysing
the romances dir OrfeoandLybeaus DescorsuThe two romancesffer examples
of the use of musical magic as a positive and negative force respeatimetasting
warinessaaboutmu si ¢ 6 s ¢ o0 e r with maepasiavp laebaryl i t i e s
representatons f musi cO6s ability to charm enemie
elite identity The fearovermu si c 6 s af f e c ttthelimitstoeta c h, or &
application,as already withessed in the Havelok romareetexplored throughhe
process of unermining established tropewsill be further discussed in the final
chapterwhich is concerned with the jadetw of courtliness, musical

accomplishment, anfd i n 6 ia theoTrisancorpus of romances.
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CHAPTER FOUR

MIDDLE ENGLISH ROMANCES ENGAGING WITH MAGIC

My obijective in this chapter is to expldiee way differentapproachesowards music

and magiareportrayedn the casestudy romances. | witonsider how wary attitudes

towards magi@are voicedhroughliterarydepictiorso f musi c6s anfaf ecti ve po\
set of romances that explicitly engage with malylg primary focus will be on the

romances o8ir Orfeo(late thirteenth or early fourteenth cenfuandLybeaus

Desconug1325 1350, two romances concerngdth magic and the etymological
connections bet ween musiTbetepestiafpaygthei ve power s
most promment role in these romances have to do with the power that music holds

over listeners. These tropes includeu s i ¢ 6 s a bre dleept cpuragey rage,0 n |

attraction, harmony, pleasure, love, or joy in the listener; a notable musical

performance (usually taking place in a hall) which awes the audi@n@ssociation

between music, a musician, or a valuable musical instrument pachatural marvels,

the Fairy Otherworld, or earthly magical ©prac
conjure illusions; and musicbés role in evokin
romanceds own nar r atlfikingehipguestomancedconsider r e s ol ut i on
the applications of music in helping to restore order to a fractured kingdom, to heal

societal disharmonyhen the romances examined in this chagpéem rather to

consider the effects of music in restoring balance to the distracted individtrese

music romances, music informs the behaviour of the protagonists, harmonising their

6di scordant impul ses6 A&Mudicforrassanimpoitantgy t hem t o w
constituent in these romances not only because of the role played by musicians and

musical performance in terms of narrative development but also because of a stock

vocabulary that shares a thematic and etymological connection with musical

terminology” In narrative terms, music additionally serves as a test of worth, as

already witnessd in the role played by the hornkimgship quest romanceshese

A. C. SpSir@nfeo Mayd n &s s a n dTheGseirit df &edieval English Popular Romaned. J.

Gilbert and A Putter (Harlow: Longman, 2000), pp. ZBB(p. 265)Kieckhefer,Magic, p. 2.

2For a broader discussion of key musical vocabulary used by

I nfluence of Aristotl e o nMusical@heanhandlta $ourees: Antiquity andthe i ¢ Text sd, i n
Middle Agesed. A. Barbera (NotrBame: University of Notre Dame Press, 1990), ppi 893
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several traits solidify into recognisable conventions, as attested by the sequel to

Chrétierd Rerceval(twelfth century): Alardin du Lac lives in a pavilion that is

defended by two statagone holding a harp, and the other a dart. When a

dishonourable person attempts to enter the tent, the dart is thrown at him and the harp
sounds discordantly; when a worthy knigh
he might have and he awakensnfra deep, restful sleép.

In thetextsunder discussion, music and musicians, when they feature, typically
exert a strange sway over their listeners, and in ways that seem sympathetic to
literary fascination with magic. Magiis understood in this chagrtas a force that is
somehow extraordinary or marvellousn otherwise unexplained agency capable of
affecting the physical world when deployed by those who posiseskill and ability
to use it.lts ability to have a visceral, material effect on tistdneris reflected in the
ambiguous handling ahusical magic imusicromances. Wite the effects of music
in thesetextsare neither benevolent nor malevolent in their own right, some texts
depict musicdos affective force over | i st
theseomances musi cO0s powers depend on the int
them? The romancefoSir Orfeq for instance, offers a positive treatment of musical
coercion: Orfeobs use of musicbés affecti
allows him to complete his personal quest and rescue his queen. The romance of
Lybeaus Desconusn tre other hand, offers a much more uneasy depiction of musical
magic: Lybeaus, who was raised in the wilderness and thus lacks a musical education
of his own, falls prey to the nefarious applications of music at the hands of sorcerers.
While this power is nbnecessarily evil in itself, the malicious or selfish intent of the

magician leads to its misu3e.

Medieval musical theory and the medieval understanding of the function of
natur al magi c share a point of | owmers.r sect
Prevalent cultural ideas about universal harmony, as discussed in Part | of this thesis,
suggested that those who were familiar with musical theory and ahpsactice could
use their knowledge to influence the world around them, because theandrld

% Lucy Allen PatonStudies in the Fairy Mythology of Arthurian Romagsew York: Burt Franklin, 1903, 1970

reprint), pp. 1689.

‘“Laurence Wuidar (trans. Kr i enteeohAffedtr Mugic addaPbviet inthe) , o0 Contr
Medi eval and Re nEhe BrotomatPewePof Musia Biludtidisciplinany Perspectives on Musical

Arousal, Expression, and Social Contretl. T. Cochrane, B. Fantini, and K.R. Sché@xford: Oxford Univesity

Press, 2013), pp. 2V&6 (pp. 2756).

*Spearing, 06 MgdatkhefesMajic, p.p.. 265 ;
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everything in it was created out of universal harmbiusic was believed to charm

the hearer, affect mood, and conjure sleépr good or illi provided one knew how

to use it’ Nicolas Bell emphasises the same point in his analyse &peculatine

Musicaeby Walter Odingtorf The treatise was written for a reader who was familiar

with theory and also a practising musician, and proposes that, by understanding theory,

the reader could become better at singing in a way that would begin to approach

uni ver sal har mony. As Bell puts 1t, Oby under:

everything he does, his singing will be more genuine, and the analogy with the perfect

har mony and rhythm of t°WhatBetrsfenotcaswi | | become
6gemwed music in Odingtonds treatise correspor
6authentic musicbé in this thesis: music that

and make usefdts affective powers. In medieval romanseich music is no longer
theprerogative of theorists alone but of practical performerswtbo mayalso possess
theoretical learningr perform for reasons other than financial gain. The affective
powers of music, the notion that various scales had a particular physical, emotional,
psychological effect on the listener, inform later medieval musical theory and romance
alike, unitingmusica practicamndmusica speculativin both case$’ The romances
discussed in thishapterexploit this premise to explore the nature and extent of

musical magic: as wariness of clerical necromancy spread to other forms of magic,
such as natural magic, musical magic also came to be regarded with suspicion, a point
to which I will return in my discussion of clerical magic and musicyibeaus

Desconus™ As in thekingship questexts, education plays an important part in
allowing or |imiting a prot?\ilediest 6s command

receives a musical education, the untrained Lybeaus has no means of resisting or

5 Glick, Livesey, and WallisMedieval Sciencé/alerie 1. JFlint, The Rise of Magic in Early Medieval Europe

(Princeton: Princeton University Press, 1991 87. See, forexamplB,o b e r t K iDé @rian Baiebtigrdns

Liber Divisionum BoethjiCarpenterMusic in the Medieval and Renaissance Universifgs 30 31.

" See Boethiud)e Institutione Musicain Boethius,Fundamentalspp. 3 8, and Martianus Capell@he Seven

Liberal Arts trans. $ahl and Johnson, IX, 899, p. 349.

" SeeArs Musica by Aegidius of Zamora iVMcKinnon, Source Readingpp. 138 9 andArs Musica ed. and trans.

M. RobertTissot Another example can be foumdMa ¢ r o Gammeniary on the Dream of Scip&ee

Macrobius,Commentary on the Dream of Scipians. W.H. StahiNew York: Columbia University Press, 1952),

pp. 189 200. The Latin text can be found in Macrobi@®mmentarii in Somnium Scipiontsars. J.Willis

(Stuttgart and Leipzig: B. G. Teubner, 1994, 99 110; Godwin,Harmony pp.25i6;HynesBer ry, 6 Cohesi onéb,

p. 654.

SFor analyses of Walter of Eveshameldee 6HRemifdrthers,0,6 Wal t3e7r8 ;0 f
text, see Walter OdingtoSumma de Speculatione Musicad. F. F. Hammond;orpus Scriptorum de Musids}

(Rome, 1970).

°Bell, 6Readings6, p. 379.

©Winn, Unsuspected Eloquengep. 243 ; Wui dar (trans. Jafflin), 6Control and th
Music in the Medieval and Renaissance Universitgs 30 31.

17 a e Bangsofdovdé, p. 191.

12 Godwin,Harmony pp.25/6; HynesBer ry, 6 Cohesi oné, p. 654,
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countering the musical pa#s of educated musicians. In tleenances concerned with

magic musicds affective or Opsychotropicé
active learning: it is both an art and a science, the result of both inborn talent and
educational trainingand the product ahusica speculativaoupled withmusica

practica®®

The connection between universal harmony and magic follows on from the
idea of musicbdés ubiquity in the fabric o
harmony that the Worl&oud is connected to the physical world, and similarly all
living things are connected to celestial harm&hyhis idea is explored by a number
of medieval theorists discussed in Part I, but for this chapter | will emphasise a
particular point made by Macrals, who was on the medieval university curriculum
alongside St Augustine of Hippo and Boethius, and who was discussed by medieval
writerssuch asEustache Deschamps, Jacobus, and Geoffrey Chaucer in the
Parliamentof Fowk.'® Macrobius describes the Worsbul as the source of life and

musical harmony:

Inesse enim mundanae animae causas musicae quibus est
intexta praediximus, ipsa autem mundi anima viventibus
omnibus vitam ministrat:

Hinc hominum pecudumque genus vitaeque

volantum

Et quae marmoreo fert msina sub aequore

pontus.
lure igitur musica capitur omne quod vivit, quia caelestis
anima, qua animator universitas, originem sumpsit ex
musica.

[We have just explained that the causes of harmony are

traced to the Worl®boul, having been interwoven in it

the WorldSoul, moreover, provides all creatures with

|l ife: O6Thence the race of men and
winged things, and the strange shapes the ocean bears

beneath his glassy floor. 6 Consequ
everything that breathes to be ¢agted by music since

BrennoBocador o (trans. Kristen Gray Jafflin), o6The Psych
The Emotional Power of Musied.T. Cochrane, B. Fantini, and K.R. Schere, pp.i387 (p. 295).

14 See, for example, MacrobiuSpmmentarytrans. Stahl, Book I, Ch. Ill, Section 11, pp. 165and Macrobius,
Commentarii trans.Willis, p. 106.

“Hamilton, o6Walter of MBicacNatbraisnMargarey BentMagigter Jadobus derlspania |
Author of the Speculum Musicéendon: Routledge, 2035Hollander Untuning p. 63; CarpenteiMusic in the
Medieval and Renaissance Universitipp. 3 31.
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the heavenly Soul that animates the universe sprang from
music.}®

The classical Greek termousiké&eferred neither to poetry nor tonality but

specifically to song as a single unified whole, loosely analogous to the theoretical

argument that music is in everything and everything is nfi§ior this reason, it was

generally accepted in medieval musitedory that the goal of the musician was to

attempt to create a semblance of celestial music in the physical world, though the

coercive potenti al of musicbs powers was Some
with other kinds of astrological and magical giee® EdwardA. Lippman, in

Musical Thought in Ancient Greecetatesthabt he et hi c al task of music
bringing the music of man ii“Mslshabccord with it
demonstrate, in theusicromancesespecially those which aemgaged with magic

music is a powerful force #h can be haessed by trained musicians, such as Sir

Orfeo, or by educated cleritThe keywords that describe Orfeo
poem intimate that his music is transcendent and suggestive ditg thed extends

beyond ordinary mortalmusf®él n t hi s sense, what | term Orfec
what Patricia Vicar.i calls dédmagi cal musi co6, i
har mony and on the Orpheus fconpmaofiéiigs di vi ne or
Pluto, / And hi s niédfeSeth leefer, iKhisragiclebuantiety , | | . 43
inSirOrffeq refers specifically to this power as O
the spirit or bring abouteefféecs thidestoraion Cr eati ono
through his powers of miQ@rifcemtmsd marp awd s ea lpea
by poets in medieval literature, including romance, as a symbol of magic and

enchantment as the musician and the instrument became conduitssfoalrmagic*

I n this romance, Orfeobs harping enables a ki

worldly or physical realm afnusica instrumentalid_erer observes that the use of the

16 Macrobius,Commentarytrans. StahlBook II, Ch. Ill, Section 11, p. 191; Macrobit@pmmentarii trans Willis,

p. 106.

" Hollander,Untuning p. 13.

18 Flint, The Rise of Magipp.1394 0; Zaerr, O6Music and Magico.

19 Edward LippmanMusical Thought in Ancient Gree¢ew York: Columbia University Press, 1964), p. 92.

XEC.Ronquist, 6The Power Bhilobfical®aarerly6d (1985), ppi 7T (ppOW0f e 0 6 6 ,

101).

Awuidar (trans. Jaffl i n) SauddersMadicrpo200.and the Sciencebo, p. 272;

Zpatricia Vicari, O6Spar aga mospheuDFhe Metamaphosesofmdigth. he Chri sti ansbo
Warden (Toronto: University of Toronto Press, 1982), pip883pp. 745); Sir Orfeq ed. Laskaya and Salisbury
pp. 26 41.

#set h ArdficeeandArtisery in SirOr f Speéulun0 (1985),pp. 921 109 (p. 93).
2 Aisling Byrne, Otherworlds: Fantasynd Historyin Medieval LiteraturgOxford: Oxford University Press,
2016), p. 27.
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word Oédmel odied in reference edadth®r f eods m

transcendence, in part due to references

in part due to the large portion of Middle English poetry in which this word is used in

reference to a herods DBUnsuspasindythes process

instrument that defines his identity, the harp, was a staple Pythagorean emblem in

antiquity and medieval culture of cosmic proportion and the harmony of the spheres, a

sacred instrument c¢closely associnadted

goodnesso6 rather than the tefrestrial

Musical magic in music romancesoften ambiguous, both benevolent and
malevolent, invitingly mysterious and dangerously illica disquieting uncertainty
that lends itselfd association with the Fairy Otherwodddconstituesa generic
conventionor trope,to which | will return late?’ The ambiguity over the source and

wi t

mu

status of musical magic as represented in the romances, is illustrated in this curious

scene fronSir Clegeg(late fourteenth centurya romance that places strong emphasis
on the tropes of t he h byalp/fespecialiycomgedtoe |
other servantsThough Sir Cleges is not a musician, and does not gain access to the

powers ofuniversal harmony as a practitioner himself, he benefits from heavenly

an

music due to his kindness. When the poem begins, he is famed for his generosity, but

after twelve years his wealth begins to run out and his retainers leave his $&brice.
Christmas Ee, in a moment of despairing reflection as he nostalgically dwells on

bygone feasts, he hears minstrels playing a heavenly or otherworldly kind of music and

becomes convinced that all shall be well. In the morning, he finds a cherry tree
unseasonably irrdit, which he decides to present to King Uther, hoping for his aid.
The sequence where Cleges hears minstrels on Christmas Eve is apointng the

narrative, in a scene suggestive of supernatural music:

Sore sygheng, he herd a sowne

Off dyverse mynstralsy,

Off trumpers, pypers, and nakerners,
Off herpers notys and gytherners,
Off sytall and of sautrey.

Many carrals and grete dansyng

B er ArificeaddAr t i p.004y 6,

®Mi chael Masi, 6T SieOrf@hQlassial Fobad8 (1914) pp B20dpt 19).

27 Jolly, Raudvere, and PeteWijtchcraft pp. 689;J ohn Hai nes, 6éWhy Music and
Magic, Ritual, and Witchcrafi (2010), pp. 14972 (p. 157).

28 Green,Poets and Princéleasersp. 17; CrouchTournamentp. 31;Du by, 6 The 2023 Geoffod 6 ,

de Chany, The Book of Chivalrypp. 23 4.

Magi

pp.
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In every syde herd he syng,
In every place, treuly.
(II. 98i 105)°

It is as though Cleges is being surrdad by harmony, performed by unseen minstrels

as i f from 6every syded, though the text | eav
Sir Cleges alone hears these sounds, whether they are outwardly audible to others, or

whether they are supernatural and pptible only to this unusually receptive listener

sufficiently attuned to heavenly music. This-paice catalogue of instrumentsrape

witnessed in othenedievalromancessuch ad.ybeaus DesconwdSquire of Low

Degree follows the convention of an unrealistic assemblage of disparate instruments,

both wind and string, brought harmonically together. Such scenes of polyphonic

overkill, of implausible numbers of minstrels playing all at once, encode what Linda

MarieZaerrdef i nes as a 6marvell ous encounterd6, a s
di fferences that was common in medieval roman
musical equivalent to tHecus amoenus o p ¥ Ehé paratactic succession of distinct

instruments, a stapfer descriptions of feast entertainments, suggests that the normal

di fference (the 6dyversed range) of the const
suspended in this miraculous scene, and likeness prevails in place of discord. The

notable sound pattemgi t he i nt er reals 6r HLQLh the sibiidr@é of

6Sore sygheng ... a sowneb6, o6sytall and é sau
104), the anaphor a id®2 1640055 Suggests ad dttempe ver y (11

(@)}

on t he rtgooeplicaiesthe pemse of accord, the magical elision of difference,

through his own euphonic combination of sound
term poised between round dances and religious SO#gs: opposition between

secular and sacrdthsbeen dispensed with, as the minstrels produce a kind of music in

which expected binaries are magically collapsed: sacred and secular, heavenly and

human, religious and courtly. Cleges interprets this festive, supernatural music as a

message from Christobandon his sorrow and cel ebrate, t
engendered by the music prompting him to a renewed commitment to charity. As

suddenly as this music had appeared it is gone, implicitly the result of otherworldly
intervention, the only residue oftkepi sode being the cherry tree,

2 Sir Clegesin The Middle English Breton Laysd. A. Laskaya and E. Salisbury (Kalamazoo, MI: TEAMS
Middle English Texts, Medieval Institute Publicatioh895),pp. 377 93.The quote comes from Text B, found in
Oxford, Bodleian Library, MS Ashmole 61, which is the more complete manuscript.

%Zaerr, 6Music and Magicéo.

31 Middle English Dictionaryhttp://quod.lib.umich.edu/cgi/m/mec/mdéulix?type=id&id=MED6846 accessed
17.03.2018.
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financial salvation. In view of the ambiguous representation of supernatural music in
this romance, | will begin with a brief overview of the connection between musical
magic and musical theory. Lastlywill examine the romance &ir Orfeoas an

example of the positive use of musical magic, Bylteaus Desconues a testimony to

the misuse of this power.

1. The connection between musical theory and magic

There is a marked gap in the scholarship dldairesses the intersection of music and
magic in the Middle Ages. Apart from cursory mentions of this relationshipeder
studiessuch asRichard Kie& h e f Magidirsthe Middle Ageghe only indepth

study of musical magic is to be foundLia Musique et & Magieby Jules Combarieu

(1909), and even this work does not focus on the medieval period. A more recent
articlebyJ ohn Haines, OWhy Music and Magic in
this gap in medieval scholarship, pointing out connestlmetween chant and

incantation, astrology and celestial music, and musical notation and esoteri&sigils.
Haines states that medieval musical treatises contain vocabulary and concepts that are
closely related to magical practice, a shared linguistic ahextdnas yet to receive

much critical attention beyond LinddarieZ a e semihaarticle3® | hope that my

work in this chapter will go some way towards beginning to fill this gap, by examining

musicemagical symbolism and vocabulary in select mediewalancs.

Magical elements are present in botbsica speculativéfor instance in
musial treatises) andhusica practicgfor examplein the use of liturgical chant in
necromantic practicep number of manuscripts from the Middle Ages include
musicaltreatises bound together with magical texts, including Paris, Bibliotheque
Nationale de France, MS lat. 3713 (elevetathhirteenth century), Paris, Bibliotheque
Nationale de France, MS lat. 7378A, and London, British Library, MS Royal 12 C VI
(thirteenthto-fourteenth century). John Haines has proposed that this combination of
musical theoryand magic is deliberate, given their unifying themes and traits such as

the coded writing of musical notation on the one hand and esoteric formulas on the

32 Kieckhefer,Magic; Jules Combariew,a Musique et la Magie: Etude sur les Origines Popukired e | 6 Ar t
Musical, Son Influence, et Sa Fonction dans les Sodiétéss: Alphonse Picard, 190%;ai nes, O6Why Musi c
149 72.

¥Haines, 6Why MuéMe$dicpand5MagiZzadér r ,
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other, whit share visual and functional similari§Natural magic used the innate,

marvellous properties of objects, substances, and astrological forces to manipulate

people and evenfs.The idea is evoked in the General Prologu&te Canterbury
Talesinwhichthaucer 6s Physician is said to practise
studying the way the stars cause malatfidhe magic that might lie behind medieval

music was usually believed to be powered by natural, celestial forces making use of

universal harmony ther than heretical, demonic worsHip.

Musicbs affective powers allow the musicia
precept is well attested in classical antiquity, and endures into the Neoplatonism of
Pl otinus in the | at e tomihthegnneadgp.@M0CE)df. Pl ot i nus

the latent powers of music countenances the possibility of a magical force:
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[The tune of an incantation, a significant cry, the mien of
the operator, these too have a natural leading power over
the soul upon which they are directed, drayitwith the
force of mournful patterns or tragic soundir it is the
reasonless soul, not the will or wisdom, that is beguiled
by music, a form of sorcery which raises no question,
whose enchantment, indeed, is welcomed, exacted, from
the performers®f

The melody of such an incantatory tune has a power ostensibly impossible to resist.
Plotinus seems both fascinated and terrified by the total vulnerability of the soul (at

|l east of the soul unchaperoned by reason) to
34 For a more detailed discussion, and a table comparing the contents of the manusckipts| seee s , 6Why Musicbéo,

pp. 160 63.

®Corinne Saunders, 6Subtl e Crafts: MagiTbeExpodatioBsxop | oi t ati on in
Medieval Romance d . L. Ashe, . OCpnabriddg: . 6.iBrewer, 2003), ppl 128 @ad9)s s  (

Kieckhefer,Magic, p. 9;PageMagic, pp. 31 3.

®Corinne Saunders, 6Vi ol ent inMialencedn MedievaMiitadatlite:eA CRselpdki sh Romance d
ed. A. Classen (New York: Routledge, 20Q8), 228 9; RichardKki ec k hef er , 6The Specific Rationa
Me d i e v a | Améfieag Histabical Revie®9 (1994), pp. 81136 (p. 834).

Swui dar (trans. Jafflin)ji5.6Control and the Sciencebd, pp. 283
%8 plotinus,Enneadstrans. S. Mackenna, revised by B. S. Page (London: Faber and Fef@r p. 323. For the

Greek text, sekes Ennéades de Plotitrans. M.N. Bouillet (Paris: Hachette, 185¥),40, retrieved from
http://remacle.org/bloodwolf/philosophes/plotin/enneade44qgr.ateessed 13.03.2018.
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which music might be | ikened to a kind o
guards, namely its innate ability to raise questions or to put up resistance. This kind of
magical music presents a perilous force that is, inadvertently, welcomed by th

defenceless souh his English translationd® a n u | f Polycher@an Grans.

1387), John Trevisa recounts the legend of Pythagoras hearing the hammers that

inspired his discovery of intervals and harmony. He goes on to say that Pythagoras
couldbbringe here myndes otud mdstse riliy oson@yv
I music was capable of affecting the emotions and mind of the hearer, a therapeutic

force restoring the troubled or distracted listener to equanimity and compdsure.

The music romances dcussed in this chaptdraw onan established
connection between the affective powers of music and effects produced through
magical art$ Some aspects of this connection were viewed in a positive light, and
others less so. Corinne Saunders has remarked that the appeal of magic lies precisely
in its power and ambiguity, because it provides the person wieldinghiawit
mysterious advantagehich tends to be temporarily obtained or summoned in a
moment of high emotional pit¢h A convenient catalyst of narrative, magic (and for
our purposes specifically musianagic) remains a troubling plot device because of its
implications for the charaatef those who wield it and because of its disturbingly
invisible reach. Medieval and early modern distrust of musical powers has precedence
in the classical era: Plato, for instance, distrusted musical power left in the wrong
hands, going so far as to gt that certain modes and lyrpoetic subjectmatter
should be outlawed as they provoke aggressive, licentious, or rebellious befaviour.
Musicos ability to caus e EthnologegVllisx9gl so r e
which describe the way s@@rs use songsdrminig: Hi et elementa concutiunt,
turbant mentes hominum, ac sine ullo veneni haustu violentia tantum carminis
interimunt( 6 They agitate the elements, disturhb

any drinking of poison, usingthevion c e o f s ‘¥ @atmiinis bettdr one 6 ) .

3 Hollander,Untuning p. 62; for John Trevisa, sdehn TrevisaPolychronicon Ranulphipp. 203 13; Hynes

Berry, opC@ebh.esi onod,

40 Kieckhefer,Magic, p. 2.

““Saunders, 6Subtle Craftsé, p. 108.

42See,forexamplel,aws 70laHai nes, OWhy iM@Peined opep Goll&k9 OMusic as a

Control: Some Examples of Pr act iTeeEmaiond PoverefMusjed.T.n Ear | \
Cochrane, B. Fantini, and K.R. Schere, pp.i3@7(pp. 3078); Winn,Unsuspected Eloquengep. 23 6; Wuidar
(trans. Jafflin), oCoBntr ol and the Sciencebd, pp. 275

43 |sidore of SevilleEtymologiestrans. S.A. BarneyGambridge: Cambridge University Press, 2010).
p. 182; Latin text retrieved froffhe Latin Library http://www.thelatinlibrary.com/isidore/8.shtpdccessed
13.05.2018.
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transl| at ed thhearne QOmppesdhstammabicians use the violence of sung

music to destructive purpose.

Education was needed émablemusicto be usedaorrectly, and correct use
enabled the wholeste transformation of listenef$Late antique theoristsuch as
Augustine in hidDe Musica werequickto condemn particular kinds of music, if not
music in its entirety, because of a fear of its ability to tempt the senses and affect
emotions, evenagant t he | *#usie was socleselywtied with the theory

and practice of magic that there was no clear boundary between music intended as

magi cal and -mugiical@Bhims dedmcern about mus.i

dangerous use is found e Ealem et Diversdy Adelard of Bath (twelfth century), a
philosopher and practical musician who discusses the favourable powers of universal
harmony, such as calming and healing, before letting his argument take a darker turn,
detail i ng howanmalsis usedl as ae dnfaieadvantagento hunt and trap
them?’ Fish are driven into nets by the sound of a bell, deer are unwillingly put to
sleep by hunters through the use of song, and wild, even dangerously untameable,
birds are lured by song to bepiped in snare$ Music can be used to aid but it can

also be used to cause great harm.

For some romances, tomagic was neither good nor ewilitself, and its
effects depended on the intent of the 48&. p r o t aethicahqualitteHand
ingenuitywere demonstrated partly by how he chose to use musical.magic
continuity in the way magic is portrayed in the romances and in the vocabulary
describing its uses can be found across several countries, authors, and genénations.

shared musiconagicalvocabulary includes words such as variants of the Middle

cOs

English 6magi R@nothar exanplmef a lexécal tohneafion between

music and magic can be found in the kinship betwee®t d Fr ench O6canter 6 (¢
singdé), O6incant)acibdoenndbc a(néteenntehnatnbt nfewnhtiéc h coul d |
6chorusé, or O6magical spell é6), and dédenchanter
6chauntené (both O6to sing, to descanté and o0t
“Gouk, O6Music as a Means of Social Controlo6, p. 308. See als
pp. 271 86.

“SWwinn, Unsuspected Eloquengep. 458 ; Wui dar (trans. Jafflin), 6Control and th
46 Tomlinson,Musig, p. xiii; Brokaw, Staging Harmonypp. 181 9; Saunders, 6Vi ol ent Magi c6, p.

" For a detailed discussion, see Adelard of B&tmversations with his Nephew: On the Same and the Different,
Questions on Natural Science, and on Bims. and trans. C. Burnett (@hridge: Cambridge University Press,
1998), pp. 6886 (p. 71); WinnUnsuspecte&loquencepp. 45 8.

“8 For the translation, see Adelard of Baffanversationsp. 53.

“sSaunders, 6Violent Magicd, p. 239.

0 SweeneyMagic, pp. 18 19,28/ 9.
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(6magi cd, O6sorceumgbdbeméant 6har mbrhadehemen
magi c6 or o6émagical power &), “AChdstoghernc haun
Wil son and Michela Calore similarly defi

reciting ver s e?Thesewuods shargad comnpm Lat: antestor,

incantare( 6t o bewitchodé, O6put a spell uponé6, a
which in turn derives fronsantare/ canere( 6 t o “*8écaugedol this connection,

wariness of magiparallelsa wariness of musicahagic, as evidenced by such texts as
Lybeaus DesconumndSir Degaré(earlyfourteenth century), whose protagonists lack

a musical education and view musical magic as a dafiger.

Medieval attitudes towards magical practice evolved, as magic came to be
perceived as a heretical activity more than a learned oneschioéarlypractice of
magic, based on ancient Jewish, Arabic, and GRmmman lore, began to take root in
the late eleveth century, but with it arose the practice of necromancy (black magic)
and thus heesy, earning censure from th@@ch and becoming a severely punishable
offence by the fourteenth centulyThis condemnation is evidenced by surviving
treatises producedylChurch authorities, such as the decr&aper lllius Specula
(1326) ofPope John XXII, and fourteenttentury inquisitorial manuakuch aghe
Directorium Inquisitorium(1376) ofNicholas Eymerich, which differentiated between
heresy and sorcer’y). Eymerich argued that the nature of magic, as either innocent or
demonic, depended on practice and int€atmmon sorcery did not involve ritual
techniquesinvocation, or worship of spiritas necromancy did: it had more mundane
applications such as headj, finding lost objects, and changing the weather.

However, over time, the church began to subsume this practice within the existing

1Z ae Bangoflloved, p. 314; ZaerEtymoldggWdnnec and Magi c6;
https://www.etymonline.com/word/enchantmeanidhttps://www.etymonline.com/wordhant retrieved on

17.03.2018; CarteDictionary, pp.68i 9; TomlinsonMusic, pp. 1 2.

%2 Christopher Wilson and Michela Calotdusic in Shakespeare: A Dictionaflyondon: Continuum, 2007), p. 93.

%3 SeeEtymology Onlinghttps://www.etymonline.com/word/incantatiortrieved on 17.03.2018rokaw, Staging

Harmony pp. 15%56;Zaerr, O Musi ¢ anMusidpgdiiccd; Tomlinson,

% pageMagic, p. 46; Michael D.Bailey 6 Fr om Sorcery to Witchcraft: Cleric
Mi dd | e Speauleny®(2001), pp. 9610 (p. 963);Jolly, Raudvere, and PeteWjtchcraft pp. 23 4;

Kieckhefer,Magic, p. 194.

®See, for example: Frank Klaassen, 6é6Learning and Masc!t
Ages and REieSixtesnshaCantuey dourrz8 (2007), pp. 4976; Jolly, Raudvere, and Peters,

Witchcraft pp. 4 13; Edward PetersTheMagician, The Witch, and the Laiidassocks: Harvester Press, 19 .

33134;Bai | ey, 0 Fr omKigkhefer,Magiy, @p, 19 6.0n Bh&nges in the treatment and perception

of magic, especially literate magic, demnk KlaassernTheTransformations oMagic: lllicit Learned Magic in the

Later Middle Ages and Renaissari@ennsylvania: Penn State University Press, 2013).

%6 Alan C. Kors and Edward PeteWijtchcraft in Europe 1100 700(London: Dent, 1973), pp. 892; Bailey,

60Fr ome$ g6, Jolly, Raubvérd, and PeteWjtchcraft pp. 23 4.

Bail ey, O6From S KiedkefenMagic pp.§6i94.971, 977 ;
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framework of clerical heresié&In addition to clerical stricturegnother factor that

i nfl uenced matghility @d sulbsequenticentlemr@aton wap its varying
prominence in the aristocratic co@tCourtiers hired sorcerers and practised magic
themselves in order to secure wealth and status, leading to the growth of etatgid
literature aimed a courtlyreadershig® In turn, this interest in and widespread

practice of courtly magic led to an escalating fear of magic, most prominent in the late
thirteenth and fourteenth centuries, as certain courtiers suspected supernatural

interference to be the causetiogir misfortune$?

Magic was simultaneously a source of fear and fascination, and it is
unsurprising that thiterary alignment ofnusic and magiceflectedthis ambiguity??
The categorisation afiusical magic remained ambiguous into the fifteenth century, as
even the widelyread exorcism treatis®alleus Maleficarun{surviving in 34 copies
between 14861699), considered musical powers to be natural and capable of
banishing evil, useable by thosto knew how to command them. This conviction of
musicos ability to banish denomgdexsndures as |
Effectuum Musicefefore 148) of Johannes Tinctori$ Thus, in order to avoid the
controversy associated with real magjjgaactice, the source behind the malioues
and magical in romand®ad to remain inexplicable, an ambiguity that helped blur the
line between the licit, natural harmonic powers of the W8ddl and the illicit,
supernatural magic of the Otherwoffdndeed, the source of the magic is usually left
entirely out of the narrativ®.In the case of musical magic, universal harmony would
have been the implicit source, but the nature of this magic is still deliberately
downplayed to avoid problematic associatiand to retain an air of ambiguity as to its

origins and naturé®

%8 page Magic, p. 45; Bai |l ey, i60p&rticalarly, | 877Kci eer cykdh, e fpepr. 069S6pSe ci fi ¢ Rati onal
820.

% petersThe Magicianp. 46;Kieckhefer,Magic, pp.96i 100.

0 petersThe Magician p. 50;Page Magic, p. 46;Jolly, Raudvere, and PeteWjtchcraft pp. 21 2; Kieckhefer,

Magic, pp.961100;Bai | ey, OFrom Sorcerybo, p. 967.

b1 petersThe Magicianp. 46;Ki eckhef er 6 Speci KiéckhefdRMagic, pprO&100.t y6, p. 834;

®Ki eckhefer, 6SpeciHaiomeRat oOWhgl Mupdcodp. p83459.

53 For a detailed discussion, saa1 i d ar (trans. Jafflin)j56Control and the Scien
%Jhn Finlayson, 6éThe Mar v e |ChancerRevie®3.4NlioaD)Y ppe363®& (.l i sh Romanced,
388) ; Kieckhefer, o0Thédl;dakhefarMagicp.Ra.t i onal ityd, pp. 820
®Finlayson, 6The MaSweeneyNagic)pp.&6 7.Fopthe ddopment Bfénddieval ideas of

magic, and their classical inheritance, Beses,Magic and Witchcraft

% Macrobius,Commentarytrans. Stahlp. 193;Macrobius,CommentariitransWillis, pp. 1023;Hai nes, 6 Why

Musi co6, p . 157.
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As an ontologically neutral force, musical magic gains its valence depending
on how it is handled’” On the one hand, writers of romance recuperated magic by
allying it with medicine and theciences of the quadriviuffiThe coronation robe in
Chr ®t i e n latkeéwelffhcemtyrgEsed et Enides made by fairies and
embroidered with symbols of the quadrivium, including m¥ithis interweaving of
traditions and learned associations elevated magic in romances beyond mere literary
convention or aesthetic distraction in a narrative to something more symbolic or
emblematic of deepeated cultural activiti€S.0On the other hand, neancealsodrew
upon thedistrust of magic especially as it was aligned witilence’ For this reason,

Sir OrfeoandLybeaus Desconusfer such different treatments of musical magic. To
early medieval theorists, true music was a science, not an agfipryet in these
narratives ideas of the affective powers of music combine with Otherworld artifice and
supernatural force to produce protagonists such as Orfeo whose command of music
stems from both instinct and formal learning, as well as fromotta speculativa
andmusica practicaand whose applications of music are uncertainly split between

usefully therapeutic and mysteriously unknowable.

2. Sir Orfeoand musical joy

TheBreton lairomance ofSir Orfeocombines the classical Orpheus myth, known in
the medieval period through Virgil, Ovid, and Boethius, among others, with elements
from earlier Celtic folktales!? There is no surviving source for the poem, although it
was preceded by a lost AngidormanLa i d 6 Quhighhs®eferenced in the

thirteenthcenturyL e L ai d(ed6 1l e £lsaii nleor sonne do6éOr ph

twelfth-centuryFloire et Blancheflof 6 et harpe |l e |l ai doéOrph®

67 SaundersMagic, p. 179.

% SweeneyMaygic, pp. 13 14; Peters;The Magician pp. 63 81; Winn, Unsuspected Eloquenge. 31.

% saundersMagic, p. 184;Winn, Unsuspected Eloquenge. 31.

0 SweeneyMaygic, pp. 13 14.

"Saunders, 0,¢p.228%2nt Magi cbd

2 Donovan Breton Laypp. 152,157t ongswor t h, G Blleten @nrade @ Br, i pipn, 36 So me
Refl ections on Sir Or f$uliéssinLBt®Medieval anil Early Remaissarice: Feptd in t y 6 ,
Honour of John Scattergopd e d . A . add A.JDReetshrerc(ublin: Four Courts Press, 2005), pi@d §p.

80i 81); Saunderdorest p. 133; Bas we l.Forad&sdssibn oftheiways ie which megdieval 2 3 9
writers appropriated and changed the Orpheus legend to be relevant totiemnporary society, see John Block
FriedmanOrpheus in the Middle Agé€ambridge, MA: Harvard University Press, 197850 seeConsolation of
Philosophy Book Ill, poem 12, which was also referenced by Geoffrey Chaucer.
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others’® There are also two surviving Alfreti translations of the Orpheus myth in
Ol'd Engl i sh, @oasolatiomtheseBexte rhake na mehtson of the Fairy
King, ympetree, or happy ending, which suggests that these elements creep into the
story later, most likely in the courtly, peSbnquest world? The Old English and later
medieval manuscripts attest to continued interest in the Orpheus myth. The widespread
references to the Orpheus myth in literary and instructional texts suggest that it was
widely known as a cultural referenpeint. As discussed in the previous chapter, the
appearance @ir Orfeoin a large compilatiosuch aghe Auchinleck Manuscript
(ostensibly intended for a lay readership of gentry) and a personal antbatdggs
Oxford, Bodleian Library, MS Ashmole 61 ¢adex scribed idiosyncratically by one
Rate around 1500), both of which contain instructional and religious texts besides
romances, suggests that it held particular appealiterpatrons compiling collections

for domestic usé> Sir Orfed s p r e theeAuahialeck Manuscript alongside
kingship quest romanceasiggests these romances were of interest to the same
readerships, and were read in the same pétiBdth Sir OrfeoandLybeaus Desconus
are presertbgethetin Ashmole 61andSir OrfeoandSir Degaréco-circulate in the
Auchinleck Manuscriptsuggesting thahese pairs of textsight have been read
together, possibly for their contrasting depictions of music.

The English romance adapts the Orpheus myth for a medieval audience by
replacing thainderworld with the Otherworld, and giving the story a happy ending,
because happy endings (especially endings sanctioned through the stable, legal
institution of marriage) had become a staple of Breton Lais in the English trddition.
Whereas Eurydice, theife of Orpheus, is bitten by a snake and passes to the
underworld, her medieval analogue Heurodis falls asleep under a grafted fruit tree

®DonovanBreton Lay pp.146/ 7; Alice L a s alnderthe YonpeT r e or : Wher e t©Ohé eddt®ion is in #
SouthernQuarterly 12 (Jul. 1974),pp. 353 64 (pp. 355 6); Sir Orfeq ed. A.J. Bliss (London: Oxford University

Press, 1954), pp.ixli, 31i3 3 ; Spearing, i®@MadBeslsyl, e ppo OEgiidAenvusn and Tri stanbd,
50(1981),pp.305 8 (p. 305). For the a i d ,&de plexanelre Micha (edDais Féeriques des Xlle et Xllle

SiecleqParis: GFFlammarion, 1992). Sde= Conte de Floire et Blanchefloed. JL. Leclancle (Paris: Honoré

Champion, 1980).

"L as aYmpeT, r gn®54;Sir Orfeosurvives in three manuscripts: Edinburgh, National Library of Scotland,

MS Advocates 19.2.1 (Auchinleck), c. 1330; London, British Library, MS Harley 3810, from the early fifteenth

century; and the late fifteenttentury Oxford, Bodleian Library, MS Ashn®61. The two surviving Alfredian

transl ations i n Ol donBotatiphdresfdund infr@don, British LiBrarye MSGottos @tho A

vi (mid tenth century), and Oxford, Bodleian Library, MS Bodley 180 (mid eleventh century). See Spearing,

Madnesso, p. 258.

PEdwarMas,us&ri pt s a nHla nReaa d edrAsude, h ipn.| e9idk;Edvards ansl Bearsap,t 6, pp. 94
06Engl i sh Pp.eii8tafhexasd, Symons, O6Medieval Romance6, p. 354
®Hanna, O6Auchinl eé¢kEdwadrsu sanrdi pPteda,r spagd .| , p@BMBg |l i sh Poetic Tex
"DonovanBreton Lay  p . 148,; Baswel 14,0 ; 6 ASmpteiaq u intgi, ei®iMa dmpe.s s»39 pp. 26
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(6ymped) and is abdu®AggievedbOrfectldaveshisi ng o f
kingdom under the rule of his stewlaand sets off to wander the wilds, taking nothing

but his harp. Eventually, after ten years in the anessOrfeo follows a company of

fairy women back to their country, claims to be a minstrel, gains admittance to the
Otherworld, and wins back Heursdrom the Fairy King as his reward for a good
performance. The narrative arc I s pointe
Orpheus asks that Eurydicebds |ife and f a
gods pity him because of his mournful piag and allow him to retrieve her, provided

he does not look back or speak to her until they are clear of the underworld, but at the
last minute he looks back and she is lost foré¥atone, Orpheus wanders the world

playing his harp so beautifully théte beasts, plants, and stones move to be nearer his
music and obey his will. The wild animals are not afraid to go near him, nor do they
attack, attesting musicoO6s ability to cal
hostility. Most notably, Orpheusomes to an unpleasant end when he uses his music to
enchant a group of young men to follow him, forsaking their lovers, and is torn apart

by a group of spurned Bacchic women as a
music leads ultimately to a physiceamentation of his body into broken parts, which
follows the emotional fragmentation he suffers at the loss of Eurydice. Sir Orfeo, by
contrast, succeeds in saving his wife, and his performance at the end of the text results

in reintegration and cohesioas he reclaims his rightful identity and all his listeners

share in the experience of transcendent musical bliss upon hearing him play.

The purpose of the two Orphic narratives is different, as is the reception of the
protagoni stdés music, since the Middle En
the affective powers of this music. Ovid
mus ¢ of a harp (Orpheusd and Sir Orfeobs
symbolism of the harp as an instrument representative of universal harmony.
Eurydiceds soul is animated by music, an
connection betweethe soul and universal harmonyetween manifestations of
musica humanandmusica mundanais important in this narrative. In the Middle
English version, we witness Orfeobs grow

plays alone in the wildernessdalearns to rely on this power, a connection more

BLasaYmpeT,r ga®57;CurtisR. HJirsgé | n t he Sh adTevArtoreal Eolklere ilBinp e Or f e 0 0,
English Studie89 (2008), pp. 14151 (p. 143).
9 Donovan Breton Lay p. 149.
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obviously betweemusica humanandmusica instrumentali®’ The direct connection
bet ween the soul and music in Ovidodés narratiywv
affinity, which the composer of the Middinglish text supplements with greater

emphasis on Orfeobés musical |l earning and prac

The very taxonomy of the o6l ai é implies a f
music and might even be expected to be sung, given its@®stious references ts it
distant origins in oral minstrels§ir Orfeoopens with a nostalgic portrait of the

Bretons who 6token an harp in gle and game /
19920), although when Chaucerdés Franklin osteni]
the 6l ayes, / Rymeyed in hir firste Briton ton

to whether such 6l ayes with his instrumentz t
pl es aun ciéld, 7)271B). WhétlieOor ndsir Orfeowas performed to music,

music was woven into the narrative, linguistically and thematicalig. use of

metanarrative tropes is another notable featuroDrfea The romance is framed by

one of these tropes at the beginnimgits reference to earlier minstrels or kings

composing and singing songs of noteworthy heroes and deeds) and at the end of the

text (@s its onclusion mentions minstrels composing or singing a song about the

events of the romance). This literary satinsciousness seems deliberate and serves to

acknowledje the ways in which some of the romances discussed in this thesis draw

upon certain metanarrative tropes.

Wh en Or f ,deudodisjsrabdiicted by the Fairy Kin@rfeoabandons
his throngto live in the wildernesauntil he finds his way into the fairy realm at long
last.He does not set out in searchiho$ wife because hinks the matter is hopeless,
and at that point perhaps it®fsHe begins the narrative as a consummate harper at
court, but I would suggest that & only after his sojourn in the wilderness that he is
able to save the queen, because hdobasmeaware of a more innate musical
connection, removed from stylistic courtly performanghich brings into play the
trope of the exiled musiciaithis romanceéntimatesthe necessity for both practical
and learned excellence and also an innate connection to mnusiis text isolation
leads to a positive outcome because issdito strengthen musical understanding:

Orfeo, keeping possession of his harp as the only remnant of his courtly existence,

80 Macrobius,Commentarytrans. Stahl, Book I, Ch. Ill, Section 11, pp. 185MacrobiusCommentarij trans.

Willis, p. 106.

81KennethR.RGr os Louis, O6The Si gHEixi Revidwaf EnglishfStudeB (1960),pf.e0ds Sel f
24552 (pp. 2487);ConradO6 Br i ai n, ORé4Remquiontsd, 6 plpe BBwer sdé, p. 103.
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mustplay andcontemplate music in solitude, away from the distracting trappings of

court®?

According to Boethiusseltknowledge is necessary f@ppinginto universal
harmony, becaudaumanam vero musicam quisquis in sese ipsum descendit intellegit
(6whoever pvensefpercaitemusicathimanil,2).® Musica humana
was an integral part of human creation and the human soul, not otherwisiggriny
human ears. As James Anderson Winn neatly sums up, music is able to conjure
extreme joy because, adepmweddfordinary,0 medi ev
physically produced and perceived music arose from its being a faint worldly echo of
theperect mat hemat i cal %Mmhesnusc ofthe sphetemusicani ver s
mundanacould reach and affect the momalisica instrumentaligiroughmusica
humana which served as a bridge between the ®@rfeo must transcend the
ordinary, mortamusica nstrumentalisn order to master a higher degree of music,
and this exaltation can only be achieved at some remove from the court setting, which
is too worldly and distracting and in which music is too tightly bound up with courtly
identity to transcend thphysical world® This sense of remove from the court is quite
different from the depiction of music kingship quest romanceis which music plays
a significant role in the courtly social setting. This difference in perception can partly
be attributedo the different preoccupation of the romances concesitbdnagic,
which aremore interesteth theuseandns us e of mus i ctllepragicalwe r s
use of music in securing allies and engendering social cohesion (although these factors

do still play an important role in the texts).

Despite his courtly musical education and prodigious skill, it is only after a
period of practice and contemplation in the wilderness that Orfeo appears to access the
powers of universal harmony: something changes st®ad of relying on his knights
or his might as a king, he begins to rely on music, having left the court barefoot, with
nothing but his harp, undertaking the life of a hermit or penitent. According to

Guillaume de Machau@Qrfeo overcomes all obstas n his wayprecisely because of

82 Bliss, Naming and Namelessnegp. 64 6; ConradO 6 Br i afil ne, ¢ tdi RodrbKieckheferpMagicg.327.
83 See Boethiudn BoethiusFundamentalsR a n k Naturalis Goncordid |, Brokaw/Staging Harmonypp.
18/19;Wu i d ar (trans. Jafflin)j6.6Control and the Sciencebo,
84Winn, Unsuspected Eloquenge. 33.

%R a n k Naturalis 6oncordiéd , p . Uhsusp¢ied Eloguenge. 33.

®Wuidar (trans. Jafflin), 6Control and the Scienceb,
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his reliance on the power of mu$icThis idea simultaneously feeds into the
perception of authentic music as the domain of the elite amateur musician, and
critiqgues the courtly environment as too shallow and distractingsterfthat very kind

of elevated music that evokes universal harnf8ny.

Orfeobds harping provides -egle,tamaswide of c¢comfo
beasts, charms the Fairy King, reanimates the inert Heurodis,-asthl#ishes
Or f eo6s ki ragdnduitfer unavérsalsharmofys his harping represents a
civilizing force that enables him to complete his personal quest and also to bring
harmony to the kingdom at largdrawing on tropes familiar from the kingship quest
romances of the last chaptér f eadvéntsre quest takes place in thaify
Otherworld, an imprecise setting which allows for greater exploration of the
marvellous and the magic& Crucially, during his time in exile in the wildernebs,
abandon#is name and courtly identitthe courtly trappings that were central in
kingship quest romancesust here be stripped awswyorder for a deeper connection
with music to become possibi&Even thougtOrfeo behaves more like a musician
than a soldier throughout the text, at the enthefpoem he is lauded as a worthy
minstrelandknight, and his own story is preserved for all time by minstrels who make

songs about his adventute:

Harpours in Bretaine after than
Herd hou this mervaile bigan,
And made herof a lay of gode likeing,
And nempned it after the king.
That | ay -hot@r feod is y
Gode is the lay, swete is the note.
(IIl. 597i 602>

9 Ni gel Wil kins, 6Wdrdsand Musicin Bledievsl Esrop@udey: Ashgate Variorum, 2011),

XVII, pp. 1i 11 (p. 10);Leach,Guillaume p. 3.

Al brecht Classen, 6The Quest for Knowledge Wi thin Medieval
Meani ng oWords of tavéand Love of Words in the Middle Ages and the Renaissdnée Classen

(Tempe, AZ: ACMRS, 2008), ppi 54 (pp. 389); James Wadé&airies in Medieval Romand®asingstoke:

Palgrave Macmillan, 2011), p. 15.

8 Byrne,Otherworlds p. 26;Ma r y F e Foiklereiom ,t hde MaleadFs & noimahicReviews7

(1966),pp.3i 24 (p.4); Saunderskorest p.95; Fi nl ayson, 6 THore diddassion efimedeevak 6 , p. 364.
6 Ot her wo r | Hbwadd,Rollg PachTad Gther World: According to Descriptions in Medieval Literature

(Cambridge, MA: HarvardUniversity Press, 1950).

% Bliss, Naming pp. 64 6.

%1 Carol FewsterTraditionality and Genre in Middle English Romar(@ambridge: D.S. Brewer, 1987), (i

31; Swhavdlien, pad 410; EngdomandRCemnmupitiedirs\Western Europd 2800

(Oxford: Clarendon Press, 1991) 261; CrouchTournamentp. 150.

92 Sir Orfeq ed. Laskaya and Salisbupp. 26 41. All quotations fron8ir Orfeofrom this edition.
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Thus Orfeo achieves the ultimate in fame: immortality through niti8ig.way of a
fitting conclusion to the r gtendbeyordtheOr f eo
narrative itself, and to influence the telling of his own story here#dterf e 0 6 s t al e
which the minstrels immortalise, is also infused with musical magic, perhaps intimated

in Omervailed (a wonder, ai lmagd vied )a itnenrnrh
frequently used imedieval romancdaden with magical potential, connoting not just

an astonishing feat or a miracle but also the strangeness of the verbal representation of
that marvellous thing*The notes of t hestidglbathskiledr e 6 s we
composition (an aesthetic criterion) and pleasurable reception (a sensory, affective
criterion). Orfeobs dedication to his mu
identity as a musician is reiterated at the end of the nartasies as the textual legacy

of his art takes ohnothei6s) musicnmemds tostaedipfor e d 6
his identity throughout his journey, Orfeo adopts a number of minstrel and beggar
disguises, his harping the one constant reminder afdnésidentity’® In this romance,

the motif of musical skill as a marker o
from the way it is deployed in kingship quest romances: while in the latter texts,

musical skill ultimately helps assert the protagent 6 s t r B Orfea@hent i t vy,
sameskill, and the minstretlisguise motifr i sk j eopar di sitisaso Or f e «
important that he loves music above all other courtly achievements, as established at

the poembés opening:

Orfeo mest of arthing

Lovede the gle of harping.

Siker was everi gode harpour

Of him to have miche honour.

Himself he lerned forto harp,

And leyd theron his wittes scharp;

He lerned so ther nothing was

A better harpour in no plas.

In al the warld was no man bore

Thatones Orfeo sat biforie

And he might of his harping here

Bot he schuld thenche that he were

In on of the joies of Paradis,

Swiche melody in his harping is.
(Il. 25i 38)

93 Burnley,Courtliness p. 9; GreenPoets and Princ®leaserspp. 3 4.

% SeeEtymology Onlinghttps://www.etymonline.com/word/maryeiccessed 17.03.201Bage Magic, p. 31. On
the several me a n iMiddjesEnglish Dictiamaryhttpe//qubd.lile.wnich.esl@cgi/m/mec/med
idx?type=id&id=MED27476accessed 17.03.2018.

“Ronquist, 6The Powersé6, p. 105.



https://www.etymonline.com/word/marvel
http://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED27476
http://quod.lib.umich.edu/cgi/m/mec/med-idx?type=id&id=MED27476

166

Orfeobds | ove is not just for harping, but for
mean the enjoyment he feels playing the harp
through music and appreciated by him and his listén#hss is a point to which Will

return. Notably, his own harping brings honour to other harpers, suggesting not only

his superiority as a musician but also the collective, collaborative, cohesive

implications of his music. He loves the harp best of all, and it is the only thiradxé® t

with him when he leaves the count easilysetsasidehis kingshipbut he doesnot

consideldeavingbehindhis music.

As inthe kingship quest romancehis poem emphasises the importance of
| earning for Orfeods s ustudeatdfsmusicHI®e phrases hown as
OHi mself he I erned forto harpé could be taken
that he could play like other harpers, but it also suggests that he learned by himself,
without a teacher, guided only by his own intuiton 6 hi s wi ttes scharp6: he
to learn and must employ considerable intelligence to hone his skill. This phrasing
suggests something more than just mechanical playing, but rather intellectual
engagement, a more theoretical approach to learnikgnmHorn, harpplaying was
couched in terms of manual tactility (6And te
Il. 2351 236), wherea$Sir Orfeoplaces its emphasis as much on the application of the
musi cianbds sharp wits. bbthlespmdicalttraingandof Or f eo
his intellectual affinity: the importance of
twice in three |ines, and Orfeo puts in delib
lerned so ther nothing wa#\ better harpoumi  n o T phik sugefioyity is important,
and it is in part the result of hard wodombning the tropeghat establisimusic as a
|l earned skill, the training of the protagonis
skill surpassing other musician§his combination of tropes places empkasi he
importance of musical learning and the need for training in dod@cquire superior

musical skill.

Further suggestions of musicbds connecti on
appearance ohe termdé me | @. 88), @hich was used to refer not just to the
harmonious consonance of sounds in earthly music but also to the music of the

spheres, as well as to the material manifestationsusfca mundanandmusica
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instrumentalisn emotional, spiritualor social harmony, consonance, and acédrs

we will see shortly, the merging of the earthly music of minstrels and the implicit

cel esti al music of the spheres in the co
the text, when Orfeo performs in lda/n castleOr f e 06 s mMusi ousitaar ne s s
practicaandmusica speculativand gestures to his facility with musical magic.
Further, hijsomesicf eNakadi 6, a phrase s
spheres and also the ability of musipalformance to conjure a sense of extreme bliss

in the listeners, a bliss which transcends the physical world. Orfeo succeeds in echoing
the music of the spheres with his song. Seth Lerer points out that the poet insists on a
repetition ofo,twhiwdhrd ecmelsodhroughout C
appearing in all five performance sceféMlusic accompanies him through various

stages of growth, and closes the poem when a new lai is composed about Orfeo.

Here, too, 06mel oargcarrerst waldlis §gppearens 6, par t
consecutive lines, suggesting a connection, even a causal connection, between the two.
Notably, the only t i(nBF)ss udedaretinldescribimgxt t hat
Orfeobs music here amyd,Kilmg ef(gThédeprcowd ¢
Paradisdé, | . 376), creating a thematic c
of fairy magic: both can enchant, transport the senses, of' Saethius and
Macrobius similarly suggest that the inescapable compudsiatusic is due to the
fact that universal harmony is too much a part of our being for us to resist it, recalling
that kind of musical coercion of which Augustine was so waBamusica This
connection tonusica mundanenakes listeners vulnerable evemiusic heard in the
physical world®® According to both ancient and medieval theorists of music, listeners
inevitably succumb to the affective powers of music so that their thoughts and
behaviour are reshaped by it, because the human soul still caitiagmemory of the
celestial music of which it had once been a f8fthe commentaryc( 1305 1307) on
B 0 e t hGQonsaladise by Nicholas Treet draws particular attention to the
restorative function of Orphic song and harping, drawing its listenersyntpathetic
concord with universal har mony: 60r pheus

el oqguence, brought wicked, bistelatitemiper and s

% Carter,Dictionary, pp. 269 76; Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/med
idx?type=id&id=MED27261accessed 17.03.18.

L er ArificeaddAr t i p.002y 6,

% Byrne,Otherworlds pp. 267;Longsworth, 6Sir Orfeod, p. 11.

% Winn, Unsuspected Eloquengep. 458 ; Wui dar (trans. Jafflin), 6Control
190 goethius,Fundamentalgp. 3; MacrobiusCommentarytrans. Stahl, pp. 197; MacrobiusCommentarii trans.

Willis, pp. 101 7.
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suavitatem citharae id est eloguentiae impies brutales et silvestres reduwitradm

rationis).”* InTrev et 6s schema, Eur ydi cikestpaspresents Ot he
hominis affectivl suggesting that, at a mythic or symbolic level, Eurydice is to be

won back through the restorative powers of Orphic harping as they work on, are

atuned to, and animate the 6éaffective partodo of

In the wilderness, Orfeo grows to apprecially his inherent, inalienable
connection with music, which becomes useful as more than a staple courtly skill.
While other knightglelight inchivalry most of all, Orfeo loves harping, and unlike
professional musicians he performs because of this &not for money: | would
suggest that it is this authentic connection with music that allows him to access and
unl eash mu@¥Tbéstpowevasuthentic musicé, as dis
music in its purest form, closest to that of universal harmony. In the classical era and
the early Middle Ages, this music was believed torlusicaspeculativabutoverthe
medieval period thre were signthatthis conceptualisation haghifted, at least in
some contextdrom the rarefied context of abstraction and musical theory to a more
materialised, instrumental, performed kind of musical practice, here embodied by
Or f eo 6 s h aieve thiskind of Music, ®rfeo requires theoretical knowledge
and practical skill, acquired through nurture, as well as an innate musical instinct, a
part of his nature. For this reason, those who hear him play think themselves in
paradise: his music iki#fully executed and genuinely felt, making it superior to that
of other musicians, and evocativetioé heavenly music of the spheres, even before he

is fully aware of its potentidf®

The exilequest, usually a journey of discovery for the exiled knightinges
the way Orfeo responds to the obstacles he faces. At the beginning, he responds as a
knight, relying on his military might and a conventionally chivalric code of behaviour,
without recourse to either music or magic: when Heurodis tells him éfthe r y Ki ng 6 s
decision to take her away forever, Orfeo attempts to defend her with military might
(60rfeo hatmlomei s/ armes wegl e ten huhdred knight
183).He reacts like a king, not like a musicigfiAfter ten years in exilehaving

101 Cited in FriedmanQrpheus in the Middle Agepp. 11011.

192 3ohn SouthworthThe English Medieval MinstréWoodbridge: The Boydell Press, 1989), pp. 184Vieg

Bogin, The Women Troubadoufislew York: W.W. Norton Company, 1980), p. Renqi st , 6éThe Power sodé, p.
101.

103 Bogin, The Womeyp. 14; SouthworthMinstrel, pp. 1345.

WiGervasMat hew, 61 de al Pattarfs of Eavé aachCihstesid pJdLawlor (hondon: Edward

Arnold, 1966), pp. 4626 (p. 55),Labarge,Travellers p. 75 Karras,From Boysp. 159.
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finally spotted his wife amongst the fairy hunterssbes hold oliis harp

I mmedi atel vy, as a knight might grab a sw
harp opon h {®AndbeaPiséniBabich,in harartcledntherole of

kingdomsin Sir Orfeg, seesgheFairyK i n thr@atasatestfor Orfeo,whois too

caughtup in courtly mattersatthe beginningof the narrative'®® As we shallseein the
nextchapterthis concerrwith the overwroughtanddistractingnatureof courtly life is

oneto which poetskeepreturning.At thep o e roesing,Orfeoenjoysa splendidlife

but this positiondoesnot allow for furtherpersonabrowth or achievement,
diminishinghisworthasaknight'”’Or f eo6s mi |l i tary might is
Ot herworl d, where he must exploit musicb
supernatural magic holding sway over Heurd@fisn order to achieve this goal, he

must first be alone in the wilderness, with nothingtistmusic'® It is striking that

his approactto his obstaclexhangesomarkedlyafterhis exile, wherehe hashad

nothingbut musicto rely on. Usually,anexile questinvolvestheknightfacingates

of courageor physicalprowessaswe sawin the previouschapterputwe only ever
seeOrfeospendime on his music,suggestinghatthisis thearenan which heis to be

tested’ by manipulatingrropesfamiliar to audience®f musicromancesthewriter of
thisromancds ableto playonr e a degpect&atinsaboutthep r ot a gnarratives t 0 s
developmentTher o ma nstuetdarhythmof exile andreturn,digressiorand
progressionsuggestshatthis periodin thewildernesss ultimatelyanarrative

prerequisitdor theconclusionof O r f equest $heFairyK i n ghallsengecouldbe
readasactrial of musicianshipmadeup of differentstageof learning,suchthat

Or f dasténsountemwith theking servesashisfinal test*°

During hisexilein theforest,Or f eowlyéaurceof joyishishap,6 wh er e o n
was al h i sandgdnsequenflyhemusiz(@I30d g | theatdhg harp
produces™! Whenthisjoy is releasedt charmsall who hearit. The Old English
etymon forgleisgliw, whi ch encompasses o6midlBico, o6m
Middil e English, 6gled, a recurrent word in

Mspearing compares the madness of Heurodis with menta
Leard6s O6untundédd and jarring senseso (lIV.vii.1l5) on the
Sp e arMandg,e s G5. Sge plso, Vita@&airies, p. 98, and Hanninghe Individua) p. 190.

108 \Wade,Fairies, pp. 76 7;Andrea G. Pisani Babich, 6The Power of the
Or f é&eophjlologusB2 (1998)p.477;Ronqui Ptowed Bloe p. 104.
107Byrne,Otherworlds p. 47;Gr os Loui s, 6The Significance6, p. 249.

% ongsworth, 6Sir Orfeod, pi5 10; Ronquist, 6The Power
109Byrne, Otherworlds p. 110.

10WWade,Fairies, pp. 73 110.

MBabich, o@g#488 Power 6,

112 Bgsworthand Toller,An Anglo-SaxonDictionary, p. 481; CarterDictionary, pp.169 74.
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witnessed in the previous chapter), could refer to the source of joy in addition to the
feeling itself, and it retains the Old English duality of both an affective field of

reference (6blissd, 6joybd, Opleasured) and a
omusi co) . However, it also acquires a darker
mean O6intrigued and O0scheming6, sposgpgestive of

of musicos ¢l will retirnvte thegattew éefinition in my analysis of
Lybeaus Desconus i n whi ch o0gl ed appears in a somewhat
di squi eting connotations suggest that musicos
ill purpose. This dual potential for positive or negative use invests musical magic with
ambiguity and suggests that its nature depend
or malice inherent in the music itsélf.Intrigue and scheming, after all, axspects of
human behaviour, not musical qualities.

In Sir Orfeq however, musical taming or coercion is unfailingly depicted in a
positive light. There are two important, parallel scenes that attest this portrayal. In both
episodes, Orfeo uses magic aone his audience, figuratively and literally, as in both
instances the audience is in some way \vilde wild beasts of the wood, and the wild,
dangerous courtiers of the fairy courirst, Orfeo uses his music on wild animals,

both for company and aldo stave off danger during his exile:

He toke his harp to him wel right
And harped at his owhen wille.
Into alle the wode the soun gan schille,
That alle the wilde bestes that ther beth
For joie abouten him thai teth,
And alle the foules that ther were
Come and sete on ich a brere
To here his harping-eine i
So miche melody was therin;
And when he his harping lete wold,
No best bi him abide nold.
(Il. 270i 280)

In this passagethewild beastsuccumlbio the powerof music,servingasa

115
d:

surrogateattendantcourtasO r f emoisicereatesorderin thewild woo Even

13 Middle English Dictionaryhttp://quod.lib.umich.edu/cgi/m/mec/méix?type=id&id=MED18735accessed on
20.03.2018; CarteA Dictionary, pp. 16973; A. W. Mathew and W.W. Skeat (edsd),Concise Dictionary of
Middle English: From AD 1150 to 158@xford: Clarendon Press, 1888), digital edition (2008) retrieved from
https://www.gutenberg.org/files/10625/106R&lict2.htm| accessed 02.04.2018.

"Haines, O6Why Musicdé, p. 157.

BBabich, o6F488 Power d,
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animalsfeel joy atthesound M u s i abiléygo affectanimalsi creaturesvhich
werelargelythoughtto lack reasorby medievalthinkersi showsthatthis power
workson asubconscioutevel thatis independenof rationalengagement® Orfeo
harpsat his owhen willé which suggest®oththatheis playingbecausdéewantsto
andthatheis usinghiswill, or intention,to directthe musicsothatit tamesthewild
beastsyho aredrawn by goied atermonceagainfoundin closeproximity to
0 me | @gliryobherepisodesinting atuniversalharmony herethe musiccarries
far, encompassinthewholewood.6 S ¢ hsudgésehatitisdé | oandl 6
0 r e s o uihndtalsoi dnpreaffectivethanpurelyphysicalterms,something
6 me | o ard®d pls d® théerag'’ &nlike othermedievalliiterary protagonists
who werein asimilar situation,Orfeodoesnot go madin the wildernessdespitehis
misery*®

Theconvictionthatmusicis ableto curemadness is witnessed in other
medieval literaturé’® One such text is theita Merlini (twelfth century), attributed
to Geoffrey of Monmouth, which describes
descent into madnesand subsequent restoration to sanity through the music of a
passing minstrel?° When theminstrel first comes upon Merlin lamenting in the
wilderness, he uses his music, narrating the tale of two Welsh women subject to a
similar kind of wasting madness, testore Merlin to his right mind and recalibrate

his imbalanced emotional state:

In fidibus querulis dicebat talia cantans

Nuntius, et modulo uatis demulserat aures,

Mitior ut fieret congauderetque canenti.

Ocius assurgit uatésiuuenemaque iocosis

Affatur uerbisi iterumgue mouere precatur

Cum digitis cordas, elegosque sonare priores.
Admouet ille lire digitos iussumque reformat
Carmen item, cogitque uirum modulando furorem
Ponere paulatir cithare dulcedine captum.

Fit memor ergo sui recolitquequod esse solebat

Mwui dar (trans. Jafflin), 6Control and the Scienceb,
7 Middle English Dictionary https:/quod.lib.umich.edu/cgi/m/mec/med
idx?type=byte&byte=177699962&eqgdisplay=open&egs=17770260deved on 13.031A8.

H18gee, for example, the tweltttenturyVita Merlini (Il. 165/ 170) andThe Book of Sir Tristram de Lyonies

Mal oL § 6 Mlor t e Géoffréyrot Monmouthl ife of Merlin, trans. B. Clarke (Cardiff: University of Wales

Press, 1973), pp. 661; SirThomas MaloryComplete Worksed. E. Vinaver (Oxford: Oxford University Press,

1971), pp. 30¥45.

Spearing, 6Madnesso6, p. 264.

120 saundersForest pp. 11517; Bliss,Naming p. 65;Jacques Le Goff and Arthur Goldhammer (trarihe

Medieval ImaginatiorffChicago: University of Chicago Press, 1988), p. 50.
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MerlinusT furiasque suas miratur et odit.
Pristina mens rediit rediit quoque sensus in illo
(1.198i 209)

[This was the song the messenger sang to his plaintive
strings; and with his air he soothed the listening prophet
to calmnessnd to sympathy with the singer. Suddenly
the prophet sprang up, accosted the young man with a
lively greeting and begged him to sound his instrument
once more and play again the lament he had just played.
So the singer plucked at the strings of his imagnt and
picked out the song, as he was asked, a second time.
Little by little, as he played, he coaxed the madman to
put by his wild mood under the sweet spell of the guitar.
So Merlin came to himself, recollected what he had been,
and thought of his maess with astonishment and
loathing. His normal state of mind returned, and his
power of feeling too’f*

The terminology in the passage draws on music
captivating possibilities noted eari&The noun 6car megé denbhes bot
first i nstaaagcfeo ramadiineafitato® , 6 compoundi ng t he

i ncantatory suggestiveness bd*lLittt into the par
wonder that Merlin is said to have been caugh
oft he cytharumdés strings, and that the cumul at
(6modul o6, 6émodulandod) is to retune or repro
6modul ord denotes the act of '&egmusie,ti ng as we
representve of harmony and order, is drawing Merlin in, modulating his mind back

into a state of sanit}?> Merlin himself is no musician, and when he returns to the

chaos of the court he again descends into madness: it is only by being constantly

serenaded that lwan remain san€®l n  Or f eam the otherdand, the order and

harmony which his music embodies shietits from madness?’ Yet the durationof

121 Geoffrey of MonmouthL ife of Merlin, pp. 62i 3.

122| e Goff, Medieval Imaginaton p. 50; Jami son, O6A Descriptiond, p. 49. For
seeGi | i an Rudd, obAWher Wl bderneS§sr GArthwiana23 £018),pp.B2 Gr een Kni gh
65.
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1879), accessed vidtp://www.perseus.tufts.edu/hopper/morph?l=carmen&la=la#lexico®2.04.18.

25ee Oomeduyl sre,nses UewissanddC. Shori LaiinrDictidnary(Dxford: Clarendon Press,

1879), accessedviat t p: / / www. perseus.tufts.edu/hopper/omorph?l =mAdOIl or &
02.04.18.

®’spearing, .%6Madnessd, p

126 saunderskorest p. 117.

127 saundersForest pp. 1378;Ronqui st, 6The Powerso6, p. 111.
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its effectsis merelytemporaryaswith Merlin: theking mustkeepplayingto
maintaincalmin theforest*?® In boththe Vita Merlini andSir Orfeo, musicis
compulsiveanda sourceof compulsionjustasMerlin hasto keephearingthe

mi n s tmusicin érderto staysane Orfeomustkeepplayingif hewantsthe beasts
in theforestto staynear'?° Oncethe music stops,onceits tranquillising effecthas
ceasedtheanimalsflee. Orfeospendgenyearswith theanimalsandhis harpfor
companyandhis useof musicfollowing this episodesuggestshatthis experience

teachediim somethingaboutthe coerciveapgicationsof music.

The second important taming scene occurs when Orfeo finds his way into the
fairy kingdom, adopting the guise of a minstrel rather than a warrior with an*atmy.
Garbedn hisp i | g gowmhiIsringshis harpwith him ( His sclavain helede on
al so spac / And hengei3i), asif dniadispensalpeo n hi s
accessorybecausave aretold thathe otherwisekeptit safelyin ahollow treewhenhe
wasnotplayingit (1. 268).Ar r i vi ng at t he Faitendgstoke ngds
not hing 6bot a pover menstrel 6iqYet & 3W¢
mot proferi f oirandxplanation thgt the kingaegdts, allodviBgihim
to perform. This episode recalls the trope of the minstrel beimgitbed to enter a
restricted area by virtue of his profession. The kingship quest romances invoke the
same trope in relation to ordinary, mortal courts,RiuOrfeotakes it a step further by
demonstrating that this trope is equally valid beyond the world of mortals, drawing
together the uncanny, as represented by the Fairy Otherworld and the familiar topos of
the minstrel 6s abi | Thissecondoepisodefechdes theditste s e |

Bifor the king he sat adoun

And tok his harp so miri of soun,

And tempreth his harp, as he wele can,

And blisseful notes he ther gan,

That al that in the palays were

Com to him forto here,

And liggeth adoun to his fete

Hem thenketh his melody so swete.

The king herkneth and sitt ful stille;

To here his gle he hath gode wille.

Gode bourde he hadde of his gle;
(Il. 435i 445)

2Babich, o6@#488 Power o,
®Babich, o6@#488 Power o,
130 saundersForest p. 138; BurnleyCourtliness p. 106.
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In this romance, music is treated to a number of descriptions that are very visceral. In

theabovpassage, we are told that the melody is 6
the Iimage recurs in referedimoalail 6 s@eteods stor
the not eb, | . 602). This sensory, gustatory d

synaesthesjavhere the force of the music is such that one is able to taste it.

There are clear parallels in the two scenes of tantimgtelling thatOr f e 0 6 s
musichasthe sameeffecton the Fairy King asit did onthewild animals:his

dangerougotential like thatof the untamedbeastsis dissipatedy themusic*** In
this passage, Otemprethd seems to connote not
also the tempering of the affects ©of the |1 st

the music is jogus, but it is also a source of joy as it conjures bliss in the listeners,

holding sway over them and drawing thent¥hAccording to theMiddle English

Dictonaryand ot her | exicographic aids, Obliss6 ca
which supersedes ordiry enjoyment, a kind of perfect happiness, ecstasy, or the joy

of heaven: the music momentarily allows listeners to transcend the physical world and

be brought closer to celestial harmomysica mundanaestoring them to a

harmonious disposition in thErocess>> The Fairy King represents wild, natural

magi c which can be tamed to order and fairnes
he is moved to stillness (6ful stilled) sugge
stunning effect on hir** Notably, his reactionis framedby severarecurring

examplesof vocabularydenotingmusicaljoy ( mirié ¢lissefub andtherepetitionof

0 g linehétwo lastlinesof the passage)The Fairy King hasé g owdi el tb hedthis

music,but hearingit also createggoodwill towardsthe musician.The affective power

of Orfeobs music does not go against natur e,
environmeni instead, it works b¥yringing out the inherent harmony that is part of

everything:>°

Thefinalstag of Orfeobs journey takes place in |

tests his steward by pretending to be an itinerant harper seekiny\inglkp the

131 saundersForest p. 138.

132 Middle English Dictionary http://quod.lib.umich.edu/cgi/m/mec/mémix?type=id&id=MED5236 accessed
13.03.2018Carter,Dictionary, pp. 16974, p. 462.

133 5eeEtymology Onlinghttps://www.etymonline.com/word/blisand theVliddle English Dictionary
https://quod.lib.umich.edu/cgi/m/mec/matk?type=id&id=MED5228 both accessed 17.03.18.

¥“Babi ch, of 488;Bye, Gteerwdrlds p. 116.

15 e r Artifice addATr t i p.O8X y 6,
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romances often draw on the motif of the positive and sympathetic depiction of

minstrels and their loyalty (usipalcompared to other servants), in this case it is the
king-disguisedasa-minstrel who is testing the loyalty of his namnstrel servanta
loyaltygauged through the servant s ctamgat men
to be not only a poor, wandeg musiciai 6 | cham an har pour of h
me now i n t hi si5lB)é butalsesfareghed. Yehdt steward3oyally

i nf or ms Ewericmgotetharpour & welcom me to / For mi lordes love, Sir

Orfedd ( 17b18). Thelskwak associ ates Orfeo so cl ose
that he welcomes minstrels as a matter of codisthe castle, Orfeo witnesses first

hand how well minstrels have been treated in his absence. There are many musicians
playingeverykindof nst r ument , Michemoelodythai exakedsatbey ( | 6
423). This collection ofiautandbasinstruments playing together harmoniously is not
realistic, yet the fact that they do sound pleasant in this idealised perfor(adrmee

familiar from dher music romances\uggests musi c6s har moni s
intimated again bytheme s e of 6 me | o diyhére siraning ttmiardsthe o nt e x
sensgsydhodl ogi cal , s o c'Atffirst, Odfeo simplyisitsand u a |
listens, beforgin a final, symbolic act just prior to reclaiming his identity, he begins to

play:

He toke his harp and tempred schille;
The blissefulest notes he harped there
That ever ani man-gierd with erég
Ich man liked wele his gle.

(Il. 5261 529)

The same set of descriptions is used for his music as during the two scenes of taming,

as intimated by the rese of the same keywordt e mpred6 (11 . 426,
272, 426), O6blissefulo (I . 438ppwerfubgl ed (
(6schilled) in more than just sound: his
ever heard o6with ered. This addendum, mo
convenience of rhyme, suggests thait Orfe
that his |isteners normally encounter. B

this audience is able to appreciate the music as a heard phenomenon, even if, beyond

t hat , Orfeobs music might also somehow b

138 Middle English Dictionaryhttps://quod.lib.umich.edu/cgi/m/mec/mitk?type=id&id=MED27261 accessed
20.05.2018; Alsoseeaer r , 6Music and Magi cbd; AiBr ey, 6Ref erences
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the celestial music that lies beyond their hearing. Temporarily, he makes the harmony

of the spheres accessible to his audience 1in
enforces the image of ecstatic joy that is simultaneously earthly andapititu

Orfeobdbs musical skildl neatly ties up all the
reveals his identity>® By the end of the romance, he has learned that music is much

more than a courtly skil]l: mmilgaryan@ist, af f ect i ve
are able to alter or command the mood and character of listeners, even supernatural

ones.

The most significant tropes treated3m Orfeoare concerned with the
affective nature of musicds powragesage, i ncl udi ng
attraction, harmony, pleasure, love, or joy in the listéhleis motif is usually drawn
upon in the course of a scene which evokes the motif of a notable musical performance
which awes the audiencl. this romancethe affective power of nsic, and the figure
of the musician, are portrayed in a positive light. Fear of musical coercion is dispelled
through a depiction of music that creates order and good will in a supernatural court,
and has a transcendent effect on human listeners, by rdjdaem a glimpse of the
music of wuniversal har mony. Orfeobs musical s
learning and contemplation, and it is only because of this combination of learned skill
with innate instinct that he is able to transcendr@i earthly music. Yet, while the
powers granted by universal harmony are in themselves neutral, they can be misused
with dangerous consequences, given musicds ab
of listeners:*° In the following section, | will examie romances which demonstrate a
more blatant misuse of musical magditws undermming the trope of social harmony
and cohesion created through music

3. Sir Degaré Lybeaus Desconysand the abuse of musical magic

Whereas knights learn to use the powers of music in a positive way that creates joy,
harmony, or social cohesion, sorcerers and clerics, who are not bound by chivalric

ideals, are more often portrayed using music for nefarious ends. This depfitots

187 SeeEtymology Onlinghttps://www.etymonline.com/word/bliss?ref=etymonline_crossreferemmssed

14.03.18; Carteictionary, pp. 456 66.

%) ongsworth, 6Sir Orfeod, p. 8.

¥ TomlinsonMusic p. 67; Wuidar (trans. Jafflin), 6Control and the
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a distrust of clerical magi@nd perhaps with # distrust of the quadrivium education.

In the romances @ir DegaréandLybeaus Desconumusical magic is misused by
spellcasters to conjure sleep, beguile, and create illusions for their own wicked
purposes Both texts are found in several miscellany collections which contain
romances, shorter poetry, and historical, religious, and reference m4feSial
Degarénarrates the tale of a woulgk knight, the son of a princess and her fairy
ravisher, whas brought up by a hermit and must undergo a series of adventures to
prove his worth as a knight before discovering his parentage. In the course of his
adventures, Degacomes across a castle full of maidens. He is taken in for the night,
fed, and fallsm love with the mistress of the castle, who leads him to her bed chamber

and sends him into an enchanted sleep with music:

The levedi on here bed set,
And a maide at here fet,
And harpede notes gode and fine;
Another broughte spices and wine.
Upon the bede he set adoun
To here of the harpe soun.
For murthe of notes so sschille,
He fel adoun on slepe stille;
So he slep al that night.

(Il 836i 844)*

In this instance, the lady uses the powers of her harp to send Degaré to sleep. Listening

t dhebarpssourd6 has an I mmedi ate effect. Her no
intimating her skill and the lulling beauty of the music. This description also suggests
that, despite the eerie situati Orfegthet he I
adj ecdhilde i used to describe the notes.

0 s s c hresbnarg, @owerful, and carrying, as well as pleasing to theasat

Degaré falls asleep very rapidiyhich again suggests that the music imparts a

supenatural effect?*For t unately, Degar ®bs | ady does
simply wants to request his help in chasing away an aggressive, unwanted suitor, and

Degaré is not magically compelled to stay longer. She needs help despite her magic

1405jr Degardis found in the Auchinleck MS, Advocates Library of Scotland, MS 19.2.1 (beteveled80 and
1340); London, British Library, MS Egerton 2862 (late fourteenth century); Cambridge, Cambridge University
Library MS Ff. 2.38 ¢. 1420 1450); Oxford Bodleian Library, MS Rawlinson Poetry 3 fifteenth century). For
more detail, see, J. A. Burrow and Thorlac Turvitletre (eds.)A Book of Middle EnglisfOxford: Blackwell,

2005), p. 112.

141 sjr Degaré in The Middle English Breton Laysd. A. Laskaya and E. Salisbuigalamazoo, MI: Medieval
Institute Publications, 1995), pp. Ii@B. All future references to this edition.

142g5ee, for example, Macrobiupmmentarytrans. Stahlp. 195, Book I, Ch. Ill, Section 10, and Ptolemy,
Harmonics, Book Ill, Ch. 7, p. 151, n. 152.
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andthispi sode ends happily: Degar® defeats the |
find his father, before returningto marryi&The | adydés vul nerability r
more palatable figure for a magicary audience than a similar ladylipbeaus

Desconuswhopretends to need help only to bewitch the hero.

In a revealing moment of consciousness, Degaré seems to be aware of the
supernatural origin of his deep slumber. When he wakes up, the lady chides him for
having slept so long, and he defends himself by isigihe harp outright foputting
himtosleepCé&rtes the murie harpe hit madde, [/ EI I e
859). Asintheromance gingHorn, t he harp i s described as a s
invoking the same connotations built into the @udglish etymormyriglice
(6pl eas ant 8*Thedensalnaickable tepettipn of keywords here, with the
earlier 6murthedé (I . 842) followed by O6murieb
the harp, namely its ability to conjure pleasurdsristeners. Degaiié not angry or
afraid, even though he is confident that the harp is to blame. Though innocent, the
scene countenances the potential for musical magic to be used unwisely or to ill
purpose, recalling t heoruil Otss &6 usswwsepitaiban g trye ga

affective compulsion of gratifying musté>

Musical magic is depicted as much more threatenihgyleaus Desconuan
English retelling of the Old Frendte Bel Inconnylate twelfth to early thirteenth
century)+*° There are six surviving manuscriptslofoeaus Desconyusangingfrom
the late fourenth to the seventeenth centurasd references to it exist in successive
romances, al o sigThopasinth Mabiy,all attestimgdsscontinued
appeaf**’ Thelate London, British Library, MS Additional 27878. 1650)contains
LybeausandDegaré with a more positive depiction of magicSir LandevaleLike
Sir Degaé, Lybeaus is unaware of his true parentage: he is the illegitimate son of Sir
Gawain. One dgyLybeaus discovers a dead knight in the forest, puts on his armour,
and sets out to prove his worth at King Arthu

of accompanying a maiden called Elene, and her dwarf comp@raoredTheodeley

“Finlayson, 6The Marvellousd, p. 390.

144 Toller, Supplementp. 645.

“5ee, for example, Wuidar (transi7. Jafflin), é6Control and the
1467 a e Bangsofdové, pp. 294, 312. F[heparalkelsih ihe tiedineent oftnuskendls si on o f

magic inLe BelInconnu s ee al so Zaerr, 6Music and Magi cbo.

147 ybeaus Desconwsirvives in a number of manuscripts from the late fourteenth and fifteenth centuries: London,

British Library, MS Cotton Caligula A.ii; London, Lambeth Pa

Library, MS 150; Naples, Biblioteca Nazionale, MS XII2B; and Oxford, Bodleian Library, MS Ashmole 61, as
well as the seventeenttentury London, British Library, MS Additional 27879. See the introduction to the text in
Lybeaus Desconued. E. Salisbury and J. Weldon (Kalamazoo: MI, Medieval Institute Riibins, 2013).
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in the Lambethext), on a quest to rescue their mistress, the Lady of Synadoun. There

are two kinds of music in this romance. One is represent@théydeleywho is a

squire, storyteller, and musician: he issues the call to adventure and protects the knight
duringthequest . The second is represented by
uses musical magic to bewitch Lybeaus, and by two clerics, who have taken over
Synadour®®InLeBellnconny t he figure of the sorcere:
evil. She uss musical magic to create obstacles in order to facilitate the young
knightdés | earning quest, and they marry
clerics he meets laté?’InLybeaus however, the intentions

notably corupt.

In the Lambeth version of ti@em, Lybeaus meets Theodefegt, who is a
fine example of chivalry and musicianshgmd it is a while beforbecomes across
any other musicians°Theodeleyi s a 6gent i | | boourdour d (

fame and he will help Lybeaus become a famed kriitjht:

Wyde were spronge his fame,
By northe and eke by southe;
Mekyll he couthe of game,
Sotill, sawtrye in same,
Harpe, fethill, and crowthe.
He was a gentill boourdour
Amonge ladyes in boure,
A mery man ofmnouthe.

(Il. 143 150)">2

Theodeleyis a good minstrel, with command of many stringed instruments, and the
necessary eloquence (6mery man of moout h
accompl i shments (t he -kdightd’tTaeduse bb efmietrtyion ch ea
more than a convenient or formulaic epit
joy. The list of string instruments which Theodeley has masteitede( psaltery, harp,

fiddle, and crowthe)all of which were used ibasmusic,is a display of elite musical

487 3 e Bangsofdkové, p. 312. On t hybeaosdespooysi ¢ d @ nMasltd/wyen oMi | | s,
Composition and SOctaviag SicLaunfaldandlibdas ®estohdsMediuon AevunBl

(1962), pp. 88109.

Wz7aerr,amMuMdagi cd6. The romance suMSWi2ves in Chantilly,
150The manuscript used for this discussion is the Lambeth Palace MEy&@&wus Desconusd. M. Mills, EETS

(Oxford: Oxford University Press, 1969), p. 83.

15! Geoffroi de CharnyThe Bod of Chivalry p. 161;Mat hew, 61 deal s id fora&differennds hi po,
interpretation of Theodeley, see Zaerr, O6Music and Ma
52| ybeaused. Mills,p. 83. All future references to this edition unless stated otherwise.

153 petersThe Magicianp. 65.
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accomplishment and a marker of courtlinE8©ver thecourse of their journey

together, Theodeley and Elene come to respect Lybeaus, and spread his fame as loyal

minstrels would for their patrofi° They represent a wholesome braridninstrelsy,

and neither Theodeley nor Elene poses a danger to Lybeaus. Nor is he in danger during

physical combat, as he easily bests the opponents he meets in the Wirral. However,

like Orfeo, Lybeaus must learn that there are times when a sworcevatllitle use.

It is not unti/l he | eaves the wilderness for

truly dangerous opponent.

Not realising that he has been set up, Lyb
t he Dame L 6 Amo urladydraves ta beaa beautitulnand.learied e
enchantress, one whose learning is a source of unease for this rosu@gyesting an
attitude of anxietyowards the combination of learning and clerical magic, clerical
necromancy, and the amalgamation of magiasgories>® We are told in the
Lambeth Manuscript that she O6Cowt he more of s
1486 1487), but the Naplesanuscript takes this incidental reference to the occult
considerably further, snt/ahan athy widchisdsywe/6 Cowt he mo
Sho made him melody, [/ Wi tih513% Thimtexter of mynst
likens her to a witch, whom she surpasses in the occulabislief in witchcraft, or
the causing of harm through magical means, had jpexs@nt in European culture long
before the Middle AgesHowever in the late medieval period the concept was
increasingly given explicitly satanic and diabolist associations, becapauifically
associated with the growing condemnation of magical meatid demonic
worship**® The fact that the poét the Naples mnuscriptlescribes her playing
various mel odies directly after this comparis
ostensible witchcraft. The depiction of fairy figuseschag he Da merandd Amo u
Morgan le Fey in romance changed to reflect these cont@®sch characters were

recast as mortals whose powers stemmed from n

154 PageMusic and Instrumenip. 10; GreenPoets and Princ®leasersp. 73;Brown and Polk Insérumental

Musi c®952pp .

155 Geoffroi de CharnyThe Book of Chivalryp. 161;Mat hew, 61 deal s 1@ BradieyGromeydshi p6, pp. 46
0The ARecr ®aiblti seo b, pp. 450

®pageMagicc, p. 45; Bail ey, i966F97Km eSckrhoeefreyrd, 6pSp.ecd &5 ¢ Rational ity
7 Eor Naples, Biblioteca Nazionale, MS Xll1.B.28¢elLybeaus Desconued. E. Salisbury and Weldon

(Kalamazoo: MI, Medieval Institute Publications, 2013).

18 5ee, for example, Kors and Petatétchcraft in Europepp. 112229;Bai | ey, 6From Sorcery to Witch
960 90; Kieckhefer,Magic, pp. 176 200.

19Wade,Fairies, pp. 4 6; Helen CoopetEnglish Romance in Tim{®xford: Oxford University Press, 2004), pp.

173 217.
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and, more broadly, the liberal atf The mistrust of magical and musical knowledge
undelies the way the lady is described: education, especially in the seven liberal arts,
could be associated with madf¢.The French text explicitly reveals her knowledge of
the quadrivium, aligning that learning with her competency in the potentially darker

arts of enchantment and astrology, stating that:

Les set ars sot et encanter

et sot bien estoiles garder

et bien et mai tot ¢o savoit.
(1933 35)

[She knew the seven liberal arts and she knew
enchantment and how to read the stars and good and evil
i all this she knewf?

Later in the poem, she explains in more detail how her father made sure she was

educated in o6l dencantementé, with emphas

Onques ndéot oir ne mais que moi ,
S i méama tant en bonne foi
que les seftars] me fist apre[ndre]
tant que totes les soc entendre.
Arismetiche, dyomotrie,
ingremance et astrenomie
et des autres asés apris.
(Il. 4935 4941)

[My father was a very powerful king, a most intelligent
and courtly man. | was his only heir, and hesldwne so
dearly that he had me study the seven liberal arts until |
had mastered them all. | learned a great deal about
arithmetic and geometry, necromancy and astronomy,
and all the other arts as well.]

Giventhise mphasi s on knowledge (6sotd / Osotd

6ent endr &iécleardhaghe is asvérg of the difference between good and

180\Wade,Fairies, pp. 1038, 11.

%lZ7aerr, O6Music and Magico.

162 Text and translation in Renaud de BeaujeaiBel InconnulL i Bi aus DescounegbsK The Fai
Fresco, tans. M. Hasselman and C. Donagher (New York: Garland, 1992).
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evil. She never uses her magic to enchant the knight into staying wit¥ fiais

dimension $ missing from the Middle English texts. Lybeaus, however, is unaware of

any danger. The Dame LO6AmMour invites him into
She persuades him to remove his armour, both a literal safeguard and chivalric symbol,

in favour of rch clothing (Il. 146v1471), further weakening his defences. Then she

uses musical magic to force Lybeaus to stay in her city for twelve mtfths.

Thus, while in the French text her magical knowledge is largely celebrated,
only hinting at darker applicatignin theLambethversion her learning is decidedly
tainted with associations of O6ésorceryeodo (I . 1

her use of music:

She made hym suche melodye
Of all maner mynstralsye
That any man myght discryve.
Whan he sawahir face
Hym thought that he was
In paradice on lyve;
With false lies and fayre
Thus she blered his eye:
Evill mote she thryve!
(Il. 1488 1496)

While her magic does not cause the knight physical harm, it harms his honour and

reputationi afarmoresei ous t hr eat. Thwsualaamuclbas enchant mer
aurali causes Lybeaus to break his word to Arthur, and to his companions, and to

abandon his quest. Attention is drawnhe tlose connection between sorcery and

musi c through teiée arhdy memeolfo ddysend ,c etrbye Boet hi an
connotations of this latter noun now sullied by phonetic association with sinister and

occult practices. To achieve herendslha me LO Amour, as an incompar
sorceress and musiciaery wmyasitatcpebtdrggad e 6 and O0a
different kinds of music, an assault on the senses, quite at odds with the intimations of

har moni ous accord built into the image of 6al
L y d g &Resendand Sensuallyie5569)or o0 eéywmgnstral sy®r encount er e
Cleges(l. 99)1° This misuse ofmusic temporarily undermines thepe of music as a

marker of heavenly harmony and narrative concord, though the trbpallg restored

8z7aerr, O6Music and Magicbd.
1647 a e Bangs ofhkové, pRoB2@di st , o6 ThieOOPowerso6, pp. 99
185 Kjeckhefer,Magic, p. 38.
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during the celebrations that conclude the romanhhere is a suggestion of magical
compulsion and illusion in this episode: the moment Lybeaus sees her face, he thinks

he is in Oparadiced. Orfeobdbs musical ma g
Oparadiced, but here theymesusdi sebsiong
already been weakened by her visual irresistibility. This paradise is exposed as a

0f al steyopeanafi true heavenly music. She has
il lusions, oOfalse | ies anmotf ag/mmley :oft hmadi
ability to conjure beautiful, o6fairdé il
Unli ke in the French text, we are | eft i
apotropaic phrase O6evil | theonefarioss triemphh.hr y v e

If the sensory overload of words and music and vision can bewitch, the poet
shows that chivalric obligation can break the spell, suggesting that there is a limit to
the power of musical magic. When Elene finds Lybeaus, she slmmésr behaving
dishonourably, and he immediately awakens from his enchantment. This episode

seems taeprisefears aboutenchantment amongst the chivalric cl&Ss:

0Knyght, thou arte false in thi | a
Ageynes Kynge Arthure!
For the love of a woman
That nmekyll of sorcery canne
Thow doste thee grete dissehonour:
(Il. 1501 1505)

That Lybeaus should be accused of being
Opromi sebdb, but additional meanings inclu
impression in this part of the romance that we are being presented with a false anti

type of true heavenly music. Sorcery perverts the chivalric code, and untunes the
universal harmony latent in the world. There is an implied contrast here between false
love created by O6sorceryd, which [blBll)ngs 6
and the later love of the Queen of Synadoun, whom Lybeaus marries in spi€dour.
TheLambethtext epri ses this connection between
nextdangerous encounter, when he reaches the enchanted city of Synadoun. The queen

is being held captive not by a knight or giant butwo clerics, Mabon and Yrain,

Fjinlayson, 6The Marvellous6, p. 394.
87 For more on the conjuration of false love through musical anemors i ¢ a | magi c, see Zaerr,
































































































































































































































































































