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] TRODUCT H)J 

Though the intric.::atc an d colourful pucms of th e.: troubadours v cre intcndcll 
to he heard in song, felver th an ten percent of the twenty-five hundred o1· so 

surviving 1..ex1.s ~re accomp~nied in manuscripl bynouted musk {Bonner 1972, 
85-86; Bruckner, Shepharù, and \Vhite 1995, xiii). ]n the absence of a nutatcd 
melody. t:he primal"y pe1fonnance practice cul'rendy accepted .as historically 
~1.uhentic is to create a crmltafacr by borro,,r]ng the melody or ano Lher so·ng' ith 
the samc poctic struçrurc. T he troubadours thcmsch•cs practiscd Clontraf:J.c­

ture, and exampl~es of original contrdàcts survive in manu cri pt (van der \Verf 
and Bond 1984, 72- 75). • BuLthe troubadours wen: a[so mastc::rs of versification. 
and as many as 1.200 ofthe]r poems conta in unique metrica~ sd11eme.s for '\Yhid t 
n.o exact contr~f~ct exists (Stevens 1986, 32). The only w~y to perform such 
songs to an origin ;j)JI troubadour m d oùy is tu alter that m dudy to fit the: po cm. 
Nonetheless. mo.st perfortJl ers of troubadour song consider contrafacture to 
be the only way Lo ret ain t'ln elem ent ofhistoricu] tru th in Lheir performtlnce of 
unnotatcd songs and thus arc limitcd in thcmr performance tu only a fraction 
of the repertoire. The prospect of compos]ng or con1mis:sionjng new ~mm;ic for 
poems lacking noun ed melodies i meL wilh c~ution: 

.•. we <1re :1n "early-mu k'' group interested in historicall~· informed performance, 
:md w hœ l~t th~rc~ are many un knmrms. in tht! 6dd of medie\'31 music· m::Jking, o ur 
apr.m:u:h ~s to !itick with in the: h oun ds ofknown pncticc: -:t!l. fa r a!'i possible. To th i,s 
l:'nd '' to: ~wuuiJ nut l·Ln'l~iùto:r working wi11:h 3 ~ . .-untto:mpor;:n~ wmpuM""r o r settîng 
m~1eval tctxt5 to oont~mpor.:~ t'} music. (Brooks 'lOol)) 

Tlljs dependency upon notated melody is not an accurate reflecti on of the 
resources avaihble ~o performers, even those commi·Ll.edl 10 'Ll1e pursuü; of 

1 The r:J} lmc-r nNcs fO '1'hc S"trWt j_m,k rmJ wv1'n~ .UIInr,Je.r··; Tr41f,m'n'1: Lmoe L)'li~ Qnd c1Jif!rmi1J l)ç Femme 
from ~\ki!it:~\QI Frtmu (Wish.:Jn 1W3. :::) pn:n·id;: t'i.m}u~r ~\idconc.: of d'lis. as wd l.;Js 50 lU TOC fo r the rnelo­
"li~ li!IL'd a:., CllfLlJ"jfôiL"b. m l l bt! C]) j L-.t!'lf. 
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h1storical authenddt~·· A doser exam·in~uion of lhe troubadour repenoire in 
the t.'ontcxt of medieval and modern notio ns of the musicality of ~ant,'uage 

demonstrates tlut trouhadour poems them.selve.s contain musjcaJ inCor1nation 
and t=onstintLt: :a surviving music.:al source t:ven in Lhe absence uf nutated music. 
Hy emulating the troubadours' O\\'n process oftrobar (the act of crea ting songs)~ 

h becomes possible r;o re~d tbe e poems a scores and re-create a lost reper­
toire tbrou gh. the pursuit not of original n otes and rhythm s but r ather of the 
ot-igin:J.I rel.atmonshmp henveen composer; performer. poe m. and song. 

TUE. TROU BAD OUR REPIERTOIRE: POEM AS SONG 

In ord er 1.0 un de rst :1nd h ov a Lrou bad our poem can be a source of use a bi e mu si­
cal information, a measure of familia-rity is necded wi t !h th e troubadour song 

repertoire and social cmuext in which trobar took place. The troubadours were 
nobly bu rn poet-musidans who lluurishc:ll œn mc:d·iev:al Ot=cilani:a in th~ nvdfLh 
and thirteenth centudes. 'The son g traci'~tion launched by Guillem de Peiteu."i 

(1071-1127) spread northw~rd \vith [he court of Eleanor of Aquitaine, gradu­
aHy c.:Xertin,ginflucncc throughout Europe dc.:vdopi.ngsister trad itions in\ hat 
is now northern France (trouvères) and Germ:1n y (minnesingers}.~ Mimicki ng 

f.he ri e nnd faJl of Old Occil.an ns lhe lingua fran ca of che Mediterr~ne01n. uou­
bacJom.· song n :achcd its hci~ht in lth (.· latc twclfth ccntury, gradually dcdincd 
th rough the tlün:ee11th, and evohred in to a tixed literrary art in the thirteenth 

and founeen'Lh centuries llli.rüh the commissioning of the Grs l duznsormicrs.l 
Th e troubadours are bcst known today for bîrthîng c!hivalry and fin•amor 

(courtl_y ]ove), but jn re~dity• their suhject matter ranged fron1 sluel'>'d poHtics to 
erotidsm lo bal\'dy c.:omedy. TheSt themc:s' en: manifesteù in a '1a:riet)' of song 
forms th at sen,red many social functi.ons heyond enter t ainme nt; tmbar was a lso 

a dvnamic fom1 of cotnmunica.tion. Conten[ aside, ilo,~~,•ever. versification (the 
~ 

procc::ss of' ca ing ofintric::atc """·cbs oHin,guistic strut:ture accordimg to specifie 
rules) \va:-: the true corne·rstone of the trou hadours' art. Through suh tle. com­

plex milnipulat.ions of met ri cal f.'Lcl.ors like the number of syJI~bLes per li ne. 
nusculine and f(.·m ininc cndings, plact·mcnt uf cacsuras Yit.Î!thiin l·incs, numbcr 

of lines per st:1nza. rhyme scheme at the [evel of the stanz:1 .and th e song. and 
depth and variety of rhyme sounds, Lhe troubadours achieved over tl thousa.nd 
similar bu t sttrucruully u nique poctic forms, hundn~ds of wlhîch appear only 
once in the tuanuscripts (Chan1hers l fJ95· 105}. 

WhaL we kno'\~' uftroubadullr mdody (.;Ornes primaril;· from Lh.e cl•au.-svnuicrs, 
which are already editions th emselves1 i.rrevocably s.h a!P ed hy changes in 

2 Amelia E.. Van \'l~k (1995. ::!.1 ) providc:s a bric:f O\'~rYiC:\'o' of Lhc: ri:sc: ot'lh~ rroubadour sang lrn.dil:ion ;)j)d 
d.3L"iJics Lb>lL Gumcm d~ fl~i L~l15 i.:s. one ù f manr Stl.n'Î\' Îfig LùJillS of Lite naD\C' Ollhc: (Ïj~L knu'Po n. Lrouba­
dmJ r. oùu:-r t i Llot=~ ind ut.lot= Guillot=tt'l [X (nin Lll D1.1 lœ or Act)uitjine) ~mJ Guilhot=m VI! {~\<!Ill Lb ;:;l)u nt of 
PoiLiC'11i), 

3 Occi tan W;"JS an~ of Lite: princip3l po Nic and po l ilicfll l:mguagc:s of Euror~ from ;1bOIUL u oo m 1 ~oo 
(Zum11-Mr 1995· 11). Fnr ln hlfm:JtlOI'I 011 tbot= d:J1 i ng Il r titi! i!!blmr:tre mot=tlict!lo';.ll ~>li1!, ... 11tl k ... (cllil'll'.WI'mrm} 
m ,,·hir;h lro'llh:~dou r snng5 ;md hiow~phu:s. wr:re prescrrv-ed, :st:t: '~.rmi~m D. l'.1dcn h99S.r soS). 'lt\fi1li.1m 
Bu I"R""·inklc-'s (1999) chaplcr is ~l.c;o usetbl fo r u ndr:-rscamdin~ tbC' rolc- oflhc ri~,TJIP?IJIJ'rcrr in mcdiC"l'.JI 
œaL-.!I!'aF) L:ùhu tl~ . 



aesthetic nnd perception benveen the time "~Nhen the songs lvere conceived ~n.d 
whcn they wcn:- rccordcd in manuscript (Sw·itten 1995· 3). In appcarancc, the 
music re embles plainchan~ n1dodic ruotion ]s mostly step"vise, interspersed 
wiLh less fre4ut:nt movement by thirds :a.ncl the;: O(.;ca.sion01Jl l01Jrger inL~rval, lhe 
re!Petition of one !Pitch for several syllahlcs is common. and most mdodies 
rema.in. within th~e range of an octave (van der \Verf 1995, 133-134). Rhythnlic 
content is sparse; th ough rnusica nH.:nsurabiiù (irnp lying the.: ability to notate 
measured rhythm) dates to th e thirteenth centlt.uy, the chan.mtuu'en; oven~~orhe1 m­
ingly stick t.o older, n.onmensur~l not~tion. le:.wing ~he modern performerwith 
a degree.: uffirccdom 1rhat has sp;n-kcd fi(.;rc.:c schola:r1_. dcba tc for o"·c.:r a ccntury 
(Haines :z:oo4a, s)-4 Perfon·ners' solutions h;1ve r;1nged front modal rhytlun to 
ded:a.m~tory rhy1.hm :a.nd isos)·ll~bism, e~ch wiLh lheir 0\<\111 historic:a.1 problems 
and all of \\•hich arc stin in pra tice today.s The cxt<.·nt to which the mdodies 
rdleçt the ~tructure and n1eanjng of their poems is also un der dehate. Some 
St:bulOlJrs daim tO œdenti~V OlJ Cu:rrt:spuntlc:nçe bt:t\"'t:en put:li(.; StJrUÇlltrt: an.J 
melodie structure, v.rhHe others belleve most melod'Î!es were through-conl­
po ed or stcuctured independendy from the poem. though possihly to the 
sa mc princip les of proportion (S,•vittc:n 1998. 15; \'an c.lcr \V(.; rf 1.995~ 139- 146). 

To appredate the trouhadou·r's art of trobar, wbkh tn1 n.slate~ 3S litenlly "'to 
find"' but had many nuances of meaning, which induded 1.he act.s of compas· 
îng, sifibring, and scnùing a song, it Îs important to r(.;cognisc the oralil)• ofO~t.l 
Occitan cultm·e in compa.rison to our own_ Reading ;1nd l\'ri ting '"ere not the 
eiTortless act.s Lhey :ire today, and few troubadours \ ould h:a.ve known how 
to notatc their own melodies. In this contcxt~ it is li'kcly that the conccpt;on 
and transn1is ion of troubadour songs '"'ere likely oral and inherentJy coll ah .. 
oradvc pro<.:esst::s. Hendrik van cler \Verf paints a picture of trvbar as .. rcmem­
bered improvisation" which took place \\l'hm le sîng1ng out loud, without the 
a id of writing tools, and relied strongJy upon fanliliarit.y "'ith exisdng poen1s 
an tl mdudics. 6. Collaboration \\>'as also a prumincnt factor in trobar. As \Vc.: ha c.: 

already seen., the chansomûus contain numerous oontratàcts, which indkate 
thM the troubadours ' 'villingly borrowed e:a.ch other s mdodk m~terinl. M~ny 

song t(.;xts indud(.; instructions to takc th(.;m to anoth.cr troubac.lour or tro-
11;lidtz \vho is C3lled upon to respond to or iluprove upon the origin;1l, -..dü[e 
cen OlJin song forms Hke Lhe ~mso and the partim~n (deb~te songs) OlJre inherently 
C'O]laborativc.l Transmission ,~·as also a collaborathrc p1·ocess; aftc1· a song 'flvas 

.. found; it was pa sed on to others hy rote until it \Vas eve:ntuaJl)· recorded 
o:r forgouen (van der 'Verf and Bond 19f4, 3- 4). The chcmsomÛt1'S th~ mselves 

4 $ '\it t 1!1] (199;5. 5) ht:lir::~s tJ\., t ,.,.:;cil;-..,1 :tl."Olt.J~n...:~ nf tb~ rtt:W ffi~!]. 11 [!tl ~~-srem inJiores tbn.~ ILl\ :1. Dl lt 

consid~rcd appropriam:~ forth~ soniS tb~y we-r~ no[;ldng. 
5 r ohn E. SLC'\' 1!1~!1 ( 1'}86) pl ù\~dt:S 3.11 u\'t::il~C1, 'o( th) •bm1c- PL'"• fa t'ftlaïiiCC" pt.ac-1i~ i.'":S,. The: ke-y ptobh.:m wi Lh 

li'lud:;l tt~t:o l) U. Î b ~ .. urill'i LÏ4)11'1 <1 f regul:1r ~c.am~un, whid1 niu:-ot m ri1àn œ ltmgutJ~ du t3u\ disr'lla~· (" 9 ) . 

G Van der \'\"c-rf ( 1995. 146) ~dso sec a possible- rd k ction of the 1roulx!do1Jrs' oornposi tionJl p rocess in 
maiC of musically iUit~:ra1c- popubr muski~uts 1od,Jr· 

7 l'n::.-. (197 1. 35) [11'41\l Llt:s :1.!1 ~~:arnpl~: 1 br:: fin :tl n:r~~ Cl r th~ ~111g y Nn s:~p ~:h:rntt:r q'd ~0 !]U !1 di:· h~· 

1 !IUtr~ R~d~l. m.slnu;t. :1 mnsr:n~r to ~;::~rn the :snnJ:l :~nd [;mh(uUy U:ln:srn•~ n tn :w.--r:~l d1st::mt lords 
who arc in,•itc-d m m::.k;: thcir O \''ll conrribmions. For :m Olo"Cf'l.i c-w of tb(' m:ln~· tro iJb ::Jdoo r sonF; rbrms • 
.M:.: B u l, u t!'r (1 97~. ~o-~~) . 
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reflec1. the collective inOuenc.:e of genera dons of performers~ to which is added 
th e scdbes' own contribudon:s in the form ofm.:os ( short~ colourful biographies 
of the troubadours) , orthographie variation. and silnple copying errors.8 Ali of 
these factors suggest Lhat for the troubadours, performan(.;e and writing were 
creat ive continuatîons of trobar·~ .,.,.elcoming and perhaps. even d ependent upon 

a.dditional developm.ent through intention:ll ~nd unintentiona] varin ti on.. 
Tn.mbadour :sc..mg rcct:ption and per fon:na ncc prat:tic.:c has undc:rgonc many 

t ransformations. s.ince the repertoire first attracted s.cholarJy interest in d1,e sîx­
œenth cent-ury.9 The re ~re lOO mnny approaches to UsL in f1.1U here; 1.hey r~nge 
from Charles :Burncy's. 1782 transc.Tiptio n of a troubadour mdod.y in modern 
nota t]on \Vith 4/4 111eter, figured has.s, and an EngHsh translat ion in hi s 17 ~L!!. 

Gem.'"ral Ilistory ofi\fusic, Lo Lhe 1970s tre:nd of seeking inspiraLion in the folk 
n1usic of modern Occitani:J. and the l\.1idd]c East, to the Gothie Voius' un :J.e­
cmupanied, jso.sylbhic sound world tnodelled after the English sacr~ed ch.oral 
style of singing plainchant, tu ensembles like Duo T1'abairicz an ù Sinfon_;vt \l'ho 
depen d on contrafacture to explm·,e unnotated repertoœ1·es (Haines 2004a~ 

90-91. :1.46-248}.1° In distinct contra.st to the se ex~uuple is tlle '''lork of Brice 
Duisi t (2003). ,.,,ho rct:ordc.:d the songs ofDukc.: G uillaume.: IX d"Aquitah1c (for 
which no notated melodies su rvi·ve) acconnpanying hims.elf o n the ,;u~ à arcl~ ~t 

'"il ile dedaiming the œxcs in a mnnner doser 1:0 speech t:h~n song. 
\'Vith the exception of Duisit~ most pcrformcrs of troubadour song who 

s.eJf-jdenticy a.s hjstorically informed are limjted in the ir e p]orations hy the 
av::\ilab:ilit)' of not~ted melody (v~orhether original or conLr3tact}, :a dependence 
that contrad icts the früquently citcd desire to derive musical interpretation 
fron1 the text. Thi~ contradiction between "'ision and approach js mirrored 
:in the work of O ld Ûf.:citan sd1olars \.l'ho prest: nt truubâduur sung primarily 
·in s.ilent written fonn even ,,,,.hile asserting that the songs l\'ere meant for live 
aurai reception. Modem editors perpetua.te this dicho tom.1y through one of 
two appruaches: in une tht: \*!o'o rds arc pa:ramounrt, \ rh] le mdodit:s art: arttachcd 
as access.o'r~es. or elim inated; in the other ttbe mus.~c is p:11-amount, :1nd only 
~he first slanz:a of t-ex~ is emph~sised while ub equent stanzas are ignored. 
Margaret SVi"Îttcn (1995, 70) observes: ··on the one hand, then 3 wc h ave: a con­
cept prnposing the text :1s. the song, on the other a concept proposing text :1nd 
music t oget h er, but only pan of the t exl:· 

'The troubadours would have foun d th;s compartmentalïscd approach to 
their songs ~counterintuitïve. Medievd tre:atises indkate tha.t the lingui tic 
suunds and pot:-tic strucnu-e of troubadour sungs wc:re once c:quaHy ur mure 
musically charged th •m thei·r mel odies~ in th e M.iddle Ages a song CDnsis.ted o f 
,,,..ords and mu ic, bu1: the rel~donship hetween 1:h.e two \\'3S more mathetnatka.l 

8 A1oc-lia \~11 Vh.:L':tk (1991,1:6-17) aOÙI ...:!\ 511.:~ thl· mu1tipliciL) u (\C"t!>iu:tb (and ra.-iaL,Oili ht:mc-t:D \\:~uns) 

n f sung. iu Ùu!' othdiJtimJTÙn, ;u~uing Lft :U: j LlJt!nitHiStrJ.l~ Ü1t! t ru uh.a.Jo unr; ='m] 'lh i<!~ r' ;audÏ<i!llL~S h;a.J ;a \ i:!r) 

udi.stincLly ~mmodc-m ,. :~~pproacb to u:msmissio n 3nd p~st-n·.;nion Ol ÙlC'ÏT song~;, 

t) Hai OC'5 (.w 04..a) oft~rs 3 romp reben:sivc O\'<C"J'\'iew of tbe his.tory o l' a oubadour song pe-rfo rm3n c e- prôlc­
ti...: l!', :trgumg th::at dt!'.'.11•r~ tbl!' (., •mmnn d:dm th2t mt!Jit! \ -:al m usic w:~s r~ut!LI frt• rn nhhVI•m :.t thl!' tu rn 
of 'hr: 1 wr:mic:fh r;c:nl•• ~· , fhr: lrn••hr.dnu r :rr:pc:rl n1rr: ''-a." ne:' c:r ~:.) y L11d 1 n ~. 

10 D:l'ldd Monrow :md Lhe hrl~· Mustc; Consnn ofLo ndon's (1<,1'91) C O , ,Jum ~.t,(th~ CrumJrt IS :1 good c:x.:~m­
pl<i! L.rùn: Miùdlt! li~slc!!rli ro ll.: idL'j ilfl p~i:LLC\!. 
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th~nl <.:onccptu<l l. In oth~:r " rJ • the me lod~ oC a trout·h dour song "3!) more 
likc l) to rcfle<.:l thc rh)m C ~ehcme anù sylla hic eounl of the poem th an lo paint 
the meaning of the words. T he word musica could ind i c~Hc mu. ic in th mod­
ern ~en e, but i al o en<.:omp~ ed ~pee~h ·otmds. acou ·ti' , the ba tan\.:c of 
g sture. and the movcme nt of the sphcrcs (Stevens 1 <J86, 2::;). To be musi al a 
. ong h. d topos ess annrmia, or harmoniou. ne~~. hut thi. referred to numcriC'31 
stru~ture anù proportion rather than fun(:tional \Vc:stcrn harmon)~ at:c:onling 
to th Occitan ueati. e /.as l.e_)'S d'Amors (q 28- 13]7), no composit1on could he 
COI'l id red harmoniou~ .. unies~ ilL properly tn . "ured and et in rh) me. and 
unlcss it has a fixl'U n umber of sylla bles" (S tt: \'ens 19H<>. :!-4-25). 1 ht: n umcrkal 
arnumia of stan/.as, lines, and sylbhles cxisLed independ ntly . .. ~sa numerical 
rea lit y'', iling to be inc.:arn~ncd • .1 it \\'cre. ei Lher a mu ic or a poetry (' crha1 
music) or ho th·· {ihiJ .• 49y). 

This distinction herween spoken mu~i and \ung musicappe:.1r. in nurnt!rou. 
meJic' al ~ourc.:c~. Las Lns J'A mors de ·crib~ a certain ki nd of mdoJ\ ''hi ch i · . 
lo rmed from the rising and tàlling of the voicc in reading according to word 
accent. nnher t-h n from pitche' ( win en FJ95· Rs- 6). Dante\ (1996. II 5-7) 
ana l)~Îs oC the harmony oC troubadour ong~ in De l'ulgari Elaqumtia (130~-1 .. 05) 

is carricd out en ti rely through a de tai led discussion of art lùl Ycrc;ification, \\ith 
no mention of not, ted ml.l~ic. In the folio\\ ing chapt er. D,lnte undcnake to 
ùefine \\hat he means h} can=anc ( ong): 

rllrth~olmUr\:, \\<.. tn u ~l J1U\\ ÙÎ ~m \\ h~oth~r th\: \\Ofd ~art:;wm.: 'houJd h U ·d lO 

r-c:fcr to a compo.,; tion made up orword 'i arrangc:J wi th duc: rc:g.ar-d to h~rmony. 
• J 'impl~ to .• pi cc nf mu ,1c Tc)'' hich 1. n~" Ct th·H :1 pae~or"'C uf mu~i~. :." c; teh a 
ne\ cr gi,cn the n;1mc: cantonc, hut Ïc; rathcrcalkd ~ und .. : or- "tonc:'", or "note. .. , 
" r .. mclod~ ". Fnr no plo1yer o a" ind c r kcyho:Jrù or \t ringcJ in\trument c\er ull'i 
h i ~ mdud~ a c3nLonc, t.:.Xt.:\.pl \\ h'-n i l i~ \\cJJ~d to a r~3ll.an .wne; but thosl. \\ho 
h-ar-monà'c \H'Il'd' ~.::lll thcit \\ork" C:l tllona, :\lld C\ c-11 '' hcn "c sec <;nch wnrd' WJ ittcn 
do\\n on thl. pa~~. in th-: .:.b ~nn uf an~ p~ri«.•mat."r-, \\..: ~·011l th~m l.'.J.n . .wni. 

6 Aml so it t:t:m dcar- th at th~ c~nLun~o is nothin~ cls~ th~n th~ ,df-~-unt3incJ action 
l) t' one." ho writcs harmoniou\ \\ord to he ct to music: Jnd so [ sh:tll :1 SC'rt th3L 
not un]y hc l., OLoni \\'~re- JJ ~o. u ,..,ing h .. ·r~. hut bn h.J.ll:ltl. .J.nd .. unn~ l ' :tnd 311 
arr-;Jngt:ml.nls of'' onls. of\\ hJtt:\t:r k i nd. thJt an: hascJ un harmon~. \\ hl.lht:r in the 
\Crn.acuhr nr in the rcg\l latcd bnguJgc. hould he c:allcd C~f'lLf>fiJ. (ihid .• Il R::;-6) 

In oth r word. , ~ m re melodv al one cannot he con idered a song. whil an' . ~ . 
a r ra ngemcnt of \\orJ~ b.-sed on harmon) ("' hit;h Dante: predou~ly dclincù .-s 
artful ver~i fication ) ca n, even ifi t is onl} writtcn on the page with no notatcd 
melod~ or performer pre. ent. In chapler . C\enteen f hi .A1icro/()gus (wrillen 
in the latc 1020 ) Gu ido ù'.\rc.uo (1955) ~tateù that a harmonious pot:m. ung 
to cqually well-~tructured music, would produce :1 duet in which one m l­
od~ 'h' l-t huilL o pitch~s. th~ other c ·lingll i ~tic 'tructure: ''Thu in ver \\1.! 

oftcn sec sueh concorJant and mutualt} l:ongruou~ tine:~ tha l you \\onder, as 
it w re, at~ certai n h ~rmony of language. And if music wcre addcd to th is, 
with a imitar interna] congruit v. \'OU "otdd 1 c ùoubly \;harmcù hv ~1 l\\ ofold . .. .. . 
mclod~." Clcarl). the t rouhadour~· carcfully craftcd pot:m wcrc ong in thci r 
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O\\ n right. mul:liC~1 l bc~.:au e of. not in ~ pite of. th ir te~tl:l. cnhance~l b~ ne t, œd 
mclody but not d~p~ndcnt upon it. 

Th inherent musicalit} of languag tù n her nhances t.h is picturc of 
mt:d icval poem a · musi~nl t:ntity. An) language con~i ll:l of sound · ubtk 
rhvthms, micromclod ic contour , ,·owels and consonants-which can b . 
arrangcd in patterns ju "L as pitche') .1nd note Ya lue c•1n be arrangcJ in a mel-
OÙ). J. Camphcll-N1dnne · (1939. "\6) once ·aid . '" tune · in spcn:h arc ounds 
in order, or in d isorder, and that is ail rhat music is." The musical qualities of 
OIJ ccit.ln in p. nicular ;lre indicated in p:ln h~ ü ., ,l,Hlh :1 • n intern:uional 
poe tic language. f'roubadour Raimon Vidal's twclfth-l:c:nt ur) trc.:a t is~ Ra:osJt: 
trobar, written to educatc inept foreâgn poets in the proper use ofOid Occitan, 
d fend the l. ngt1.ge' · uit.hilil) for\t:r e (lvhr h.l1 19ï~. lx. ix). from \\ha t 
schola rs ha\ c cl isccrn<.d of it~ pronunciation, O ld Occitan coml1i ncù the bc:st 
expre. 1\'e . ounds and qualiti s of the \'arious languag s it encompas. cd as :1 

lwinc:: abundan«.:t: of rh)mt: alongl:lidc compactl:lcntcn~c l:ltru~turc, çrisp con­
sonants alongside smooth elision, hright, pu rely J ifferc ntiatcd vowels a long-
ide drawling diphthongl'l :tnd t riphthong , ali contrihuting to .l lingui. lie 

cncrg) John Putter (1992. 313) d e crihcd a~ con~ tant motion ··at the lev cl of the 
sylbhle.'' [n the hand s ofwordsmiths oh. es. ed wit h versitlcation. this pa le tte 
of ou nd \\ 3', red pc f ri n Lention, llingu i tic mu ic. 

Toda) 's carl) rnu~i c pcrformcrs strÎ\ c to beg in thcir interpretation~ of mcd i-
val secubr song from th te ·t hut are predisposed t hrough convlntion to 

fJ.\'our tht: wriucn mu-;i~.:. Yet on~e \\ e re:tli c tha L m u ka l informJtion i' ~.:on­
taincd in the lC:Àl · thcm schc:s. whosc poc:tic tructurcs \\c re so carcfully pre­
. erv d . in comp:tri. on to their m lodie-,, th trouhadour r perroire chang s 
ùramatically. ' ht:r c: once tht:rc \\ cre uni\ ing mu ·ical · our~c" for onl) tcn 
percent of the songs, therc is now a su rYiving musical source for evcr~ survi\­
ing poe m. \Ve bck onl} a merhod of interpret. ti on, of le.trn ing h '" to re:ld 
th<.: rnanus<:ripts as a k.inù of m cdic' al m usical score:. 

RFt\D J ·c. TTIF. TROlJR.\0 lJR PO F. M J\S SC.ORF 

J\ troubaJour po m. wh ether l'acsimil or modern edit ion. is not a score in the 
"a) th nt score · ha\'c ~ome to h~ regard(!J sin cc the.: l \\ t:ntic th cc.:ntllr}: ~ou can­
not hcar the tune in your hcaù during silent anal)si~. or ~ight-rcad it casil. in 
rea] lime. or u e i l. in th words of John But.t (~ooz. 106), "as a tran. p:1rent 
rt:dpe for performançc.:. one that i inùc.:eù almost intt:rchangcahlc \-\ith pcr­
forma nc i s l t~ .. But a trouhadour pocm is a score inasmuch a. it is a \'esse! 
or mu ical infcH ma1ion Jnd in pir~nion. 'v hi ch through the c.le\ elopm rn of 

the pcrformcr·~ own persona! rcaùing ~an lcad tu a \Cr) real interpretation/ 
re-creation of the song. 1 n order ro achieve this ki nd of reading, cen :1in circum­
~lan cc.: m u l be met from the out'-et. 

1'hc pcrfvrma must n·urk in the original language. Old Occitan·s musical value i · 
in vitah ly lost through poetic translation, \\hich t nds to presen· nuance of 
mcaning:urhc t:xpen c of rh)me nnd met er on ke' cr a.. but ne, cr both. Dougla · 
R. I [ ofs tadt~r (H)97· 459) atuihutc!) transtators' willin~css to rc: linqui ·h tht: 
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1A ~ ~'bt_, • ~Of.n,...~l 
1..11 Çomlt$P cie Di• ··~thd':wna ""~--E!3 

"" "'""· t'<tolll ..,.. ftp!' t\.dlm 
but-. C\1 CIL \.~' ilm.'tl" &~~.'lia 

1. Elllllt :1.i en grcu ccll!I1Înt'l 
(!«un Cll\'allierq'ai ~1. 

1. 1 h:we be"'n jj(lrdy lmubled 
about alalight 1 bad: 

Ult qat fot ~\ • ~n6ltb0tlfl"""""' 
'tt&! tthtt- .... ~,.,..tt> lm-~ ...... 
ucl\s b • • 

e \,IOil sin tQlz lt:mp$ s:.mbut 
eul'll tu rai atn:u a sobricr. 

1 "''mt i1 kil()"''" tôr an rim"' 
how e.-.ceedingly 1 krvc hinl. 

:S Am vei qïa• sui crnhida 
etf cu I)()O li douri m'atnor 
don ti estllt en anan mor 
eu hdg 1! <1:1nd llui wlllilla. 

.S Now 1 t;ee my$elfb«~a)"Cd 

beca~ 1 didn't Sl'fut1 tny lo~e 
10 hîm: 1'\-e suffc:rcd m\lçb discm;s 
frMI it.. m bed :md fully dotbed. 

~ ""1} IPit uo"L>u mOt\ et.u.11Cit';1'1!nu•uaflt-

U <ttmon bt:u nUT.(lutlfott-P 
.l tt'<but-. s ot ')tt& lm fdl'd ~. 

.r ... 'lufmm fn. abttbb>· no iWflonf' 
'll~t .. ..,;tflot.l!'1.,, ..... "'"""' t11W111~ · 
.,.,. ftn 11\4"t OtU cmatûlt>• 

Il. Ben volrht mon c:w•lli('f Il. l'd lit.: 10 hold my tnight 
1 0 tcoer un stt e.~t n)us bratt nut, 

q 'd s'en tcng:r.a per ercubul 
sol q'a lui ft.ttHOSS~tillitr: 
~r ph,ts m ·en $UÎ abellîlla 

10 in m)' arms one t~'O'Iing, naked. 
foor he"d be O~'etjoyed 

no ftu fJotis de Bl~~t~chaflor, 

"''n'~ 1 only st1Viflg as bis pillow, 
And be m<ll;c:s me ~ radian1 
!ban Floris his Slt~t~cbanor. 

IS cu l'aUJ~monwrem'w)()l', 
u)()fl sen, •nos lu . .cMUst~ ma vicb. . 

15 To bim 1 g:n11111 rD)' bcnrt, my k)\'c, 
'"Y 1Ui.t1d, ~'~•Y eyes. n•y lik . 

O"'Jl C\f -ur ''""'''" rbo{'.1.ufuotp\ll. 
.lJ f'l,.,., ~· Œf'ttltO\gud' :>l1W>f'1111flll.· 

Ill. Bclllltnuc!IO, :wincne1 e bo!t, 
ooca.us tentai .,, mon po&r, 
c qut i11gu~ ab\'()$ un Sl"f, 

Ill. l~air, a.~bk, guod (nend, 

t'tu•f'l>ofun b;nf':tntotof'· ~?""Il"'" 

edm n.UinA• Qftlf 11111\ttf' tnt<!c'lltt 
mmt-.lbfo qm:ludT~ ~bi liu b>< 

jb q ...... t!Oln.1 · 

wbcn willl b&\'tc )'OU in my power. 
lie bes Ml..- yon t()r An e'\'"'ning, 

:20 e qe.us du ut1 bais an10r0tt 
~p.:hl\17. grAn 1:~4n n'm1riA 
qe.us lens~ M luoc del 11'1:1111 
t~b $0 que m' ~IC$$CQ ple'\'ÎI 
d"' fa• l<lt jO qu • eu volria. 

lO and kiss you 811lOI'Ously? 
Ile li'•re l'd foel a .MrQIIIg des.ire 
to ha\'~ you l111t1)' h"sbGl'ld's place 
provMJ.cd )'11'1 bnd prom.iscd me 
to do l!Wf)'lhins 1 wi:~l~. 

Fig. 1 

musical intcgrit}' o f a text to a misguided perception th at sophisticared read­
ers are unconcerned with "musical frivoliry." Yet this frivol ity was the hearr 
and soul of trobar, the fuU aesthetic efi'ect of which is impossible to recrea tc 

in a modern Anglo-Saxon idiom (Press 1971, 1- 2).Jn the words of Old Occitan 
scholar William Pa den (1998, 7) , "precisely because rhe art of me rroubadours 
is a lyric art. ir clemancls to be studied in the original language." The communi· 
cation barrier rhus imposcd fails to diminish Old Occitan's musi,'3cl value, and 
may acrua lly hring us doser lO the source: regardless oftheir nati,•e language or 
dia lect, ail troubadours (as weil as anyone who independently performed, read 
or copied their songs) adopted Old Occitan in order to participa te in trobar." 
This parnllels the experience of today's performers and audiences every ti me 
they choose to engage with music in a foreign lnn{,'l.tagc for the sake ofits sound. 

The performer mrut 1vork out loud. The rcason fo r this hccomes immcdiately 
apparent wh en confromed with a facsimile of a chansonnier. Bec:ause medieval 
scribes rccordcd tcxt and mclody al ikc in run-on !ines with minimal puncru­
ation, hreaking only between stanzas if at ali, the versification is not '~sually 
apparent in the manuscripl and the poem must be heard aloucl before it can 
be recogniscd as a song. T he tru th of this can be seen in a comparison of thrce 
versions (facsimile,transcription, and translation) of the song ''Estat ai en greu 
cossirier," anributed 10 the Comtessa di Dia, circa 1160. 

T he facsimile text (Fig •1 appears as prose: the only s tructural marke rs are the 
decorative letters indicating the begin oing of each stanza, the syllables cao· 
not be counted be cause it is unclear whcrc one li ne of tcxt cnds and another 
begins, and the rhyming words are jumbled within the Yerses so the rhyme 
scheme is not apparent, though you would hear the rhymes if you re ad the 
pocm aloud. The modern transcription of the Old Occitan (Fig 2 oen columnJ 

ll The \4riou.s ~nguases Old O::titan cnoomp..ts!oed :J.J tbe :ut lanS'I~se of troubadour~ns ineluded 
C:tt21.Jn, G:a.k'On, S~Uni...h, fr~tlel\.lul i :.t~n, :uttl urio u11> di.2k\.!L~ of<lt.--ciun iu.elf('t2n Vlc..-"ièk tQ95~ ~3) . 
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orgn.n·ises the 1.ext to allo~w for visual ~nalysis of h.s structure but sü ll does nol. 
bdng the p t·rfor mcr in contact \~· ith the musical possibil îtîcs oftnl: langu age 
snundls. \"'h kh need to b,e heardl a lou d and feh in the mouth to be explored. 
The edilut of~ given modern edition âlso may have chosen to Slandardise the 
Old Occitan spellin gs dtu -ing t he t ranscript 'Î!on proces.s~ rendering it more 
accessih]e to th e reader hut e]iminadng potential musica1 vari~tion for the 
pe:rtormc:r who wou hl use: the pue: rn as a seure. Final1y, the: English t ransla tion 
1 Fig :2, righi çQiurT~nl revea.l s 1nea n in g hut d Î sm a ntles the nu me r i cal ·p ropoœ- ti ons an d 

therefore T.:he medieval armo,ia of he o.riginal song. 
[f the Wrt ncn versions of t roubadolllr songs t:an not \•isually communicatc 

precise musical matedal to the performer jn th e manner of a modern score, 
they can act as a bluepr:int for emuhuing the Lroub~dours' u\\o'n composilio n 
:pToccss. R.ccall that the Old Occitan trobart ~to .fi:nd ," t :akcs the plac,e of latcr 
centuries· more famiHar ·verhs .. to write'' and '"to compo:c;e'' (Menocal 19~h. 
1-3,9). In comparison tu llhesc moticrn ec..]u ivalents, (robm, evokt:s ~ senst: of mys­
ticis m, ch ance, and the pmrsuit and sbarin g oftreasure. VI/hat role did the lin­
guistk music of the poem.-hs rhyme ~ sylbble coutre, verse structure. ,,o,vel 
sono ri tics, intlcction- play in the.: 'jUcst for a trans(.;cndent mc.:lody? In scart:h 
of a plau..ç;ihle an:swe r to thîs questio n, J decided to emulate th e act of trobar as 
1 im0,gined iL, first by commiuing, he '"'ords of 0, troubadour song Lo me.nory 
(in 1i~t:u of h avinu \VrÎttcn them mysclf), th cn bv •lfindin ,T" a mdotly thn.m!!h 

b • ~ b "" 

notationles.s improvisation, repet1t1o n, and memorisation. 11 The ide a~ if the 
Jinguisti(.: music of the spoken poem he1ped the troub adours to fi nd Lheir mel­
odies, a modern pcrformer might u se the sa me matcrial to 6'1lidc the fi ndmng 
of ne,~~o•,, yet hi:c;torically relevant n1elodie , thus gaining 1nusical ~cces to the 
full ga mut of the troubadour repertoire. \Vha t follows is a descrip tion of my 
own process of putting this ide a into practice. 

Centuries removed from the culn1rd conT.:ext and language of the poem 1 
s:clcctcd for rn,.. wurk, the p:roccss of cm u1ating trobar haùl to begin' ith at;hicv­
ing the grea test possihle intimacy ""~th the texts th1·ough study of the sound 
and meaning of 1.he 01d Occit~n language. Thi wn.s when Lhe manuscripts 
of rh c poe ms m ost Htcrally scrvecl as my scores ~ wh ose musical con tent in a 
n1odern sense could not he unlocked until the sounds oflvords \vere lifted off 
the p. ge through spoken explora Lion. The re are many av~ilable e lil.ions of the 
troubadour lyric corpus, which lundle the o riginal O ld Occitan and the task of 
poetk translation djfferently dependlng on the nHmuscript ourc,e(s} and tlle 
values of th t: editor. As dist=usst:d earlier~ aH approaches to transla tion rc~mlt 
in som e compromise of the music and meaning of the poetry. My own trans­
]adons sough t to darify the literal tueaning of individual words, a neces ary 
sn:p to\1\'ard achicving: fluc.:ncy w1th th e tc.:xts and thcir sounds. Ironically, the 
p1·ocess of tran l'llat ing Old Ocdtan hrought 1Tie into con tact '"•ith a pie thora o f 
o1.her [0,ngu~ge$ t.he mos1. t.horough O ld Occilan dictio·naries are in Ge:rman 
anJ French, and bccaus-e cvrL·n thcs.c do not account fur a]l the orthographical 

n !1-ternor~[lon. ~ nccessu y dC'rnC'nt of pC'rform:m~C' and tr.Jn.sm i.ss10n in ;1n Ol'~lHtcr:rry ciJlturc. is 
rl!fL r-~ t'I...:L"(] sp~~.:i li e:~~ Il' in uriginill truub•1n.l,Hn' LI:! :ru. (\ 'ali VI ~!>L'~: L99! , 48-49). 
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variations jn my Lexts. 1 constanlly tumed to outside dictionaries for addition~] . .. 
comparison, panicubrly Spanish~ Catalan~ and Modern Occitan. 1 l Direct 
translation of cert~in words and plu1t es proved i1npossihle. so 1 Jisted multiple 
pussib iliti.es instead of sdecting on.e. Ahhuugh "'isu~lly cumpl~x, this nppro~ch 
revealed nuances ofmeaning th at puhlishcd trans lations are forced to simplify 
for the s-ake of presentation. ly word-for· \Nord tronslations. by virtue ofignor· 
ing the n1lc.:s ofEnglish 6rrammar. alsu tlr e\\o' attention to the (;ompusers' ma nip­
ulation ofsynta.-x to achi e\re certamn me trica1 and sonorous etfects~ an aspect of 
linguistic music tJ1at is "'corr~ecled ·; in modern poeüc 1.ronsla· ions. 1 

Old Ocdtan has m any schol:ars but no native speakers, making the study of 
its pronunciation a more crea6ve proce.ss tban one '\'•,rould expect. \Vhat \Ve 
know of the pronunci~tion, interesLingly, h as been reconstructed through 
analysms of the sa·mc musical content th at \Vas the essence of th e: troubadours' 
art: rhyn1e sounds and scheme~. syHahle counts and stress pattern , as weU as 
on.hograph·ic variation, L<uin eLymulogy, and Lhe sounds of sistclt' languages 
Hke Old French~ l tali an~ Spanish, Catalan~ and G alic1an-Ponuguese. Hecause 
l::1nguage sounds ah:er graduaUy over time, 1t is impossible to reconstruct the 
pre.: c.:is c p nm un ci a ti on of 0 Id 0 cd tan or any 1 angu age at a specifie point in. his­
to ry. tnstead, schola rs attempt to reconstruct a pal eue ofplausih le .sound s tha t 
could have been. beard in socieo/ at the dme (\~lr~y 1992, 295). Though 1 was 
a nc:wcom tT tu Old Ocdtan and mcdic al studics in general, 1 undc.:rtouk to 
construct 111}' ow11 pa]ette i.n düs \va:y. in order to fuUy experience the extent to 
which musicalhy and expre5siviL)' .;;ould inJ1uence Llte process, 

1 bcgan by lcarnîng the basic vowcl and consonant sounds rccommcnded by 
existing authoritjes on Old Occitan pronundation. accordjng to the approxi · 
maLe date of each song.ts From Lher~ , the process devdoped aspects of a detec­
tive game. s we have ah-e:~~dy seen . n umel-ical patterns were the backbone of 

troubadour ver. ifica'don. i\'luch of tll)' tirne 'v~s spent hunting for these p::tt· 
tcrns, trying to ic1cnti~y the sylla bic b rcakdo\\'n of individu al \O,'ords, th e.: coordi­
nation of mascu line 'rersus feminine endings, and plausible, merrically exciting 
di sui butions of suesse . T his hunt was complicm.ed by onbographk variation; 
1 could not simply trust my dictiona:rics and pronunciation t,.rtiÎdcs, b c.::c.-ausc 
troubadours ;1nd scrihe:s alike exerci~ed a con.siderah le freed01n to elide~ omit, 
contract or oLherwise m nnipula Le sounds to serve the ·needs of versific~ tion 

and a'railablc parc'hment spa cc (va n der \Nerf and Hond 19841 62). 
This astoni hing ,.•ariabHjty o( spelling, which occurs not only b etween 

manusc:ripts and compost:rs but al su with in individu al songs, t!rt.1icklybecame 
my b iggest source of hoth frustrat;on and creatmve musical freedom. The 
n1o t conunon expl::mations for it are (1} most of he charucnwiers were con1· 

1J Fot Ohl Occit;ln dic-tiol~;lr:'' 1 C:SUUt'l.'t:!>. !>tt Jl;:~ dt."n ( t99S). The mo~t tbo 1u tlgh cu n t ;tin ~pprol:i tn:tld}' 1:u.OOO 

~tlrÏ~s. fdTrL!~' L;u u.z (~S} C"a.lb M~1d~ni Ucota 1i "a. \\ unlsmith ·~ d~lig!-~t" !ur ill!. \ 'il.: ... t l~W:un, ·whid; U; 

comp:~rJb]~ in sü~ to En,_~ish. Hill :md B~IJ{Ïn's (11Jï3l Jntbo-logr of t roubadour soogs conr:Uns a comrl~t~ 
gloss;:~rr of th~ voC"J.bul ;:~rp:h;:~uppe~rs i 11 me am:holiOgy. ' "·hkh is enr~me-Jy bdpful tbnbe perform~r. 

14 (!.~:~oust! \\ 11 rd .... t rt!SSL'!'. i n ( >l J ( 'kt.;t.:m \':~ry.· .:Jt:t:I1Ttlin g l•l . ~Tltl;t., m:~mpubtin " tt f' ")'fl t:~..; \\":as :1 11. ny 41f 

;t.;;lui:''Lng rhytbmio.: ~ c:n:t;Jn n r~.nd rc:lt;.;~sr: (S\-..•itten li,.JY~. lï). 
1 s. A~orrlm .. ~ to Ro!J.c:n T.a)ior ( 1'9'9(•, 111 ), cc-nJm Occil:.m ' 'owds sbjft ed s(~1t'i o::mùy 1--e-tvL·c~lll the 1."\\-eltl:h 

:ln J thir to..: l?li\h •-:~-nt. u.rio..:,. , fu r' I!Umpl!:! lü ltu 1 ~ 1. a. nd t.un;c 1 u 1 t.o [ u ]. 



piled in countries outside of Occit:ania. generations :lfter composition, by 
scribes who likdy ha.d only a distant u ndcrstanding of Old ÜCici tan1 and (2) 
:spelling and writing had not yet becon1e codiried to the extent they are now 
(Pad.;n 1995't 308).H> A compell ing :ahern.uive explanation, nnd the source of 
rn.y creatjve freedom 1 is th at the spel ling reflects the poet 's intentional musi­
çal choice from within the rich variety of pos ihle linguistic sounds. to he 
p:ronoum.:ed as \l'r itten. Aecu:nling lto O[J Oedtan sc-holar Rob·ert Taylor 
.. Region J. I vat·iants even occur \'Vith ·~n the sJ.me poem , and sorne poets seem 

t;O h~ve u ed ~hem o.t \'\'ill 01 tl mean of en.rkhing their fund of expressive 
\\o'onh and sound:s"' (Taylor 1996, 104-105}. \'\i''ilhin the boundarŒcs laid out for 
.me by eurre nt exp eus and analysis of the songs' poe t ic structure, tny actual 
execu Lion of the pronund.uion- how· lo·ng to pro long Lhe [rr], how slm~rly 

to mo\l·c th ou gh t 'he componcnts of a triphthong. 'ho'"'' long to linger on an 
·ending [jl-retlected ar tistic choice.s th.at 1nay al,,.·ays he under devdopment. 
\V ha l sounds, within lhe plnusible palet Le I had ass.;mblet1 1 struck me as mosl 
musmcally cba rged? h is worth noti ng th at tb is orthograph ie va 1·iat ion ~ and 
the crea ti \fe mu ic~.l freedom it inspired, is only accessihle if the perfonuer 
\Vo:rks from a fa~sim:Hc ur a li.tc.:ra l transcr iption 'vith no t::o:rn:ctions b.,. the 
.editor: ' 'vhen read;ng poem as score, the choice of edit ion is just as sign ificant 
a.s l~~o•hen studying a standard musico.l work. 

I crcatcd working phonctic transcriptions and word-for-\\o'ord translations 
IF!g. 31 of my pronu nciatjon choice:s in IP , to serve as a. rnen1ory aid for me and 
guidance for future pe:rformer wbo might h\~k the necessary resources for 
th oroug'h language strudy. l ronically~ unlcs.s futun.:.· pcrfonn crs arc able to rec­
ognise the arti tic suhj·ectivity and experi1uentation that produced them, the se 
transcriptions will hdp to ''11x'' lhe pronunciation of the: sungs I studicd jusl as 
th e r:hansonr~Ù:n have fixed the content of t'he extant troubadour melodies for 

toda~/ hi toric~Uy hûonned mu ki~tl . Ne,~erthe]ess, the transcription pro­
cess itsdfwas in aluabk as a vchidc.: for dt:vdoping an d rc.:6rung my ability to 
rea.d and interpret t he linguistic music contained in the po ems. 

Afl.er tudying the language :and Sl...ructure or lhe poems in such depth . 
du ring the oou.rsc ofwhich I ·commirted the tcxts to mcmory~ 1 was rcady for 
t:be actua l process of trobar. I began hy reciting the lyric~ repeatedly aloud. 
immersing myself in lheir sound and ilo,'-r·. As my spoken interprelation 
devclopcd ~ [ rcpcatcd increasing!y smallc·r fragments of po,ctry (clown to a 
single word, ~om.etbues even a sing]e ~}·lla'h]e), li:stening to and heighten­
ing tht: rhythmic:, melodie anJ dynamit: con tours th at e:mcrgeJ. In this w:.:ty 
1 hegan to identify speech-derived, approximate me lod ~c gestures for th ose 
fr~gtnents of text. The e gestures then guided m~e in improvising incre<ls­
ingly pi teh-specifie mdoJic.: phrasc.:s, du ring v hic.;h 1 maintainc.:d a spet::eh likc 
vocal pl"oductœon to keep the subtle linguistic-rnelodic nuances as clear as 
possible. for exampl·e: the first t \\o' O ,.,,ords of the se\1en-syllable li ne .. Ara "'ei 

lÔ BT\lo;kner. Shr:p:J rd, <~~nd wb."e·~ (l ':.JYS· y(.) ï:dmnn n r ~hr: son~ y 1\";J C<!~reillla .JI hel c;n rs :J'I.1TI CD- is. a !;OOd 
illllSLJ.;Jt ÏOD ofthisj ~h;: l c:'Xt d ispby.s d;:vi.Jnt spdlings LMt sec: rn (0 r;] ;::rr~· indic::n ;: Lh.e w ork 0 f :1 forciRJ~ 
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1. 

Fig.3 

1 have boen in gricvous wony/pcrplcxity 
Estat ai "' gJeu cos-;iricr aS 
[e'stat •J '" grew Cu'ilr'Jer) 

for • knlgl11 that 1 had, 
pcr un cavalli cr q'ai llb'UI. 

[pcr yn kaval'jer kaj a'gyt] 

and 1 want Il to be (dOr) ali tlme lmown 
c vuoil 
[c vq:;~JI 

How 
<:um co 
[kum ew 

Now lsœ 
Ara \'ci 
['ara ''l 
for 
car co 
(kar ew 

Whercfore 
don 
[don 

in bcd 
en lk ig 
[en 'l)e)\f 

.sia IOIZ temps saubut b8 
'sl·a 1012. tems saw'byl) 

hlm have loved 10 CXCC$$. 

l 'ai àmat • sobrier. aS 
laj a'nuu • subt'Jer) 

that 1 am bc~rn ycdfdcccl vcd 
q'ieu sui trahida c7' 
kjew sy) tra-'lda] 

not to hlm gave my love 
non li donei m'amor d8 
nun li dun'cj ma'morj 

1 bave ~en ln great torment 
ai 

•J 

and 
e 

• 

c.stat en gtan crror d8 
e'stat en gran c'rror) 

whcn 1 am clod'lcd. 
qand sui veslida. c7' 
kan sy) ve'sllda) 

q' ieu sui trohida" ("now 1 see thot 1 am betrayed," ['ara vej kjew syj tra 'ida) in 
1 PA), developed a falling -rising contou r, wherei n the two sylla bles of ['a ra] 
initiated as an exclamation in middle chest voice that descended in a sigh­
ing gesture through the [r], after which the one-syllable d ipthong of [vej) 
be ga n o n the sa me pi teh a rea to which ['ara] had descended, scoopingslighdy 
upwa rd to complete t he sound of the (j). Through repetition and exagger­
ation thesc rwo approxiunate melod ie gestures e''Cntually became fixed as 
a descendi ng perfect fou rth followed by an ascending whole ste p, the final 
pi teh an u nstressed liquescent. 

The ncxtstcp was to arrange th esc mel odie gcsturcs and phrases in to a wh o le 
tbat retlected the larger musical strucrure of the verse. According to john 
Stevens (1986, 499), " the [troubadour) did not set the words of the poem to 
music; he set its pattern. lt was this pattern, a pu rely numerical strucntre of 
sranzas, li nes and syllables, which preceded both t he melody and the poem." 
As l spoke and sa ng the words, l responded to linguistic patterns with melod ie 
on es. Rhymes inspired re petitio n o f me lo die fragm e nts and pitches. Striking 
consonant :tnd vowel combinations induced voC31 effects Jike orname tl!ts, 

slidcs and particular rising or falling intcrvals. Refrains produced repetition 
of an en tire melodie phrase. Ra rely remembering exact! y wh at 1 had previou$ly 
sung, my composirion rook the form ofimprovised variations upon an increas­
i ngly solid melodie frame. 

Though linguistic music guided my creation and arrangement of melodie 
gestures, when il came to style 1 was forced to confront the chronologi~l 

and cultural distance between me and the artists whose process 1 was trying 
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to :\p«:ricnce. ~1y proce" of trobar ", ''ha t John I bine dt: cribc:d .,~ ..... 3 

work o r the imat.rination \\ hosc in ·piration is in the past hut who~c: workshop 
i wholly in the prcsent.'' '7T hough \vell a\varc thaL I w:1 i nescapably intluenced 
hy m~ lWcnt) · lÏ r ·t c:cntur) pcrceplion ol\\ha t ~.:on Li tute "mcdie,al,"' 1 mod-

llcd rn v choicc of sound " orld aftcr the ~haractc ri stics of extant troubadour , 

melod i . a. they are im.erprett!d in modern u an cri prion. and rt:c..:nt hi tot -
kall) informcù rcconlings. lt \\ as difllcult to a void modern musical language 
rhat implied functional harmony and ditlicult not to hecome engrosscd in rh 
cre. lion of melody for its O\\ n 3ke. ~·1y e. r occ. ~ionall) . u emp1.ed to .. find" 
in the poetry quali tics of genres more fa.miliar Lo mc (i.e .. a son net strucntrL' 
in iamh1c penLamet r). 1 Wl. also frequendy t mpt d Lo imirat w 11-kno\\11 
trouh:~dour md ollie ·, unr..:onsciou::.l ~ n: pond ing, to ·imilaritie in poe tic struc­
ture ,,;th contra Jact~ of rn~ o'' n creation; this final temptation l did not rcs ist. 
h cause. :ts air ad~ discussed, th i mi taLion of othcr me lodi s was 1 ik 1 ~· :1 pan 
of frvb,lr for Lh t: lroubJ.dour them ch c: • The arti ti<.: rc:,ult.., of my proce of 
trobar restorc unnotated trouhadour songs to :1 compell ing musical existcnc 
'" hich not onl) comp<1r s convincingl~ with origin. 1 melodie :tnd .woid. the 
compromi~cs as:,ocîatcd ' ' ith con tra facture~ but also ~uccessfully achic\'es tht: 
inLimate rclationship hctwcen words and music covcted hy early and conlcm­
por lr) pcrrormcr .1likc. 

Hut wh) stop herc. ha\ ing arrived at a Ùl'epl. per ·onal real isation of a score 
tha L no other performer wi ll he ahlc to reproduce exaclly, even via precisely 
the s:emt: pro ce s of trr>bc1r? ' h~ not tr . n:,crihe t he re ·ults into a mon: t r.L n -
fcrahle ki nd o(~core or rc mai n l'\'en clo~cr to the o r igi na l source and litcra lly 
tran scrihe the . pok n l ingui . Lie music? T hi latter is noL a n w Lechniqu , 
a.nù orne sr..:holar · \Îc\\ medic\a} ' crnacular sung a bdonging to the .tme 
t radit ion · as cbssica l oratory. pbinchanl and possihly even Arahic Quranic 
reciL~nion, al i of wh ich Lr ad the hou nd .1q h e l \\ een speech and ong.t8 ' Vith 
~uch an ançc:,tn. the nota tcJ trouhaùou r mdoùic~ from the chausunniers 

~ 

cou Id he u ndcrstood as :1 stylisrically en ha nced for mai isar ion of an e'\pressive 
dccl. mation of the poetr~ . B~ de, doping'' mu ic;t l reci tation , attempling to 
nota tc it, and fi nall} c.J ist illing a rh) th mie and melodie framc\\ ork out of the 
rcsul L, it might he pos. ihle to red iscoYcr tost m lod ie. hy work i ng hackwards 
from the tcxt . 

This iJea raÎ!-.es que ti on~ of fcasibilit)' and rclc\'ancc. \Vc tc rn mu~ical nota­
tion:tnd music:1l ,·oclhul:lry i ill-equipped to clptUrc the sul t.letie. ofHngui. , 
ti~ music.\\ hi ch mo' c '"not by nutc:s, but h~ li de . in\\ hkh no graJuatcd d i ·­
t inction of tones. or scmi-toncs can he measurcd hy the car~ nor ùoe. th Yoice 

"!\vell d i t.inctl~, for an~ perceptible . p~H;e f dme, on any cert.. in or unifot'm 
tonc .. :· (Chapman 18 1 • ~). " 'cre a precise transcription possible ( uch a a 

17 ll.li oc-c; {1.110 fJ.1.91- lt ~> ac; R'fc-rnn!; t fi the: populo1r O.:cttan-inc;ptrC'd c:nscmt'llc:c; an uthc-rn France: 
"ho daim the: mc:dic:\al trc•uhadour a thc:lr ~nic..uc ~nd L'llhur.ll herita c: . 

tH Quinuli~n J~,LTih" ' :1 plrtl ul.u ''r:atOn \ hl• r unt!d Jn ~uu:nJJ. r1t mu..,,L,.ln 111 pnH Ïdt! note.:' trom .1 

p11 -.:h prpc: J•r nn~ h•" 'l'~c.:hcc; (Stl:l·èno; JliXt•. J• 1) . S~<:\ c-n~ ~l" d1"1.,,.,, " th rd<niu n'l;h ip hc:n\ ·en 
eJri) chJ nt fl ()t.l tifln <Jnd nuJnces Ï c;p<~h:n o;nu nJ. "-lllinR hant J '')1~SJuo n •>Î Üu.: ·mu Je (lfo;rce..:h 
(ihui.J. 
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compLtœr an~ l~·si of , recording mighl ~ield) , a hum3n periormer ''ould he 
unablc to precis ely re ad and rcproducc Ît. Such a transctiption, capturing a in­
gle moment in a conlinuum of dynamic motion. i. re levant and helpful onl) if 
rccogni cd for '"hot i t i~: one among m.1.ny realitic . And. on the other hnnJ. il 
~uch a precise transcription executcd multiple times werc to rc,·eal consistent 
mu icJl content in the spol< n recit~l.ion of a poe m. wh~ forma li) no~~ne wh al 

Î!> inhc:rc:nt to the: score in its poc:m form and can he: trustcù to emerge in live 
pcrformanc ? 

f-rom the pcr pecti\'e ur hi~torically informeJ perform. nec pr<lctice, the mo l 

'aluahlc contribution of reading troubadour poe ms a~ scores is not the sub­
~tan e ofth m Jodie~ Îl ,·ields. The. e, lil·e :.til modern recon. trucrion . of medi-.. 
t\31 mu k. arc unJ,oidabl~ intluenccd by the perfonner' H\c:nt~-1ÏTht-centur) 

perception of'' hat medicva 1 music should sound like. Rather. the uuc value of 
thi'> perform;tnce practice lie' in the rehnionship, it forges hen' een the words 
of th~: song. the mc:lody of the song. and the pc:rformcr of the ong. he: procc s 
of trobar iLsel l: for wh ich th concept of poem 3 . musical score . erves :lS the 
e-. enLiai point of (.}eparrurc for a modern performer. resulr-. in 3 Jeep fJ.mi li· 
arit} \\ith the song sim ply through repetition and cxquisitc attcntion to \\onl 
sounds and poct1c structure. Hy interpreting the linguisti music according to 
medieh 1 d eiinirion a nu aJIO\\ring the mdod~ w rdlcct lingui tic ound .1nd 
pattern ra thcr than linguis tic mcaning. a musical richnc appcar · thal is \\a 
prc,·iou. ly conc .tlcd. 

Reading troubadour pocm , a core · and u 'îng them a a guide to pla~ the 
game of trobar toda~. centuries removed from its invcntors. yields a new per­
formance pr.lctict th~n repte'\ents the most complete combination of pri· 
mar~ ·ourcc:s. The c arc: survh ing '' onls, urviving mdody, mcdic\'al defini­
tions of music. :md-pcrhaps most importandy from the perspecth·e o ~ the 
pcrformer- the crcatÏ\e e -.encc of lrobar. in which the creathe input of the 
pcrformcr a~ compo~cr is cmhraccd. H) rcstoring thcsc song~ to a musical 
ex1 . tenc dra\\ n from their li ngui . tic armonia. reading the troubadour poe rn 
a mu ic .-. 1 core lloc not initia te. but ra ther c;ontinuc ::md rc\itali es n com­
position proccss bcgun h) the twclfth and th irtccnth centuries. To tollow the 
philosophy of Cl:lude Si cr , a lidng rrouhadour from modern Occit:tnia: "the 
he t \\- :.t) to pcrp~tuatc the art .Je trobar ... is to cn:ate ne'' ong ."J'J 

19 Hames l:On4J, ::! ;) mdudco; 1 n ht ht· tory Ol trnuhadnur perli,rm.l m.'C rr.~ctkc the wnrk n i mndcm 
Ckcit3n Lolk·Îu,iun gwur ' li.kc Claudc- Sicrc· M:b5tli3 SnunJ "' 'lem. [nan intcnic-w" ttb 1 b i nt"> 
(::u,,-th, 249), ~i.:n: \.'Omrlrt.-d tJj, '"nrk to thl t ,,.- th~ hi't •m.:J) p<rl~tTJn.1n.:c rn •h :m..:n t: "1 11,~~ noll~, 1 
,Jr 11111 c.1rC" [tf rn~ m thÎ • ~' lc'i\:~ nJ 1 trnm rn dtc,·.o~l tn•uh.1 1mar ... onf;l, 'h.11 1' Oll l tmp<H"t.l nt. But\\ h n 
1 l<.tcn m J ptc:-cc h~ [hcre he nJmcs :m •h t~•-.ricJI" pcn•,mun..-c ~roup). II~"CIIikc 1 am .at .l tim -b~c; 
IÙn&:r.tl, \\ l11: r..:;t~ \\ hcn) Ji l~ n l u m~ \<c r'>ÎOu,l t~d h ti th~: lruuhJ.du ur \\wtt~ 1t lif1t:..:fl c.l~~ :~g••-" 
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