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The question of post-première revision acquires significance when the première itself is
understood as establishing a decisive moment in the relationship between the work and its
audience. The première is more than simply a first performance. It is a formal handing over of
the work from the composer to the audience (the patron). Any change to it after that event
constitutes perturbation of a publicly established relationship. For this situation to occur, the
musical work must be held under a certain nexus of conditions:

(1) authorship: it should be the product of a named composer;
(2) patronage: it should be written at the bidding of a patron (meaning that the work becomes

in some sense the property of the patron);
(3) work identity: it should be intended to have a fixed and finished form;
(4) première: it should be launched into performing life on a specific occasion.

On the face of it, at least two of these conditions – authorship and identity – fail to correspond
to medieval music in the ways in which it is commonly conceived. The vast majority of
medieval music was disseminated anonymously, even when the composer was a figure widely
known (Pérotin, Pierre de la Croix and Philippe de Vitry were well-known composers in their
day whose activities are attested in a variety of sources but whose works were wholly transmitted
anonymously); and it existed within a culture in which textual stability of transmission was
neither given nor expected and wheremuch in the content of a certain performance was defined
specifically for it by the performer. Performers might have added their personal inflections in
the act of performing, particularly where the music was transmitted orally; but even for written
compositions, scribes might have changed details in the copying process. The textuality of
music had a degree of openness similar to that in literature characterized by Paul Zumthor
under the term mouvance : ‘the nature of the work (before the era of the book) that, as such,
results from a sort of abstraction, the tangible texts that produce it appearing as a constant
vibration and a fundamental instability through the play of variants and reworkings’.8 The idea
of post-première revision poses no problems here, since the first performance was never
intended as anything other than the beginning of a process of continual reinvention and had
no superior status in the chain of musical events that it had initiated.

8 ‘Le caractère de l’oeuvre qui, comme telle, avant l’âge du livre, ressort d’une quasi-abstraction, les
textes concrets qui la réalisent présentant, par le jeu des variants et remaniements, comme une
incessante vibration et une instabilité fondamentale’. Paul Zumthor, Essai de poétique médiévale
(Paris: Éditions du Seuil, 1972), 610; see also ibid., 84–96. For an application of the concept to
music, see Elizabeth Aubrey, The Music of the Troubadours (Bloomington, IN: Indiana University
Press, 1996), 26–34.
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There is no need to challenge these understandings for medieval music in general; neither,
though, is there any reason to grant them universal validity. My purpose here is to propose that
Guillaume deMachaut (c.1300–1377) worked in a way that accorded significance to the idea of
a première as a decisive stage in the history of a composition, which therefore raises issues of
post-première revision in instances where there have been demonstrable compositional changes
after that point. The significance of post-première revision arises in this case from a specific
relationship between musical thought and writing.

(1) Authorship

There can have been no artist more obsessed with his authorship than Machaut. He signalled
this in his poetic works through anagrams and allusions to his authorial presence and identity.9

His creative output itself became part of that identity. In his pseudo-autobiographical narrative
poem Le voir dit, he revealed that he collected his works into a book (‘le livre ou je met toutes
mes choses’ – hereafter the ‘Book’).10 This in turn served as an exemplar for manuscript copies
of his work.11 Such copies became sought-after accoutrements for aristocratic libraries during
the latter decades of his life. Those that survive are known as the Machaut manuscripts.12 In
them, he is identified as the author in no uncertain terms. The Prologue that he added to his
works late in life, together with the index that is given inMachA (from the 1370s), consolidated
his explicit control of the authorship of his output as an oeuvre.13

Machaut’s achievements as a poet and musician were widely recognized beyond the pages of
his manuscripts. He was referred to as an authority in theoretical treatises on music and poetry;
his position as an accomplished artistic figure was acknowledged through citation in poems and
songs.14 Yet transmission of his work beyond theMachautmanuscripts was highly selective and
usually anonymous, in keeping with the conventions of the day. Machaut’s obsession with his
own authorship was something that obtained within the milieu of his work but did not much
affect reception in the culture beyond. It was what he intended for reception of his work, but it
went against the grain of contemporary culture.

9 Kevin Brownlee, Poetic Identity in Guillaume de Machaut (Madison, WI: University of Wisconsin
Press, 1984); Laurence de Looze, ‘“Mon nom trouveras”: ANew Look at the Anagrams of Guillaume
de Machaut – the Enigmas, Responses, and Solutions’, Romanic Review, 79 (1988), 537–57; de
Looze, Pseudo-Autobiography in the Fourteenth Century: Juan Ruiz, Guillaume de Machaut, Jean
Froissart, and Geoffrey Chaucer (Gainesville, FL: University Press of Florida, 1997), 66–101.

10 See Letter XXXIII of Le voir dit. A similar reference to the Book is made in Letter X, Guillaume de
Machaut, Le livre dou voir dit (The Book of the True Poem), ed. Daniel Leech-Wilkinson and R. Barton
Palmer (New York and London: Garland, 1998), 430–1 and 124–5. The concept of pseudo-
autobiography is expounded in de Looze, Pseudo-Autobiography in the Fourteenth Century.

11 Sarah Jane Williams, ‘An Author’s Role in Fourteenth Century Book Production: Guillaume de
Machaut’s “Livre ou je met toutes mes choses”’, Romania, 90 (1969), 433–54.

12 The Machaut music manuscripts – those manuscripts devoted to Machaut’s works that include the
music notation –will be referred to here as MachA (F-Pn 1584), MachB (F-Pn 1585), MachC (F-Pn
1586),MachE (F-Pn 9221),MachF–G (F-Pn 22545–6) andMachVg (US-KCferrell MS 1). For full
descriptions of these, see Lawrence Earp,Guillaume de Machaut: A Guide to Research (New York and
London: Garland, 1995), 77–9 and 84–94.

13 The index indicates that it gives the order of works as Machaut wanted it, though its authority as a
source for that information is unknown. Elizabeth Eva Leach,Guillaume de Machaut: Secretary, Poet,
Musician (Ithaca, NY, and London: Cornell University Press, 2011), 83–103.

14 Earp, Guillaume de Machaut, 53–69.
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(2) Patronage

For the first half of his career, Machaut worked in courtly circles, successively as clerk, almoner,
notary and secretary to John, count of Luxembourg and king of Bohemia. Machaut himself
indicated that he held this service for more than 30 years, suggesting that it began in some
capacity in his mid-teens.15 After John’s death at the battle of Crécy in 1346,Machaut seems to
have taken up semi-retirement as a resident secular canon of ReimsCathedral;16 but he retained
contact with courtly circles and devotedmuch of his time to writing poetry andmusic for them.
He lived and worked in the service of aristocracy and enjoyed its company. Most of his creative
output relates to the courtly milieu; but there is a question as to the degree to which this was a
function of patronage. A career such as his did not depend on artistic creativity. His brother
Jean enjoyed a very similar career, but there is no evidence that he was engaged in the
composition of poetry or music.17 Although Machaut as a creative artist benefited in a general
sense from his participation in the courtly world, he did not depend on its appreciation of his
artistic output for his living, and it may be inferred that he had a fair degree of autonomy in the
matters of whether and how he exercised his artistry.
This is not to deny the powerful influence on his work of the noblemen and women whom

he knew: a number of the narrative dits refer (sometimes overtly, sometimes obliquely) to
aristocrats of his acquaintance – John of Luxembourg, his daughter Bonne and her husband the
future John II of France, their sons Charles V of France, John, duke of Berry, and Philip ‘the
Bold’ of Burgundy, as well as their son-in-law Charles ‘the Bad’ of Navarre and Pierre I de
Lusignan.18 Such influence is acknowledged in certain lyric poems too. Relationships of this
sort played an important role in occasioning works and seem to confer upon the respective
aristocrats something of the role of a patron, albeit of a passive kind.19 The most extended
instance of a patronage relationship of this sort is that narrated in Le voir dit. The patron in this
case is a young lady referred to as Toute Belle, who admires Machaut’s work. She writes to him
and encourages him to send her poems and songs, which, during their exchange of letters, he
does. Among them is the songDix et sept (rondeau 17), wherein her name (Peronne) is turned
into a numerical anagram and thus inscribed indelibly into the work itself. Patronage and art are
here inextricably intertwined.
Toute Belle of Le voir dit may have been an imagined person;20 and even if she was a real

individual, the way in which she is configured in a narrative that plays on the boundaries

15 Earp, Guillaume de Machaut, 8–9; the citation from La prise d’Alexandre (line 785) is given on p. 7.
16 The basic documentary evidence of this part of Machaut’s biography is set out ibid., 14–20. There is

disagreement among scholars as to the interpretation of it. Anne Walters Robertson has maintained
that Machaut took up residence in Reims in the late 1330s, following the collation of his canonry in
1338 (Guillaume de Machaut and Reims: Context and Meaning in his Musical Works (Cambridge:
Cambridge University Press, 2002), 22, 33–5, 52); whereas Roger Bowers has argued for Machaut’s
remaining in aristocratic service until c.1358 (‘Guillaume de Machaut and his Canonry of Reims,
1338–1377’, Early Music History, 23 (2004), 1–48).My own view – thatMachaut took up residency
soon after the death of John of Luxembourg – will be argued in a forthcoming article.

17 Earp, Guillaume de Machaut, 28–33.
18 See ibid., 11–14, 25–8, 33–8, 40–8.
19 The role of such influence as a form of patronage for poetry of the fourteenth century and the guises in

which patrons are cast are discussed in Douglas Kelly, ‘The Genius of the Patron: The Prince, the
Poet, and Fourteenth-Century Invention’, Studies in the Literary Imagination, 20 (1987), 77–97.

20 Scholars differ on this point. A convincing case can bemade for identifying Toute Belle with Peronne
(or Peronnelle) d’Unchair (often referred to as d’Armentières); but even if Machaut did intend to pay
homage to this woman by making her a protagonist in his story, it is not certain that she would
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between truth and fiction subsumes her into the author’s imaginative realm.Machaut tended to
go beyond the patron as a real individual. His work inhabited an imaginary world; and in the
Prologue he identified Nature and Love as his patrons. He depicted them commanding him to
write, endowing him with the means to do so and receiving his praise in turn. He went thereby
over the heads of real patrons, allegorizing the command for his work and effectively issuing
it himself. In his domain of courtly love, one lover could stand for another, meaning that,
‘The same poemmay be addressed to different individuals, and new patrons and new loves take
the place of former ones.’21 In this case, then, where one patron can function as well as another,
patronage serves only a minimal determining role, akin to that of an audience in a general
sense.22

Moreover, by recognizing in the assembly of his works an oeuvre with a unity and identity
over and above particular occasions and individuals, Machaut reneged on the contract of
patronage. If, as Douglas Kelly put it, ‘Machaut’s “livre ou je mets toutes mes choses” contains
works that belong to others’, clearly Machaut did not cede possession.23 This raises – perhaps
for the first time in music history – a tension between the patron’s ownership of the work
through its presentation and the artist’s ownership of the work as testament to his or her
growing body of creative endeavour and achievement. The relationship between the artist and
the patron was an oblique one forMachaut. He strove to control it by allegorizing it in his work.
Nonetheless, the role of the patron, even if merely symbolic, was crucial inMachaut’s thinking
as focusing the audience: the patron issued the request for the work and was the first recipient
of it.

(3) Work identity

Reinhard Strohm’s recognition that the musical work-concept ‘remains a historical phenom-
enon like others, subject to the possibility of divergent, parallel, intermittent and contradictory
manifestations’ challenges attempts to delimit it to the recent historical past.24 Instead, it
appears as a facet of theWestern tradition of composed music with a long and complex history.
This is the context for understanding Machaut’s achievement in musical composition. His
music was typically notated with a high degree of finesse. The fourteenth-century notational
system was not very different from that of the present day in its capacity to convey rhythm
and pitch with precision and to facilitate the coordination of sophisticated and varied musical
textures. Machaut made ample use of these provisions. Moreover, they enabled him to
articulate a finished written form of the composition. He indicated in Le voir dit that he liked

actually have participated in any of the events of the narrative, and indeed rather unlikely that she
would have. Some of the poems ascribed to her composition in Le voir dit are known from their
previous occurrence in Machaut’s oeuvre to have been his work. Laurence de Looze, ‘Guillaume de
Machaut and theWriterly Process’, French Forum, 9 (1984), 145–61 (p. 146); Paul Imbs, Le voir-dit
de Guillaume de Machaut: Étude littéraire (Paris: Klincksieck, 2001), 251–5.

21 Kelly, ‘The Genius of the Patron’, 93.
22 Anne Walters Robertson notes that the texts of Bone pastor (motet 18) tend towards the generic in

their sentiments, a facet of craft that might have enabled them to serve a variety of contexts beyond
their initial function. Robertson, Guillaume de Machaut and Reims, 60–1.

23 Kelly, ‘The Genius of the Patron’, 94.
24 Reinhard Strohm, ‘Looking Back at Ourselves: The Problem with the Musical Work-Concept’, The

Musical Work: Reality or Invention?, ed. Michael Talbot (Liverpool: Liverpool University Press,
2000), 128–52 (p. 151).
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to hear a composition performed before he regarded it as finished;25 and once it was finished, he
wished it to be played exactly as written, without additions or omissions.26 The statement
implies that the fixity of compositions as he conceived them stood in contrast to the freer
relationship to text that operated within the performing tradition at large.
Full and precise notation, a completed compositional process and a clear edict for textual

fidelity in performance offer a recipe for a strong work identity for individual compositions.
The contribution of each piece to a growing (and ultimately completed) oeuvre represented by
the Book reinforces the fixed differential identity of individual items within it. Each piece was
clearly and uniquely conceived, was different from the others, and was intended to last because
of its place within the enduring output.

(4) Première

Little is known about the circumstances of performance ofMachaut’s music. Any comments on
the première as an event would be perforce speculative. For the present discussion, though, it is
the significance of the première in the life of the work rather than the details of an event that are
relevant.
The notion of the première was manifestly central to occasional works.27 Bone pastor

(motet 18) is probably one of Machaut’s earliest surviving compositions. Its texts apostrophize
Guillaume, archbishop of Reims, now identified as Guillaume de Trie, who held the post from
1324 to 1334. It is most likely that the piece was composed for his enthronement.28 Here the
meaning of the work is closely tied to the occasion of formal first presentation, which has a
specific relevance to the compositional history. The work and its première are inseparably
linked in the very idea of the piece.
Very little of Machaut’s work had such a direct relationship to a singular event. Nonetheless,

the idea of the first performance, or at least the formal presentation of the piece, was important
to Machaut. As he wrote to Toute Belle in sending herDix et sept, he regretted that the visitors
staying with him had seen it before she had.29 Of course, Machaut had implicitly shared the
piece with the musicians who had tried it through with him to check that he liked it, as he had
told Toute Belle previously. What concerned him about the visitors in this later instance was
that they were of the sort that constituted the audience of the music. Machaut implies that the
composition was intended specifically for the patron and that she should be the first to see
it. This, then, is what the première is in this context: not necessarily a public concert, but a
formal receipt of the work by the patron; an acknowledgement of the completion of compos-
itional work by releasing it to its audience.

25 The comment is made in Letter XXXIII in relation toDix et sept. Guillaume de Machaut, Le livre dou
voir dit, ed. Leech-Wilkinson and Palmer, 430–1.

26 He writes here in Letter X with regard to Nes qu’on porroit (ballade 33); ibid., 124–5.
27 Motets 18–23 all seem to be occasional pieces, hence their detachment from the chronological

sequence of the other motets (1–17), whose subject matter is more abstract. Other works may record
occasions of amore informal kind, such as (in Plourez, dames, ballade 32)Machaut’s illness and fear of
death.Machaut was not averse to creating a fictional occasion for a pre-existing work, as he did for the
laiQui bien aimme (‘Le lay de plour’) (lai 16), which subsequently became one of three pieces that he
was sentenced to write at the end of Le jugement dou roy de Navarre (lines 4173–89), though the only
one that he actually attached to the dit in fulfilment of it.

28 The exhortatory tone identified in the texts by Robertson is commensurate with such an occasion.
Earp, Guillaume de Machaut, 9–10; Robertson, Guillaume de Machaut and Reims, 53–5.

29 Letter XXXV, Guillaume de Machaut, Le livre dou voir dit, ed. Leech-Wilkinson and Palmer, 438–9.
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The importance of the première in this sense can be seen in the index to the works compiled
for MachA. The order here appears to be basically chronological within genres and thereby
confers significance to the time of completion of the work as part of its continuing identity
within the larger oeuvre.30 ForMachaut, another facet of the première was the placement of the
work into the Book, in whatever way that occurred.

Post-première revision

Dedications such as that to Peronne inDix et sept explicitly indicate the work’s relationship to a
specific individual who assumes a patronage role in relation to it. Once given, the work cannot
be taken back or changed. Yet if we can take the inclusion of it in the Book as marking the
première, then there is clear evidence for revision after this point for some of the songs.31

This may be the case where a copy in a later manuscript deviates significantly from one in any
earlier source.
One such difference is the addition of voice-parts.32 Machaut tells of taking a monophonic

rondeau and adding two other voice-parts to it. Daniel Leech-Wilkinson has proposed Puis
qu’on oubli (rondeau 18) as the song in question.33 In this case, there was a further stage of
revision, very likely by Machaut again, as the copy in MachE has different tenors and
incorporates changes in metre. In the earliest of the Machaut manuscripts, MachC (c.1353),
Dame, de qui (ballade 42) has two voices where the later sources give four; Rose, lis (rondeau 10)
has three voices where the later sources give four; andMors sui (virelai 29/26) has just one voice
where the later sources give two.34Here, then, pieces that seemed complete in one scoring went
on to be revised in versions with richer texture.
More puzzling are instances where Machaut appears to have reduced the number of voice-

parts. The copies in MachE of Une vipere (ballade 27) and Se vous n’estes (rondeau 7) are for
three voices with contratenors where the other manuscripts have two; that of De toutes flours
(ballade 31) is for four voices where the other manuscripts have three. In each case, the

30 The argument is summarized in Earp, Guillaume de Machaut, 189–94 and 273–7. There are some
undeniable exceptions to chronological order (the juxtaposition of the two Jugement poems, for
example), but specific thematic cases can bemade for these. As observed in n. 27 above, themotets are
not as problematic as they first appear. There are two chronological orderings: one for the ordinary
motets (1–17), the other for the occasional ones (18–23). There need be no contradiction between
the sort of thematic ordering argued by Anne Walters Robertson and a (broadly) chronological
sequence of composition. Robertson, Guillaume de Machaut and Reims, 79–184.

31 Some of the examples mentioned here are discussed and illustrated in the supplementary material
complementing this article, available at https://doi.org/10.1017/rma.2022.7 by clicking on the
supplementary materials tab. These consist of a Word file and 13 recordings with accompanying
music notation.

32 No account is taken here of differences between manuscripts that seem likely to be failings or
idiosyncrasies on the part of one of them (for example, the copying of just three voices of ballade
21, Se quanque, into MachA, whereas the others have all four).

33 Daniel Leech-Wilkinson, ‘Le voir dit and LaMesse de Nostre Dame : Aspects of Genre and Style in Late
Works of Machaut’, Plainsong and Medieval Music, 2 (1993), 43–73 (pp. 48–50).

34 Given the integrated changes ofmetre between the cantus and the triplum in rondeau 10, it is perhaps
unlikely that the three-voice version inMachC was ever regarded as complete. The two-voice version
of ballade 42 seems to work well in itself and makes sense as part of a scheme byMachaut to illustrate
all four of his textures (from the monophony of the virelai to the four voices of the baladelle) in the
new-style compositions of the Remede de Fortune.However, the later expansion of this piece to four
voices seems puzzling in this connection, but may well result from the reinstatement of the song’s
initial form. Virelai 29/26 is convincing in both versions.
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seemingly added voice meshes very well with the existing counterpoint of the songs; and its
omission seems to leave a hole in the texture at certain points. It seems very unlikely that these
are instances of Machaut adding voices late in life to pieces that had been previously complete
without them; rather it looks as if he began by composing the three- and four-voice versions but
reduced them to two and three voices in distributing them, most probably in keeping with a
shift in his compositional aesthetic. The fuller versions remained among his papers and were
fished out after his death for copying into MachE. Here the post-première revision consists of
reinstating early versions abandoned by the composer, though this was quite possibly under-
taken without the composer’s authorization. Elsewhere in MachE, there are post-première
revisions by hands other than the composer’s: the added contratenors forOn ne porroit (ballade
3) and Biaute qui (ballade 4) are consonant with Machaut’s style, whereas those for Je sui aussi
(ballade 20) and De Fortune (ballade 23) are not.
There are also instances of works for which revisions are apparent within the substance of the

music. The second part of Pour ce que tous (ballade 12) inMachC differs from copies in the later
sources;35 similarly, the opening of ballade 30 (Pas de tor) as given in MachVg and MachB
differs from the reworked version in the later manuscripts MachA and MachF–G.36 The
differences here are not so great as to vitiate the identity of the work, but they are sufficient to
indicate compositional intervention. In both cases, they arise from the omission of a dot of
division in the notation; and given the role that Machaut indicated for performance in the
completion of his compositional process, one may speculate that these revisions came about
initially through accidents on the parts of performers failing to take account of the dots of
division. The resulting displacement of the counterpoint pleasedMachaut, who incorporated it
into a revised version of the piece. Perhaps the displaced counterpoint in ballade 4 (Biaute qui )
came about similarly through performance error in a first run-through, was found to be a fitting
correlate for the word ‘etrange’ and was therefore retained.37 If so, the accident happened here
before the première, so that no earlier version remains.

The Machaldian dilemma: première versus oeuvre

Machaut’s work was conceived as finished and fixed by the time of its first presentation to
the audience. By and large, this finished form was the one that was transmitted and that
continued to be transmitted thereafter. In a few cases, though, Machaut had second thoughts,
and those second thoughts created anomalies: works coexistent inmore than one finished state.
Machaut’s idea of his works as belonging to an ongoing larger work, his oeuvre, preserved for
posterity in his Book and the specially prepared manuscript copies of it, created this possibility.
Even though a work had been formally given to the patron in the act of the première, Machaut
maintained proprietorial rights over it. If he had a better idea for a piece, he did not hesitate to

35 DavidMaw, ‘“Trespasser mesure”: Meter in Machaut’s Polyphonic Songs’, Journal of Musicology, 21
(2004), 46–125 (pp. 118–20).

36 Wulf Arlt, ‘Donnez signeurs: Zum Bruckenschlag zwischen Ästhetik und Analyse bei Guillaume de
Machaut’, Tradition und Innovation in der Musik: Festschrift fur E. Lichtenhahn zum 60. Geburtstag,
ed. Christoph Ballmer and Thomas Gartmann (Winterthur: Amadeus, 1993), 39–64.

37 Carl Dahlhaus, ‘“Zentrale” und “periphere” Züge in der Dissonanztechnik Machauts’, Aktuelle
Fragen der musikbezogenen Mittelalterforschung: Texte zu einem Basler Kolloquium des Jahres 1975,
Forum Musicologicum, Basler Beiträge zur Musikgeschichte, 3 (Winterthur: Amadeus, 1982), 281–
99 (p. 281). On the meaning of this moment, see Wulf Arlt, ‘Aspekte der Chronologie und des
Stilwandels im Französischen Lied des 14. Jahrhunderts’, ibid., 193–280 (pp. 260–1).
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revise it accordingly. Perhaps in the Book, the earlier version was removed and the later one
installed in its place. However, the copying of the oeuvre at various stages during its
development into replica manuscripts meant that post-première revision led to the simultan-
eous circulation of different versions of certain pieces.
Machaut’s authorial pride overcame the proprieties of the patronage system. Although the

work was officially finished, his sense of the importance of his achievement as a whole meant
that further refinements could be entertained. Had he been more fully engaged with writing
for real patrons, this might have posed a problem; indeed, it might never have occurred to him
to do it. His desire for control over his work, aided no doubt by the amenable personal
circumstances of his high standing in courtly circles, led him to absorb patronage into the work
itself, as an allegory of its creation. He controlled the patronage and reserved the right to assert
his judgment on the work even after its formal acceptance by the patron. During an era of
increased interest in the modalities of writing within musical practice, Machaut made a stand
for a culture of written music.38

The Composer’s Catalogue and the ‘Right to be Forgotten’:
Hans Werner Henze’s Ein Werkverzeichnis, 1946–1996

CHARLES WILSON

doi: 10.1017/rma.2022.8

Any notion that revisions are only for the reticent – those reluctant to release their created
offspring into the world – is quickly refuted in the work of HansWerner Henze.39 Over a long
career Henze managed to be at the same time a prolific composer of new works and an
inveterate corrector, reviser, excerpter and arranger of older ones (that last role often delegated
to others).40 During the 1990s Henze went one stage further, with a wholesale ‘meta-revision’
of his published output – an undertaking that involved, to be sure, the revision of individual
compositions but sought above all to mark the boundaries of his official oeuvre. The result was

38 The cultural debate was, for example, played out in Vaillant’s Par maintes foy as ‘oral culture fighting
against textual culture, practice-centred communality warring with author-based individuality’.
Elizabeth Eva Leach, Sung Birds: Music, Nature and Poetry in the Later Middle Ages (Ithaca, NY:
Cornell University Press, 2007), 140.

39 Indispensable to the writing of this article was access (in 2015–16) tomaterials at the archive of Schott
Musik International in Mainz (D-MZsch). In the citations that follow, internal correspondence
references have been preserved as a means of identifying memoranda and other documents which,
though ordered roughly by date, were uncatalogued. I thank Katja Riepl and Anne-Christine Karcher
for their kind hospitality and assistance during my visits. For especially helpful information and
discussions there I am grateful to Andreas Krause, Claus-Dieter Ludwig and Bernhard Pfau. Sally
Groves (formerly of Schott London) offered valuable advice.

40 TheWerkverzeichnis discussed in this article lists 25 such arrangements at the hands of others, mainly
of extracts drawn from longer works or versions with reduced or modified scoring. These arrange-
ments by others are, as indicated below, considered ‘Werkstatt Henze’ in terms of the revision
activities of these years, since they were made at his instigation, often with his close supervision and,
needless to say, subject to his approval of the result.
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