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Adam de la Halle has long been regarded as one of the most important musical and literary figures of thirteenth-century Europe. For music historians, Adam sits at an important historical juncture as the most prolific of the last generation of trouvères (Northern French poet-composers) and the first known composer to write vernacular polyphonic songs of the kind that would remain popular well into the fifteenth century. Among literary scholars, Adam is known as the author of some of the earliest vernacular dramatic works, and for his influence on other writers in the thirteenth century and beyond. As Jennifer Saltzstein points out, he was arguably ‘the most prolific and important artistic voice of thirteenth-century France’ (p. 1).
Musical Culture in the World of Adam de la Halle is a collection of essays about the world and works of this important poet-composer, examining the musical and literary output of the poet-composer in a refreshingly new way. This book is not a traditional life-and-works composer biography, which would be a rather short affair, since almost no evidence for Adam’s life survives. Nor is this book a detailed account of Adam’s compositional style and technique—one thinks, for example, Gilbert Reaney’s study of Guillaume de Machaut or David Fallows’s monograph on Dufay—although works by Adam are examined and interpreted closely by several of the volume’s contributors. Rather, the volume’s contributors aim to demonstrate ‘how Adam and his works emerged from particular social and cultural circumstances’ (p. 13). 
With its emphasis on culture rather than the more traditional questions of style, period or innovation found in older studies of composers, this edited volume illuminates what motivated Adam to write and compose in the way that he did, and what Adam’s works might have meant to his readers and listeners. The volume is less an author study so much as an interrogation of what it meant to be an author of music and literature in the later thirteenth century, charting how song and its associated meanings changed from its aristocratic origins to its later urban context. The volume is divided into four sections, of which the first two focus on thirteenth-century French culture, offering a ‘thick description’ (p. 13) of the milieux in which Adam lived and worked. The second pair of sections treats various aspects of Adam’s compositional output. To varying degrees, the contributors use Adam’s works as a lens through which to understand Adam’s contemporary literary and musical culture in greater depth.
Carol Symes and Eliza Zingesser situate Adam within the political and economic wranglings of thirteenth-century Arras. Symes focuses her account on the manuscript Paris, Bibliothèque Nationale de France, français 25566, which begins with a compendium of almost all known works by Adam and which scholars often colloquially call Adam’s ‘complete-works’ manuscript. Symes takes the reader through the manuscript, noting the musical items with which it opens and the literary works that follow. Tracing the authorial figure of Adam throughout the book, Symes argues that fr. 25566 stands as a kind of memorial or tombstone for Adam and his fellow writers from Arras. But more than this, fr. 25566 may have served some kind of political purpose. While evidence about Adam’s life is scant (as Symes shows), plenty of information has been uncovered about the politics of Adam’s hometown. Several factions and powers laid claim to Arras’s spaces, including the Count of Flanders and later the French crown (via the count of Artois), the bishop of Arras, the powerful abbey of St Vaast and the elected town council. The continuous struggle between these various parties, as well as changes in Arras’s economic structure, led to an unruly populus, whose unrest can, according to Symes, be felt in Adam’s two plays (the Jeu de Robin et Marion and the Jeu de la Feuillée). Symes concludes by speculating on the intended recipient of the complete-works manuscript, proposing Gui de Dampierre, Count of Flanders, who may have had designs to bring Arras back into the county of Flanders and might have enjoyed Adam’s veiled criticism of the count of Artois.
Zingesser takes a closer look at the unique economic conditions of Arras and their influence on Adam’s poetry. In the thirteenth century, Arras became a centre of both vernacular literature and high-interest lending. Whilst numerous ecclesiastical figures decried usury as sinful—because it enabled capital to be accrued without labour and was an unnatural process in which money multiplied under its own volition—contemporary Arras poetry is ambivalent to the practice. As Zingesser shows, Adam’s love songs construct the relationship between the lover-protagonist and the female love-object as contractual, measurable in economic terms. She argues that while the value of currency can be deceptive, the value of the lover’s body is guaranteed, and is therefore the ultimate in trustworthy coinage. Adam’s recourse to economic metaphors sets him apart from earlier trouvères, who tend to use courtly and chivalric imagery instead. The salience of economic thinking, which one might also see in the obsession with measuring value in jeux-partis from Arras, demonstrates that Adam was truly part of the emerging urban classes who inherited trouvère song from aristocrats.  
The second section of the volume is devoted to the material contexts of trouvère song, namely how, when, where and why songs were written down, and how music books were used, valued and transported. Alison Stones returns to her earlier work on the images and decoration used in fr. 25566, focusing on three full-page miniatures that are remarkable for a vernacular manuscript of this period. While these large images give prominence to heraldic symbols for aristocratic families of Hangest and Flanders, heraldic imagery is found only occasionally elsewhere in the manuscript. Stones suggests that the full-page miniatures may have been added by a patron after purchasing fr. 25566, and that for this patron—perhaps Gui de Dampierre, as Symes suggests—the full-page miniatures were as important as the literary works that they flank. Stones also provides a comprehensive, descriptive list of the images in fr. 25566.
John Haines and Judith A. Peraino each examine a trouvère songbook to show how Adam breaks with or upholds tradition. Haines argues against the long-standing assumption that before trouvère songbooks were created (the earliest in 1231, but others after 1250), songs were not written down but were transmitted only as part of an oral tradition. Summoning numerous pieces of circumstantial but persuasive evidence, Haines contends that songs were, in fact, written down as early as the 1120s, and that in the thirteenth century, trouvère song circulated in single-author collections; Haines posits that the group of songs by Guillaume li Vinier in the manuscript Paris, Bibliothèque Nationale de France, fr. 844 were copied from just such a collection. Adam’s ‘complete-works’ is thus not as anomalous as the surviving record might at first imply. Adam was not breaking new ground here: he was continuing a practice of song copying that was already decades old. Peraino, meanwhile, argues that the placement of a collection of Adam’s songs at the end of the slightly later chansonnier Paris, Bibliothèque Nationale de France, fr. 12615 marks Adam out as a very different kind of trouvère from the poet at the start of the chansonnier, Thibaut de Champagne. The manuscript charts the rise to prominence of urban classes (of which Adam is a representative) and the decline of aristocratic power (symbolised by Thibaut). Simultaneously, annotations in the manuscript, made shortly after the codex was copied, suggest that readers in the late-thirteenth century approached songs as authoritative texts, a different approach to the earlier tendency to conceive of songs as sung performances.
For its third section, the volume shifts focus to a discussion of two musical genres: the jeu-parti and the chanson. Daniel E. O’Sullivan presents a very useful summary of the common features of jeux-partis, including their common versification patterns, musical structure, poetic themes and manuscript distribution. To this summary I would only add that, contrary to O’Sullivan’s assertion (p. 158) and that of Mark Everist in his chapter (p. 344), no jeux-partis that I know of contain refrains; this is corroborated by van den Boogaard’s catalogue of refrains and the recent online refrain database (refrain.ac.uk). O’Sullivan goes on to argue that through his jeux-partis, Adam demonstrates his clerical education and invites critical reflection on the genre’s central tenets. Isabelle Ragnard provides a similarly useful and comprehensive summary of Adam’s chansons, showing how Adam’s choices of metrical structure and poetic themes set him apart from earlier trouvères. Ragnard argues that Adam’s chansons follow ‘an underlying ethical program’ (p. 196) and are frequently moralizing in tone. Both chapters present a wealth of information about Adam’s songs in tables, which allow the reader to spot general trends and anomalies at a glance. 
A significant lacuna in current musicological work, which is reflected in both O’Sullivan’s and Ragnard’s summaries, concerns the style and characteristics of trouvère melody. O’Sullivan writes insightfully and in detail about jeu-parti texts, but states only that jeu-parti melodies are more often in pedes-cum-cauda form (AAB) than oda continua (through-composed). Ragnard does address melody, but draws few conclusions about Adam’s compositional practice, stating that ‘Adam’s songs cannot be described in a general way’ (p. 221). Much work remains to be done on this aspect of trouvère lyric. Furthermore, several of Adam’s chansons and jeux-partis are transmitted with widely divergent melodies in different sources, as Ragnard points out. These divergences are caused most probably not by scribal error but as the result of conscious decisions by thirteenth-century musicians or scribes to compose new melodies for songs. This is all the more puzzling given that, as several contributors to this edited volume suggest, Adam may have been personally involved in the copying and dissemination of his works. Did Adam himself compose multiple melodies for his songs? Was Adam’s authorship only tied to his poetry and not his melodies? Why did musicians feel the need to compose new melodies to songs when, as the manuscript record implies, notated exemplars of Adam’s songs were widely available? And did contemporary audiences care about melodic newness or difference in the same way that we do today? Much work remains to be done to answer questions such as these.
The final section of the volume explores Adam’s transformation of literary and musical genres. Alain Corbellari and Anna Kathryn Grau show that Adam’s authorial voice in his two plays is ambiguous and complex. For Corbellari, Adam distances himself from the main protagonist (also called Adam) in the Jeu de la Feuillée and is caught between courtly and clerical modes of writing. For Grau, Adam avoids a clear authorial voice in the Jeu de Robin et Marion, choosing instead a more ‘polyphonic’ approach (p. 292) to writing that became increasingly typical during the thirteenth and fourteenth centuries. Grau also argues that the musical insertions in Robin et Marion are not all of the same type and function, showing that some are grouped together. These groupings form quasi-refrain songs (albeit passed between characters) that are formally and aesthetically reminiscent of the genre on which the play is based—the pastourelle. This ‘composing-out’ (p. 302) of a genre—expanding and transforming a song into a dramatic work—shows that Adam was able to subvert and parody generic conventions. Anne Ibos-Augé and Mark Everist also examine musical insertions, this time focussing on refrains, rondeaux and motets. Both contributors detail the rich intertextual networks that connect Adam’s compositions to works by other composers or literary works with musical insertions, such as Renart le Nouvel by Jacquemart Giélée. Refrains could be manipulated in various ways, expanded to form monophonic and polyphonic rondeaux, inserted into motets, or created from stock textual and musical features of other refrains.
Saltzstein closes the volume by tracing Adam’s legacy into the fourteenth century. The signs of heavy use (described by Stones) in the complete-works manuscript, fr. 25566, and the annotation of Adam’s songs in fr. 12615 (which Peraino discusses) indicate that Adam’s lyric and dramatic works were read and enjoyed after his death. Adam influenced late thirteenth-century and fourteenth-century authors both directly (Jacquemart Giélée, Nicole de Margivale, Nevelon Amion) and indirectly (the Roman de Fauvel, Guillaume de Machaut). Cited as an authority on matters of love, Adam was quoted widely and snippets of his music were incorporated into new songs and texts. Adam may also have been the first composer to create vernacular songs that were polyphonic, which Machaut later popularised to such a degree. Indeed, it is tempting to draw parallels between Adam and Machaut, both of whom were prolific poet-composers with a clerical formulation of courtly love. But as the essays in this volume show, Adam’s works must be situated in thirteenth-century practices of composition, writing and singing, which were outdated by the time Machaut began his work.
Musical Culture in the World of Adam de la Halle is an important contribution to the study of thirteenth-century music, literature and culture. Saltzstein has assembled an expert coterie of contributors from a range of disciplines, an appropriate response to the wide-ranging work of Adam, which spills over modern disciplinary boundaries. Adam is deserving of scholarly study, not only because of his copious and varied output, but also because of his influence on musical and literary culture: as the contributors to this volume repeatedly demonstrate, Adam initiated a new kind of polyphonic music, created some of Europe’s earliest vernacular drama (that we know of), and was instrumental in shaping a new kind of vernacular authorship that was more textual and complex than for earlier generations. But as much as Adam was an innovator, he was also part of the long tradition of the troubadours and trouvères, inhabiting the world of courtly love in his songs, albeit from his urban, clerical perspective. Where this volume really succeeds, in my opinion, is its balance, showing Adam to be both of and ahead of his time.
The volume itself is elegantly produced, with very helpful supplementary material provided in the chapters and in appendices. Colour images of manuscript pages are provided for convenience, though readers may find it helpful to have sight of online facsimiles (which are available for most of the manuscripts discussed) when reading some of the chapters. Musical examples are clearly typeset by Ibos-Augé, who also provides four appendices with transcriptions and a wealth of information on refrains and other musical insertions in Adam’s works. When dealing with as varied a body of work as Adam’s œuvre, complications arise: in this case, manuscripts containing Adam’s works have been traditionally assigned letters, but confusingly, different groups of scholars assign different letters to the same source. Saltzstein solves this problem with a helpful table at the start of the volume, and it is always clear which manuscripts are being signalled in the chapters.
Musical Culture in the World of Adam de la Halle is an exciting and thought-provoking collection, one that usefully summarises current scholarly consensus on the trouvères and opens up many avenues of future enquiry. We have much to discover about the world of the trouvères and their contemporaries, and as this volume shows, the rewards of such scholarly work will be rich indeed. 
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