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1.	 Sext(pretend it’sstillnotLent) 

a.	 O remus. D eus,qui multitúdinem géntium beati Pauli Apóstoli prædicatióne docuisti:† da 

nobis,quæsumus:* utcujuscommemoratiónem colimus,ejusapud to patrocinia sentiánus. 

Per D ominum… 

b.	 M ark up Psalm “M irabilia testimonia tua” w ith an “ending ofone accentw ith tw o prepara­

tory syllable” 

2.	 Announcement:M usic M ajor get-together:14N -304 (5–7pm) 

3.	 Shortdiscussion on C hant: 

a.	 (G raduale T riplex on R eserve) 

b.	 W hy do w e make comparative (diplomatic) editions? 

c.	 Interesting pointsto note? (om-nesvs. o-mnes;D eo omnis) 

4.	 T roubadoursand T rouvères 

a.	 langue d’oc (south)vs. langue d’oïl (north – closer to modern French) 

b.	 Partofthe M edievaltradition offin amours(or fin’amors):refined love or courtly love 

i.	 T hisisthe M iddle Agesofpopular imagination:chivalry,jousting,feasts,minstrels, 

unrequited love. 

ii.	 Poetry hasendlessvariationson the theme oflove from a low er/middle classman (or 

even a knight)for “the lady” – usually the w ife ofthe Lord;often told in a poet’s 

vida (stylized biography) 

iii.	 Lessoften,butnotrarely:unrequited love ofa low er/middle classw oman (trobaritz 

or trobairitz)for a nobleman. 

iv.	 Firstimportantmajor literary collectionsin the vernacular 

v.	 Allw ere probably sung,butnotallsurvive w ith melodies. O nly 10% oftroubadour 

songshave surviving melodies(and sadly,exactly one by a trobaritz)and 2/3 ofthe 

(later)trouvère songs. 

c.	 R hythm and Secular M usic 

i.	 R ule #1:D on’tgo there! 

d.	 Instrumentsand Secular M usic 

i.	 R ule #1:D on’tgo there! 

ii.	 R ule #2:T ry a drone 

iii.	 R ule #3:Some random notesplucked on a harp or a lute betw een versessound 

good. 

5.	 T hree troubadour pieces: 

a.	 Bernartde V entadorn,C an veila lauzeta mover. (c. 1160–70;troubadour) 

b.	 Beatriz de D ia,A chantarm’er(c. 1175—the only surviving trobaritz melody) 

c. R aimbautde V aqueiras,Kalenda M aya (borrow ed “estampida”) 

T he R azo: You have heard w ho R aimbaut[de V aqueiras (c.1150-1207)] w as and w here he w as from,and how he be­

came a knightofthe M arquis ofM onferrat,and how he courted Lady Beatrice and rejoiced in her love. N ow hear how 

after a w hile he became very dejected. A nd this w as because ofthe false envious people w ho dislike love and courtship, 
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w ho spoke to Lady Beatrice in frontofother ladies,saying:"W ho isthisR aimbautde V aqueiras,even ifthe M arquishas 

made him a knight?" Yethe presumesto courtsuch a mighty lady asyourself!W e w ould have you know thatthis isdis­

honourable to you and to the M arquis". A nd they slandered him so much in one w ay and another,asw icked people do, 

that Lady Beatrice became angry w ith R aimbaut de V aqueiras. So w hen R aimbaut implored her love and begged for 

mercy,she ignored hisprayersand said instead thathe oughtto courta lady more fitted to him,and thathe w ould hear 

nothing more from her. A nd thisw asthe cause ofthe sadnessw hich R aimbautfeltfor a w hile,asI said atthe beginning 

ofthis prologue. Because ofthis he gave up singing and laughing and allthe other things he should have enjoyed. A nd 

thisw asa greatmisfortune. A nd he suffered allthisbecause ofslanderoustongues,ashe says in a stanza ofthe stampida 

w hich you w illhear. A tthispointtw o jongleursfrom France came to the M arquis'scourt,w ho w ere good fiddlers. A nd 

one day they played a stampida w hich the M arquisnoticed and said:"Sir R aimbaut,w hatisthe matter,thatyou do not 

sing or enjoy yourself,w hen you hear such fine fiddle music and see here such a beautifullady as my sister,w ho has 

taken you as her servant and w ho is the most w orthy lady in he w orld?" A nd Sir R aimbaut replied that he w ould not. 

A nd the M arquisknew the reason,and said to hissister:"Lady Beatrice,for my sake and for allthese people,be so good 

as to beg R aimbautthat,for your sake and to please you,he should cheer up and sing and be happy,as he w asbefore." 

A nd Lady Beatrice w as courteous and gracious enough to beg him and encourage him,for her sake,to cheer up and 

compose a new song. So R aimbautcomposed the stampida on the subjectw hich you have heard,and itgoeslike this: 

I.Kalenda maya N either M ay D ay V I.D onna grazida, G raciouslady, 

nifueillsde faia nor beech leaves qecslauz'e crida everyone praisesand 

nichansd'auzell nor birdsong vostra valor proclaims 

niflorsde glaia nor gladioli q'esabellida, your pleasing virtue, 

non esqe-m plaia, can please me, e qi-usoblida, and w hoever 

prosdona gaia, w orthy and joyouslady, pauc lival vida, forgetsyou 

tro q'un isnell untilI receive perq'ie-usazor, leadsa w orthlesslife; 

messagieraia a sw iftmessenger donn'euissernida; therefore I adore you, 

de vostre bell from your fair qarpercen& ccedilor distinguished lady; 

cors,qi-m retraia selfto tellme of vosaichauzida for I have chosen you 

plazernovell some new pleasure e permeilhor, asthe noblest 

q'amorsm'atraia and joy de prez complida, and the best, 

e jaia thatlove bringsme, blandida, perfectin virtue; 

e-m traia and I hurry servida I have praised 

vasvos to you, genses and served you 

donna veraia, faithfullady; q'ErecsEnida. more nobly 

e chaia and may the jealousone Bastida, than Erec did Enide. 

de plaia fallstricken finida, Sir Engles, 

-l gelos, before I mustleave you. n'Engles, I have made 

anz qe-m n'estria ail'estampida and finished 

the estampida. 

6. O ther traditions 

a. Italy:extension ofthe troubadours 

b. G ermany:M innesinger(creatorsofM innesang) 

c. Spain:cantigas 

7. Early Polyphony 
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8. T heoreticalsourcesand prehistory


a. Earliestpolyphonic sourcestalk aboutmen singing w ith boys– recognizing the octave asthe 

firstharmonic consonance 

b. M usica enchiriadis(M usic H andbook)c.890:teachesimprovised polyphony on the spot 

i. Sing a new voice (vox organalis)in parallelbelow the chant(vox principalis)atthe 

fourth (or perhapsthe fifth) 

ii. Either ofthe voces,organalisor principalis,may be doubled an octave up. 

iii. C an begin or end atthe unison and hold the vox organalisfixed w hile the vox princi-
palisrises. 

iv. A voidance ofthe tritone iskey. V ariousremediesare created. 

v. G uido ofA rezzo (c. 990–1030)w asthe firstto w rite abouthow to cadence (occur-
sus)and in w hatw aysvoicescan vary from being parallel— firstdiscussion ofcoun­

terpoint. 

vi. T hirdstended to have no consonantvalue. In some cases,secondsw ere considered 

lessbad to the ear. 

c. Early polyphonic piecescalled either organum (no relationsto organs)or tropes(w hy tropes?). 

Later,organum w ould come to have more specific meanings. 

9. Earliestpracticalsourcesofpolyphony 

a. W inchester – tw o voice tropes– in St. G allstyle notation (uh-oh!) 

b. Aquitanian Polyphony (southern France)(c. 1100) 

i. T rope (textualand musical)ofVideruntomnes. 
ii. R hythm? (you should know by now notto go there) 

c. Early three voice composition:C odex C alixtinus(c. 1150) 

i. C ontainsmusic for St. Jamesin Spanish church ofSantiago de C ompostela 

ii. M usic isFrench 

iii. C ongaudeantC atholici 
d. Simultaneousdeclamation oftextmay have lead to the creation ofconductus. 
e. C onductusw ith rhythmic information:O rientispartibus(1200),Anthology # 22 

i. N ew ly composed music and text 

ii. Paraliturgical– sacred butno place for itin C hurch 

N ext C lass:Polyphony in Paris(N otre D ame)and throughoutthe 13th century 

Listening: 

N otre D ame:#20 Leonin,VideruntO mnes;Perotin,VideruntO mnes 
From clausula to motet:#24;from sacred form to purely secular:#25 

C onductus:#22 

R eading:pp. 52–70 

(nextclassw illbe a lotofmaterial– please make sure thatyou’ve done the listening and reading) 

Assignmentfor nextT H U R SD AY:compose Perotin style organum over the five notesof“Adspice in me” 

from sext. Your composition need notbe nearly aslong asPerotin. 20 measuresw illdo. 


