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ABSTRACT -
( A(historical survey of rosea?ch into the rhythm of tﬁe
Cantigas g; 556&3 Marf{a shows that scholars have concentrated on
developing rhythmic theories to aid the transcript};ﬁ into modern
notation: The advocates of these rhythmic thecries“imposed on
thei} ?ripscriptions a rhythmic mode, an Arab rhythmic cycle or a

fhaory of alternating meters based on Spanish folksong. However,

"a study of the relationship bntwegn the rhythm and the

accentuation of the text‘reve;ls that the rhythmic notation
ampﬁasgzes wordgubhich are imﬁqrtant to tHe narrativé function ?ﬁ
the can;iga;: Therefore the notation should be read as mensural
notaeion and. no preconceivéd rhythmic thecories should be impqsed.
The Cantiga manuscripts, European and Arab music treatises,
eéhpomusicological stddias,’and recordings are studied for
evidence which will help performers deél with instrumentation,

t 7
vocal style, tempo, and possible liturgical use of the cantigas.
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g ‘ / R&SUM&
! . g v e
@' . . s Jusqu’a ce jour, les raecherches concernant les Cantigas de

7

Banta Mar‘a ont essentiellwment porté sur 1'élaboration de

l;..- WJ

‘théories rytﬂﬁ}ques en vue de faciliter leur trahscription en
notatxon moderne.wﬁn’faxsant usage de ces theories, les

) musigologues ont impose des modes rythmiquns, des cyules

| rythquues arab;% ou une théorie d'alternance métrique bande sur
la mu:xqua g\lklorique espagnolé. Una #tude de la rolation du
rythme musical et de la prosodie démontre que la notntion

: rythmzque met en relief les mots essentiels & la fonction

. ” . narrative des cantigas. Dn devrait donc réalrser une trnnscr1p~

§ ”

tzon mesurée sans lui xmposnr aucunc thtoric rythmiqua pricon;u-.

'

Des recherches sur les ménuscritb. les‘traités, @t les :

: R
' " [ ' .

- C qp?egistrements et les édtudes ethnomusicologiques révelent des
éﬁ% ] solutions pour les problémes interprétatifs de l1’instrumentation,
du style vocal, du tempo, d’une part, et de l'autre, pour l’usage

liturgique des cantigas.
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My fascination with the Cantiqas de Santa Mar{a grew out of

a broad interest which I have for‘Hispanic culture. During a

-

/study of Latin Amaerican literature I .noticed thaﬂ authors like

Horacio Qulroga, Jorge Luis Borgaes, Alejo Caz:entier and Gabriel

Garcia-Marques tended to write epic narr:tiv about super-

q
natural forces which intervene in the events of daily life. 1 had
Jlsb obsorvad tha} such jntervuﬁtions played an imporiant role in

the medieval poetry of Gonzalo de Berceo and in,xhé texts of the

N B

cantiga®. The only differenie between the medi eval poetry and the

©
(3

Latin Amer&can epics seemed to be in the nature of the interven- .
, ]

tions. Whereas in the cantigas -and the ﬂilagrgs by Bercea the

intervention is divine, the Virgin Mary intercedes to help a

av

person in need, the interventions used by the Latin Am(?ican .
authors are rciatedAmore closefy with a éuper~natura1 force of

destiny or the power of superstition. Though limits of time and

>
space prevent me from engaging in a debate about the relatianship

. betwean Latin American literature and medieval Spanish poetry, I

. N N
wish to say that I found the similarities between the two genres

very striking.
) AR a purformer in an ensemble yh}ch-specialized in Ned;eval
and” Renaissance music I was exposed to the music of the cantigas
-
through the trans&riptions made by Anglés. After I took the tfme
to read his extensive commentary I felt th;t there'were qégstioﬁs

9bout his rhythmic theories, %}9 questions about per formance

style which he had left unanswered. Furtherm&re the chronological
<

viii.
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sequence of research which &}d’prﬁceded his work wa; unclear,
@ and ne; theories which had bewen developed ;ftnr,t'hn publicatibr;
of the Anélésnediéion had ndﬁuyet been brought into a comprehen-
sive discussion of the cantigas. The ﬁif:t_Fhaptgr of thil‘fh;lil
serves to fill this need for a chronolo&ical study of Qarioul,
theo;ies q&out the rhythm of the caaﬁfgas. ot
During the p?eparation of the historical survey for the

fiygt chapter I noticed ¢t at‘two;lssues, the scribal knowl edge of

mensural notation, and the ralationsl&%/;f textual accents t$ th;

\v/ - musical rhythm, had not heen studied in ralationﬁ;o the cantigas.
- In the second chapter I.undertook suchig study with a sample of
five Eantigas, and % fou;d &hat the rhythmic notation gave -
. emphasis to speci fic words which_;ere importamt to the ndrr;tion‘
fhisfléd me to tfanscrdbe those five cantigas by reading the

‘%# notation as mensural notation without imposiﬁg a modai rhythm on N

. the melodies. - _ o -
x : S

&~ - The final chapter discusses iconographical evidence; °
treatises, athnomusicof@gical reasearch, and\recordings which

per formers may use in order to help creatg”a recognizably

e

& ‘ authentic style of per formance. In recordings 51 cantiggs,

b} g . musicians frequently resort to techniques based on the

»

per formances of epic songs by the Muwashshah enseshles of North
Africa, but there are-othérrgerformancn traditions, such as those

of Yugoslavia, or Spain and Portugal, which may be equally

:‘valuable for studx by per formers. 8ince this thesis is

intenﬁed as a pfeliminarj study to future rulonrcﬁ on the

Q

@ cantigas I conclude‘ with a discussion of some @vidence for .

ix R

N




future consideration. This evidence shows that the cantigas may

‘ have served as devotional inserts for ti’ae Latin liturgy on some

feast days'.
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CHAPTER ONE =~ -

-

A HISTORICAL SURVEY OF RESEARCH INTO THE RHYTHM

o OF THE CANTIGAS

Introduction

The Qantiggs de Santa Marfa form a collection of 423

thirteenth-century monophonic songs of Marian devotion with
texts in the Galician—Portuguese language. Miracles performed by
‘tho Virgin Mary form the main topics described in the texts and

every tenth poem is a Cantiga de Loor or song of praise to the

" Virgin. Presumably the cantigas were used in the liturgy during

Marian feasts) they were certainly used as narrative epic? at the
court of Alfonso X of Castile and Lefn who’'reigned frém 1252
until his death in 1284.<buring the reign of this monarch several
manuscripte containing the music and texts of these songs were
copied at the‘courfs in Toledo and Seville and the preservation

'

‘of these sources has given scholars and musicians access to one
of the largest, if not the largest; complete repertoires of
dqvotional medi eval monophoﬁy extant in both poetry and music.

Until now the most 1m;ortan;-aspects of research on the -
Cantigas have been the philological studies of the ‘text and the
interpretation of the rhythm. In spité'of the attention which has
been given to the issue of rhythm the theories developed thus far
do little justice to the narrative function of the cantigas

bccaggn they impose pr-concgived ideas such as rhythmic modes,

Arab rhythmic cycles or metric alternation on the transcriptions.

" Notwithstanding an abundance of source matarial,(studies which




ik
t@.

deal with other performance practice issues also fall shorts

historigﬂs,“eehnomusicologists, and performers seem to work in
isolation from each other, and hoqce, until now, there has been
no comprehensive approach to the study of performance practicé
problems in the cantigas. This thesis will present new evidence
?o show that the }hythmic notation IGYV;I to help purfo;mots
emphasize important words in the text. It will alsoc bring
together research by historians, ethnomusicologists, and per for-

mers in order to deal comprehensively with problems of instvumen—

tation, accompaniment style, vocal style, and tempo.

The three-volume edition which was published in stages
between 1942 and 1964 by the Spanish wmusicologist Higinio Angles
is the only complete ed;¥ion of the music of the cantigas.* This
compAehensive work represents Anglés’s attempt at finding a B
definsitive interpretation for the :;ythmic notation found in the
manyscripfs. His captivating literary style combines a discussion
of the rhythmic problems in the cantigas with elaborate descrip-
tions of many sources and personal anecdotes which reveal his -
strong emotional commitment to finding a correct sclution for the
rhythmic notation. Unfortunately|because of this style the thread
of his arguments is often hard to follow, and therefore the first

chapter of this thesis wiil present Anglés’ arguments in a

condensed form and will also describe the @fforts of othaer

‘scholars who addressed the issue of rhythm in the cantigas.

~




. 1. Philological studies and the first attemptj/:;/transrciption

“

The first research on the cantigas was done byqthe‘Spanish
linguist Marqués Ye Valmar,)who published a complete edition of
the texts in 1889. He had no knowledge of medi;vai music notation
so he dated the th;ee manuscript sources, Escorial T.j.1,
Escorial j.b.2, and the Codex Toledo, which are described ;n

“ page 6 of the presént work, according to the number of cantigas
‘in each. For haim the Codex Toledo, with a repertoire of{}%ﬁ
}jlkgngs, was tha_oldestfsourca. This repertoire would then exﬁand
x 'to 193 pieces in T.j.1 and finally to 402 cantigas in j.b.2.2
1»~‘: In order to maintain the original Ga{ician orthogr aphy whi;h
. Valmar had changed to modern Portuguese“spelling,‘walter
Mc@tmann qyblished a new editionn of the texts in 1959.3
( . ) In 1908 the first transcriptions of the music were published
:  'by Pierre Aubry in his collection of essays entitled "Iter’
« Hispanicum."* On the advice of his mentor Friedrich Ludwig he
used the rhythmic modal system of Notre Dame polyhpony to
. transcribe the cantigas into modern notation. Though he found it

unusual that the Codex Toledo had mainly brevis-semibrevis

notation whareas the presumably newer Escorial codices had the

- f”

older loaga—br.vil}notation, Aubry did not dispute the chronology
of the maancripts given by Valmar. He based his transcription on
MS T.j.1 because he felt that the notation of this source was the
most consistent with his ideas about modal rhythms in monophonaic
music."™

Like Aubry, the Spanish Arabist Julian Ribera believed that

‘: ) Valmar’s chronology was accurate in establishing the Codex Toledo




bod

as the oldest source and therefore he decided to use it as the
basis for his 1924 edition of the music of the éantiga;.‘ His
field of expertise, Arab language and literifure,*;ﬁ; his lack of
knowledge about EuroPaan musical palaography gave a strong bias
to his research; he became convinced the cantigas were origi&ally
Avab instrumental pieces in which the rhythm_followed the
repatitive patterns of the Arab rhythmicgiycles such as the
Hezej, the Ramel and the Takil.” Table 1-1 (see Appendix) shows
these cycles quether Qita the rhythmic mo&es of\Notre Dame
polyphony. If the rhythmic cycles and rhythmic modif are compar ed
it 1s ihmediately clear that Ribera’s argumants are not well
founded because the Arab cycles consist of a repetitive 5att}rn

of notes and rests without a method for indicating the length of

a phrase while the rhythmic modes combine rotes of varying

lengths into ordineg or phrases of specified lengths, with a

rest indicating the end of tﬁe phrase.®™ Ribera was so certain his
theory involving Arab rhyéhms produced a definitive solution of
the cantigqg' rhythm that he published a facsimile of the Codex
Toledo in bﬁich he “gorrected"”" the rhyth@ft symbols in accordance
with his own ideas. ‘:‘::\‘

last point especially brought on severe

criticiem first from Ludwig and later from Anglés.™

2. The Anglés Edition &3

The appear ance of beera's gdition in 1924 motivated Higinio
Anglés to undertake his own study of the cantigas. He disagreed
with the Arab theories held by Ribera and felt that a rhythmic

solution could be found within the traditions of European paleoc-




'graphy.t+® The monotony and poor proscdy which the strict modal

transcriptions by Aubry gave to the cantigas was equally

~ 3

troubling for Anglés because he believed that the cantiga 4

melodies had a distinctly Spanish character s{mifhr to that of

4

"Spanish folk-songs.

Early in his éareer as a musicologist Apglés.had made -many
transcriptions of songs gnd ballads sung by peasants and
villagek&xjrom various regions of Spain. The main feature of these
longETwas an alternation between duple and triple meter as is

seen in Example 1-1, taken from Anglés’'s own collection. The

o
-»

thirteenth-century scribes of the cantiga manuscripts

were, according to Anglés, trying to indicate the melodic and
rhythmic fluidity of Spanish traditional music and therefore
modern transcribers should not hesitate to move away from strict
modal rhythms. This problem 1s best illustrated by thj following
examples which compare a modal version of Cantiga 100 as
transcribed by Pierre Aubry (Example 1-2) with a duple-meter

ver sion given by Anglés (Example 1-3).

In 1924, after studying photographic reproductions of the
canéxga manuscrapts, Friedrach Lgdw1g agreed with Anglés’'s idea
that a mixed mode which alternates between patterns of several
modes might indeed exist in some cantigasw%ut he did not want to
go outside the established modal rhythmic Egtterns.** Angfé;“thgn

\
suggested that some cantigas might alternate duple and triple O N

N

A

meter and fall outside the modal patterns completely. This jgx

would create a me&%dxc and rhythmic fluidity similar to that of
’ I R |
Spanish traditional music and would solve many problems of I\ -




3

7/

p;osody with the text. Ludwig digagreed, restating his firm

opinion that the modal théory wasd, an objective "gcientific"

solution which had to be applied cbnsistently to both polyphony
‘e I3

and monody.'? However, by 1929 Ludwigphad agreed that some

cantigas could be transcribed more effe in duple time and

he provided a duple meter version of Cantiga 169. Anaims based
his ow:'transcription of this cantiga on Ludwig’s saxample,2®

In prebaring the complete edition of the cantigas'Anglts
used the three manuscript sources described below. A fourth
manuscript, Florerce B.N. sign. I} 4, 213, contains only the

texts and seems to have no relevance to a musical study of this
¥ . . -

repertoire.*= . &

Escorial T.j.1 (Ea)

This source contains 193 cantigas in mensural notaticong
the miniatures and illuminations are of high artistic
value. For each cantiga several or all strophes are
provided with music. M5 T. j.1 dates from the early part
of Alfonso’s rule, sometime between 257 and 1272.

The main rhythmic values are longa and brevis.:®

2

. . Escorial j.b.2Z. (Es2

_Escorial j.b.2 contains 402 cantigas and like T. j.1
has the longa and brevis as the main rhythmic values.
This is the best preserved source of the cantigas and it
was copied by a scribe named Juan Gonzal ez sometime
. between 1280 -and 1283 shortly before the death of
Al fonso X. Unlike the older source T.j.1, this manuscript
has the music only for the initial refrain, one strophe,
and a part of a refrain to indicate a repeat, however it
does provide the complete text of each cantiga.‘'*®

—

2
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Codex Toledo (To? (Madrid B.N. Mss. 10069)

” The Codex Toledo has 128 cantigas in brevis-semibrevis
notation without an adjustment of the plica, coniunctura
or the ligatures. For some melodies this source uses the
‘same transposition as T.j.1. Many variant readings and
clear differences in rhythmic notation led Anglés to
gpeculate that this manuscript was copied early in the
fourteenth century by an inexperienced scribe.®?

As the basis of his edition Anglés chose Escorial MS j.b.2

as his main source specifically bedpuse it contains the largest

number of cantigas and because, in his opimion, the mensural

1

notation is clear in spite of some inconsistencies in liga- ;

R

“tures.t® This manuscript does not appear to be a performing copy

bc;ause only one refrain and one ;erse are set to music; more
likély, it is a presentation copy intended to preserve as many
melodies as possible. Neveﬁ%héf;ss 1t would not be hard to use
this source for performance once the melodies have been memorized
because the text of the refrains 1s highlighted with red ink.*™

Anglés admits that he would have preferred to use MS_T.J.I as
his principal scurce because 1t seems to be the oldest of the
cantiga manuscripts and if has the most consistent mensural N
notation.®@ An advantage of this manuscript 1s that 1t provides
music for several or all strophes of a cantiga, thereby making it
an ideal per formance copy, but the major drawback for Anglés
seems to have been the 1nco;p1eteness of this source. This
manuscript contains only 193 of the 423 cantigas and therefore
it could not form the basis of a single sogrce edition which also
provides music for the largest number of cantigas.

The Codex Toledo is rejected by Anglés as a credible source

because 1ts scribe has reduced the longa-brevis notation common
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to the Escorial codices by half to read brevis-semibrevis without
adjusting the note values of the ligatures. Anglés uses the
brevis—-semibrevis notation of this manuscript to argue that it isa
a late solrce probably dating from the fourteenth c;htu?y.'* The
two Esco;;al codices generally have identical pitches for the
melodies. Nevé}theless it is interesting to note that a’fuu
éantigas appear a fourth lower in T.j.1, and the Toledo
manuscript always follows the transposition from T.j.1. This

observation led Anglés to conjecture that the codex Toledo was

, copied from T.Jj.1l.

In view of many variants between the Toledo and Escorial
?—

codices and given the evidence Uh(?h\:i::iltl that Toledo is a

late source, it is not hard to understa that Anglés had doubts
about its credibiliéy. There is however a distinct possibility
which is never mentioned. Both Toledo and T.j?i. could h;vn been
copied from an older source which is no longer extant. To support
this theory cone need only realize that there are ten cantigas
which appear'as unica in the Codex Toledo.®® Anglés does mnnt;on
this point but he draws no conclusions from it :ecause of his
determination to reject the credibility of the Codex Toledo.
As such he was the first scholar to deny the previously
expressed opinions of Valmar and Ribera who both believed that )
Toledo was the oldest source.-

A major problem with the Anglés edition is that the .
arguments for the i1nterpretation of gpecific rhythmic symbols are

$
vague. In the third volume of the edition he provides a catalogue

of rhythmic patterns and shows in which cantigas the patterns

8




occur but these charts only rgfer to his interpretation and they
do not help to explain to the reader why a specifit transcribtipn
wll‘UIld.’“ Anglés himself claims that he used variants in
notation of the fame cantiga in the two:Escorial manuscripts or
variants cobserved when a refrain is ;epeated to determine the

rhythmic meaning of various symbols.®** To illustrate his working

‘‘method a group of variant rhythmic figures from certain cantigas

" found in both Escorial codices are shown in Table 1-2, together

with tﬁe interpretation Anglés derives from these symbols.
However, Table 1-3 shows symbols which Angleés had to interpret
without the possibility of cross-referencing to a melodic repeat
or ; variant notation in the &égar codex. He seems to have

interpreted the symbols in Table {-3 by analogy to some symbols

" found in Table 1-2 but only two of the four symbols in Table 1-3

also appear in Table 1-2. The interpretations for the remaining
two figures in Table 1;3 are not explainéd. Precisely at this
°poiﬁ¥ Anglés’ line of thought becomes hard to follow because a
reader who examines the original rhythmic symbols which Angleés
places above his transcriptions will find that the two Escorial
codices often have identical notation, and that melodic repeats
within one cantiga rarely show variants. It seems that the crosa-
’

references, which are vital to Anglés' arguments, are much léss i
useful than the reader is led to believe.

The problems with Angleés’ method now become clear. Table
1-2 shows that, for the i1ndicated symbols, only 12 o;t of 423
cantigas allow a scholar to give any rhythmic interpretation

——
based on cross-references. Table 1-3 then shows that deductions

*
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. %I% can be made for only two more cantigas by aﬁalogy to symbols
' ¥
from Table 1~-2. By i @ry nature this approach implies that for
T " those cantigas in Table 1-2 the différéhcel@n notation represents

two versions of the same rhythm and not rhythmic or meloedic

variants. This pdint is never considered Sy Anglés because it

would jeopardize his attempt to create a definitive transcription
of the cantigas. Using the small amount of evidence just
described, Anglés proceeds to transcribe all of the cantigas. It

has to be admitted that the transcriptions are musically effect-

ivﬁ, nevertheless the following two examples will point cut some

a -

typifal inconsistencies,

*» : —e

In Cantigas 2 and 11 he gives di fferent transcriptions for

N the same ligatura quaternaria cum opbositg Qngnrigtggj (mar ked
%ﬂk s Png® in Examples 1-4 and 1-5). In the case of Cantiga 11 he

itnterprets the rhyth% as two eighth notes followed by two

Quarters, which is alschbe proper Franconian transcription."

He then confuses the reader by kbagésting in the critical

commenta;y that &N alternative reading of four eighth notes would
~work in all cases:exCepé in the third maasare of the second line,
- where he insists that the Franconian ;eadiéb must‘5¢~main—

tained.®® He does not explain why he offers the alternative_

reading nor does he give reasons for ingisting on the one

- excepyion. - . .’ .
Angl és creatqﬁ similar confusion when he dual&;with Cantiga
2. Here the very same ligature is always interpreted as a group
of *our eighth—-notes. The only reason given is that a proper

o , -‘Franconian transcription of the ligature would cause the melody
[N - 5
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4 - , ‘ , :
to "loose all its charm.” j:é?his case, as in several others,

Anglés provides a folk melody (Example 1-6) which he feels_ has

=

some similf?ity with the cantig nder discussion.?” These

similarities are usually vague and they®#do not help to prove

/
1

v vanything "about the rhythmic transcription of a specifﬁc cantiga.

R4

- Anglés clazms to resolve many of these incénsistencies in
the intcrpmetat:on of the ligatures with his rhythm1c theory
based on the alternation of duple and-triple meter in Spanish
folk-songs. In the critical commentaiy Angl és makes references to

specific folk-songs such as Example 1-6 or he makes descriptive

comments such as "a melody of very popular character” fo; Cantiga

2, "Q typical cantiga mé}ody with an undertone of popular song”

for Cantiga 11, "a very'tra@itional and very elegant melody" for
‘: Cantiga 24 (éxample”l—?) and for Cantiqf 100, "a typicalﬁcantig@

melody in a popular vein."2® Since the alternation of meters was

' ‘ ¥
-an integral part of Spanish popular music and the cantigas were,

according to Anglés, often written in a popular style he found it

[ LY

reagonable to suspect some form of alternating rhythm in the

&antigas. He proceeded to formulate a.theory based on mixed modes
and combinations of modes with non modal duple or triple rhythms.
The main points of this theory are as follows:

~j 1. Many cantiéas have a modal rhythm but there are
- _some in triple meter which are not strictly modal.

2. Some cantigas have mixed modal rhythms. This seems
to be an influence from traditional music.

- 3. Some melodies are in duple meter. This proves some

y o of Riemann’s theories but he was much too rigid in
e applying then. >
‘ 7
04 - J . g .
. -
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4. Other melodies combine duple and triple meter in a

P . Manner very common gn'prgish popular song.
}Q 5. There are sevaral sourgas for the melodies. Some
- - ' are inspired by Gregorian chant. Othears have their
: roots in popular songs. There arms also.new compo-
- sitions by Al fonso and the troubadours at his . .
) court. s .
3
6. Groups of more than three notes should not be
- forced into the time of one quarter note beat.
4 7. The plica has the value of a real note and>is not
. - a melodic ornament. =*
. Table 1-2 will now become useful as an aid in the discussion
of these seven conclusions. The shapes of the notes and ligatures
are ‘very close to those found in Franconian notation BHE‘Q;Q‘?al
- differences show that Spanish scribes had davelopped their own
form of transitional notation between square and Francoﬁian”
forms.®® Variants in ligatures for the same cantiga in the two
@E& Escorial codices <Tab1; 1-2, 88, 175> were considered proof that
the ligatures were not related to modal rhythms.®t Special fornms
such’ as double-note figures and the use of two vertical strokes
~to indicate a ternary value (Table 1-2, 47, 193, B89, 11€) show that
— .

scribes clearly wanted fo distinguish between duple and triple
‘meters. Examples such as those from the Prologue and cantigas €9,
3, 7, 88 and 115 (Table 1-~2) convinced Ang}éé that the plica had a
definite value equal to half the ﬁain note, and that it should

-~ ' 1 not be considered am ornament but a form of shorthand to spead

the copying process; 22

-

The high degree of subtlety in the notation led Anglts to
‘ develop his theofy of mixed modes and alternating rhythms based
.on his understanding of Spanish folklore. In the critical

o
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commentary for each cantiga he classifies its rhythm according to-
these theories. The cantigas which have been mentioned as .
examples™ (Examples 1-3,4,5,7) have been given the

following classification:

\

no. 100 -duple rhythm.

no., 2 -mixed modal }hythm of first and second
modes combined with duple time.

no. 11 -mixed rhythm of second and first modes
’ alternating with duple time.

no.24 ~trochaic rhythm of first mode alternating
with duple time.®3

In returpning now to theiﬁroblem of insonsistency in ligature

transcription which was raised in a discussion of Examples 1-4

~and 1-5 it is now apparent that this matter may be seen in a new

light. It seems that adherence toc a theory of mixed modes and
alternating mete}g was more important for Anglés than consistency

in transcription., Later criticism by Jack Sage and David Wulstan
- « ’

will address this problem.

3. Research by other scholars 0

After the publication of the Anglés transcriptions in 1943
the phiiologist Hans Spanke and the musicologist Maurius Schnei-
der, did research to support the theories of'Anglés an; refu£e
those of Ribera. Spanke made a detailed study of the poetic forms

f'tge cantigas and found that the overwhelnming majority had a '
structure similar to that of a virelai (AbggA).°4 He then goes on
to point out a flaw in Ribera’s arguments. In an attempt to show

that the Arab zajal is identical to the vifelai in metric

\\ ‘- 13 -
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structure, Ribera also equated the musical form of the virelai

%o the zajal. An inversion of logic then takes place as Ribera

&)

- considers th% virelai structures in the cantigas as zajals whicﬁ
must have an Arab melody and hence an Arab rhythm,o® Spanke tra-
ces- the development of the virelai to elevuntz-century French

-troubadours and shows that this connection to French and Proven-
- cal poets refutes any Arab theory because the t;6ubadours knaw
Latin poétry but no Arabic literature.>® )
Mauri?§ Schneider. did a comparisocn of melodic types foun& in
Arab, Beéerber, and Spanish musi&Z'He shows in his study that
there are manyrsimilarities between Angles’ cantiga transcrip-
tions and songs from all Spanish provinces. Fh;sc s{ﬁiiafitins
include the frequent changes in meter which were also used by
Anglés.®? His research led haim to conclude that there is very
:@ little specific Arab influence in Spanish traditional music and
fhose elements which are common to Spanish an& Berber music are
generally Mediéerranean but not Arab.®® Arab forms of song have
no direct counterparts in Spanish music and to emphasize this )

; o point the Arabs used the term al musigiv al Andaluciva to

distinguish Berber and Spanish songs from their own music which
had.its roots in Persia.?®®
The most detailed criticism of the Apglés edition may be

B - found in Jack Sage’s article on the cantigas for the New Qrove
Qi;tigéarg. Sage believes that in comparison with Ribera, Angits
has provided the mo;t reliable transcriptions but he feels that
_Anglés was wrong to consider the ca;tiga notation as distinct or
more refined than other forms of European monophonic notation.

0 o \ S
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Furthermore Sage claims that Anglés resorted to subjective
cri;cria when he transcribed the pieces in a system of mixed
modes and changing meters reflected in Spanish folksongs.+°

"In order to strengthen his case Sag; quobeé a list drawn up
by Anglés to show the origin of those cantiga melodies uh;ch
also apﬁear in other sources, and points out th;t none of
these are of Spanish provenance.“* There are however some
probl ems §urrounding Angleés’ caﬁpilation of this list. Of the
eleven cantigas to whiéh Anglés claims to have feund the source

»

only three have scurces that can be traced.(Table 1-4). The

N

remaining eight cantigas are presumably related to certain

~

Eggdéggx from Gennrich’s collection but on closéyexamination all

of these attributions are dubious at best. Nevertheless the point

"remains that the three cantigas of traceable provenance are all

from non-Spanish sources.*? In this respect it is alsoc note—
worthy, as éage mentions, that events cutside Spain figure promi-

nently in the texts of the cantigas.>Near1y 100 of the songs deal

with settings in France, Italy, and England. For thie reason Sage

objects to the many vague references Angleés makes to Spanish

folksongs and he refutes Anglés' reliance on rhythmic styles

based on Spanish folklore.*® While Sage does agree that Anglés
was correct in discrediting Ribera's transcriptions, he neverthe-
less feels that Ribera’s arguments for the Islamic nature of the
music are tempting because Sage, like Ribera, considers the
poetic form mainly that of the zajal .=+

The most receﬂ&\:esearchninto the‘;hY%hm of the céntigas has

been done by David Wulstan; o is preparing a new edition of

’

15




o

these songs. He does not dispute Anglés’ idea that the notation
stems from a European scribal tradition and has no link to Ar ab
mustc} however he takes issue wi;h the way Anglés treats the
ligatures because the scribes can be shown to have made recurring

errors. His ideas -are summarized in the following points.
\’

1. The scribes make regular and identifiable errors
and therefore they should not be taken too
literally.

2. Some cantigas are in modal rhythm but there are
‘ . other patterns:such as:

i)modal equivalents such as short raecurring
patterns

¢ iidmore complex bar-by-bar patterns which are
compounds of those described under i)

1ii)phrase-by-phrase patterns, not necesarilly
repeated at once.

3. The patterns fdentifiabie under 2) allow some headway
- to be made under 1). '

4. The scribal practice goes against Van der Werf and
his idea of *declamatory rhythm.' The rhythmic pat-—
terns were more complex than is generally
imagined.*® s

The remar ks about Van der Werf refer to his idea that
1

monophonac chansons of the Troubadour and Trouvére rape;toira

should be sung in a declamatory rhythm which follows.the strong

and weak accents of the text.*® In this sense Wulstan and Angles

agree that the cantigas have a_ rhythm which is not related to
poetic meter. The rhythmic subtleties found in the Eantiga
manuscripts are far greater than those found in other monophbnic

- ( | )
chansonniers of the time. Anglés suspected most of the scribes of

" the Troubadour and Trouvére melodies were litérary, with

16




some knowledge of Gregorian notation but no experience/in
mensural notation.
All of the criticism which the Anglés edition has received .

until now has focused on the interpretation of the Ahythm but it

has not yet been pointed ocut that the absence of a complete text
for each cantiga is a serious shortcoming. Anglés set cut to gake
a "scientific" edition of MS. j.b.2 which followed the original

as closely as possible by providing only the music and underlai

.text of the cpening refrain, the first strbphe, and the beginning

of the next refrain.=® The manuscript then gives the texts of all
cther strophes of a cantiga and a short_incipit to indicate
repeats of refrains. Unfortunately Anglés, whose major concern
as to transcribe the music, did not provide this further text
which is crucial to a per former because each'ﬁant1ga contains a
continucus and complete narrative. This lack of a complete

5

text seems to have caused at least one penjqrming ensembl e t?
record several cantigas exactly as they apé;ar in the Anglés
edition without repeating a melody for extra strophes and
rnfrﬁins (A&rium Musicae).*® It is an unnecessary error because
two scholarly editions of the cantiga texts are available.
This historical survey of research intoc the rhythm of the
cantigas has shown that the scholars who addressed this 1ssue
have based their theories solely on a study of the cantiga
manuscripté. In the next chapter I would like to extrapclate
a4 new apprcocach to the problem of rhythmic notation in the
cantigas from a study of two other European monuscripts of the

.

Thirteenth Century because such a study will raise two new

17
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issues; scribal knowl edge of mensural notation, and the
—~—"

relationship of poetic accents to musical accents in the

cantigas.

18
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CHAPTER TWO

NEW ASPECTS OF RESEARCH INTO THE RHYTHM OF THE CANTEGAS

o | 1. The need for a new approach -

- - J
For a study of'the Chansonpier Cangeé, which was compiled at

ipproximatnly the same tinme as the Escorial codices, the French

musicologist Jean Beck developed a technique to study the
relationship of poetic meter to musical rhythm, and he also
raised the issue 5} t scribal knowledge about mensural
notation.®* Neither Beck's technique nor his ideas about the

. scribes have beeﬁ'studied in relation to the cantigas, though
Anglés did seek the help of the Romance scholar Hans Spanke for a
general study of boetlc meter, a study—wh1ch does not touch on
the points discusged by Beck. While it is not within the scope of
this thesis to present neQ transcriptions of all cantigas, 4his

chaptaer will study a sample of five cantias using Beck'’s method

and it will also present transcriptions of those five.

2. Sc51ba1 knowleQQE of mensural notation -

A

-In a study of music 1n Galicia, Joseé Lopez-Calo touches
briefly on the cantigas to give evidence of the work of church-
trained scrihes by explaining tha€ 1t was rare for poets of
secular literature to obtain musically notated versions of their
poems.? To support this claim he éoxnts to the repertoire of 510

Cantigas de Amigo representing the work of BB Galician poetsj of

these only six poems, all written by Martin Codax, survive with
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music. The situation seems to be similar for the poems of the

French TroubaQours and Trouveéres.What is indeed surprising {l the
fact that the overwhelming majority of Cantigas de Santa Marf{a
surv%ve with their music, while none of the secular poetry

written by Al-fonso X during the years that the Escorial codices
were compiled survives with music. According to Lopoz-Qalo this
would indicate that whenever a cantiga or a Troubadour song
appears with music, a scribe who was trained as aw;hurch musician
was iqvolved. The church should be seen as the major ‘source of g
music notation, even in collections of secular poetry.? A

specific example relevant to this discussion was also mentioned

by Jean Beck in his edition of the Chansonpjer Cangé. The text
scribe of this French manuscript was most likely a cl{ric who, in
copying texts from other sources, carefully removed caths and
changed passages of blasphemy.”
) As these opinions by Beck and Lopez-Calo show, it is

relatively easy to make conjectures about the church affiliations
N

-

of scribes. It is much harder to prove that a specific scribe had
any knowledge of rhythmic notation and this will requiye the
- \

following detailed explanation about scribal practice in both the

Manuscrit du Roi and the Chansonnier cange. fhis digression

will also help to show how the issue of scribal knowl edge aSout

mensural notation relates to a study of the cantigas.

The Manuscrit du Ro: is a collection of manuscripts compiled

in the years between 1254 and 127D,lwhichrinc1udas the Mpnuserit

de Charles d'Apjou and the Manuscrit du Roji de Navarre.® Generally

the notation uses only the longa with few ligatures ‘o it is

24




¥
impossible to datermine the rhythm of the chansons; if the scribe

knew any mensural notation it would not be unreasonable to find
;hythms indicated for songs by poets who were active during

the period in which the manuscript was assembled. This,khowever o
is not the case. The songs "Amours m’est a cuer entrée" and "He!
Gilebert” (fol. B8) both by Henri 1II, Duke of Brabant, who w
reigned from 1247 to 1261, and the song "Si con l’aigue suffre"
by Jordan de Bondel, who was active during the last half of the

r
Thirteenth Century, all. appear without any indication of rhythm.

Thase songs are written in the same longa notation as those by

poets such as Wil Li Viniers (1190-12435) and “Me'Sirg_Quenes,“
who died before 1221.¢ |

Thus far the evidence suggests that the scribes of the chan-
sONs descrised above either had no knowledge of mensural notation,‘
or was unavare of the rhythm of a particular song, and tﬁere?ore
used a neutral longa notation. The fascinating aspect of this
manuscript is that there are a few interpolations by other scribes
and these 1nterpolationg show rhygghié notation.

The music for "De la pluz douce amour” by Blondiaus, who was
activg during the middle of the Thirteenth Century was entered by
a df}}erent scribe and it clearly ghows the trochaic rhythm of
the first mode with longas, breves, and ligatures with
indic’tions of perfection and propriety.?” The same is true for
thc‘dgng "Amours m’ont si ense{gné" by Gios de Digon and the lai
"Ki de bons est" by Charles d'Anjou. Both pieces were writé;n by
poets active during the middle of the Thirteenth Century and.
had their music entered later by a scribe who indicated

~
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rhyfhm using longas, breves_and c.o.p. ligatures.® Thnsc‘rhythmsc
indicat{;ns by later scribes might indicate that specific songs
may have been notated by scribes who knew the songs, and this
does no; seem unreasonable because the poeéé mentioned thus far
were all active during the time in which the manuscript was
being copied. .

There are however two other entries in the Manuscrit dyu Roi
which raise some concern. "Cancon ferai molt marais" by Gauthier
dg barbies, who died shprtly after 1236 and "GQuant 1? temps g
reQ;rdoie" by Gace Brule, who was born in 1139 and who remained
active until 1212 have both been entered in mensural notation
by a scribe active around 1260.® It is not clear why specifically
these two pieces appear w;th rhythmic notation entered in a
foreigh hand while many poems by Trouveres of the same time were
hotated without rhythm by the main scribe of the Qgﬁu:cript.
Given this evidence,it is not difficult to create a scenario in |
which the main scribe left the music notation of certain songs
to a colleague who knew the rhythm of those pieces..

The Chansonnier Cangé, which was copied during the second half
of the Thirteenth Century, most likely before 1272, poses similar
problems for research into scribal practice.*® This manuscript
shows much more uniformity in copying than the UQﬂgggzii_nu_BQL‘
bquuse the m&éic of all songs has been entered by one scribe \ '

who consistently notated rhythms using longas, breves and c.o.p. __

H

ligatureg. Some of the songs have iven besn transposed in compa~

rison to older sources; the skill at transposition and the use of

rhythmic notation would, according to Beck, attest the good
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musical education of the sc;ibe.‘* Whether the scraibe knew the
rhythms of the songs, or whether he imposedehxs own rhythms, is
unclear since the songs date anywhere from 20 to 100 years befong
the compilation of the manuscript. Beck 5ointé cut that the

scribe must have had some familiarity with the poems because, in
order to facilitate the reading of the text-note relationshiﬁ, he
often added words which had been omitted by the text scribe. 2 If .
he knew the poems well encugh to be able to complete misgsing text
he might well have known the music but there is as of yet no
evidence to support such a theory.

The evidencé%bathered here refutes the theor;'Anglés held
about the scribes of French manuscripts compiled at the same- time
as the Escorial codice;. He felt that only the scribes of the
cantiga manuscripts were trained in mensural notati;n while the
Iscribes of éil other manuicr%pts ofcmonophonic mus?c were
literary c:ibes who had at best a knowledge of chant notation
but not of mensural notation.*® The study of these two French
sources reveals‘that thelproblem of notation is not a simple
issue of'knowleage or ignorance about mens&ral notation, but that
.it is a camblex problem in which 'the scribe’s knowledge of the
rhythm of a particular song, and his ability té compose a rhythm
for songs previzably notatggdudthouy rhythm are important factors.

The Escorial codices pose Yewer problem%rwhen it comes to
the issue of scribes and their knowledge of rhythmic notation.
The largest manuscript, MS j.b. 2, displays a great deal of

uniformity in copying, there are no entries in foreign hands, and

the name of the scribe is known. The manuscript itself provides
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evidence to show that the scribe was working in an'unvironm.nt in
which the caniigas were familiar. A miniature on jolio 29 has the
King in the center holding a book. On the right side of the
pizfure there are four clerics of whom one holds a book and the
one seated closest to the kindﬂholds a roll of parchment .in his
left hand and a feather or other writing implement in his right
hand. The two other clerics in this frame could possibly be
singers as Angles suggests.!* On the left of the picture are four
persons 1n secular dress who could also possibly be singers. At

the extreme left and right of this miniature several
g

- instrumentalists are depicted.

It is very hard to maké judgements on the nature of a scribe’s

work based on this miniature alone, but help xn‘intarpreting this
miniature may be found in the other Escorial codex. An illustra-
tién on MS T. j.1 folio 4 shows the king ;dld1ng & copy of the
Prologue, and with him there are six pecple, of whom four hold
pieces of parchment. Anglés says they are all singers but some

could equally well be scribes.?*®™ On the next folic (Fol. Q)ftherl

is a more elaborate miniature which shows the King dictating to

ktwo ctlerics seated on the floor. At one side there are three secu-

lar instrumentalists and on the other side four.clerics aid the.

King with a book.*®

v - ="

What all of these miniatures have in common 1s the depic~—

‘t{on of a team effort in comprlinb'the cantiga manuscripts. The

"illustrations all emphasize the presence of singers and instrumen-

talists together with the scribes. This makes it veryglikely that

the scribe became aware of-the rhythm of a particula( piece by
' Is 4
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hearing it per formed at the court of ﬁlfonso. Since rhythm?c
notation has hsen fowhd in all cantiga manuscripts and there are
no older sources extént which contain the music to the cantigas
in a non-rhythmic notation there is no evidence to suyggest that a
scriba imposed rhythm oh music he had never heard in performance.
In this sense‘the‘origin of the rhythm‘of the cantigas is much
l;ss vague than the origin of the rhythm in the French
manuscripts which were discussed earlier.

»

3. The relation of poetic meter and tonic accent to

>

musical rhythm in French and Latin sources

As an aid in the transérfption of the Trouvere chansons of
the Chansonnier Cange, Beck made a detailed study of poetic meter
and accentuation, and the relation of these two elements to the
musical rhythm. He shows that Classical Latin poetry has always
sacrificed the etymological or tonic ;ccent in favour of metric
continuity. He defines poetry uf this nature aslgoésie etrique,
which is clearly different from poésie rythmique in which
importance is given to tke number of syllables in cne verse.?

" Beck studied tropes from the MS Las Huelgas'® so that he
could compare the segtings of-Latin poetry during the twel fth
century with the settings of French chansons of the late tweifth
and early thirteenth centuries. In the settings of the Latin
tropes, in which the poets strove to imitate the classical metric
varse, h-'foundwzcry few conflicts between the tonic accent and

»

the accents of the musical rhythm. Specifically, in the trope:

Verbum patris hodige ¢(fol. 25) he found that there are only six

29




Y

‘musical rhythm and that in Hﬁs second example 3.8%5 percent are

they allow any differentiation between strong and weak syl-

-+

conflicts in a group of sixty accents and in the t?opo

Egnedigamgg Qg ne Cum ¢antico (fol. 21) he found only
one ‘conflict in a group of 26 accents.*’ This means that in his

first example 10 percent of the accents are in conflict with the

in conflict. It should be pointed out that throughout his study

Beck only counted accents in multi-syllable words because only

lables. He alsoc avoids counting the final syllable of a rhyme
because he noticed that it always fell on a rhythmically
emphasized beat.2°

From this study Beck concluded that he had been too rigid
in applying the theory of modal rhythms which admitiéd only a
ternary first, second, or third mode. He found that bina?y mea—

sures of two quarter notes were much more common than the ternary

dactylic rhythm usually employed for the third mode. He then rea-

soned that only theorists and composers of polyphony needed a

ternary third mode because it had to be combined with the_othar
modes which were also ternary. Beck points to statements by
MedieQal theorists to show that there was no unanimity about the
binary or ternary value of the longa among the early writers on
mensural notation but he negleEts to mention tﬁat these
statements refer only to polyphonic music,®?

By the end of the twel fth century the tight relation of tcxt
accent to musicallaccent in both the French and“L;fin repertoires N

wa§ no longer observed by composers. Beck gives specific examples

to show that many conflicts between musical rhythm and tonic
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accent exist in the Trouvare chansons of the Chansonnier Cange,

arid he concludes that by 1200 musical rhythm and tonic accents in
poetry had become completely independent of each other.==
Beck illustrates his discussion with the following twa

examples. In the song Ay besoing voit on 1'aussi he finds 9 con- _

flicts inga group of 12 accents (75 % are 1n conflict) and in the
song Dame ¢iz, vostre fins ausis there areulz conflicts in a
group of 2% accents (41 % in conflict).®2 It is immediately
evident that the percentage of c;nflicts is much higher for these
French chansons than for the Latinrrepeftoire described earlier,
and this supports Beck’s thecory that the musical rhythm and the
tonic accents had become independent in the'?rench chansons.

The study’;xmgeck unfortunately contains one flaw which has to
be correcited before the method can be used to study the poetry and
and music of the cantigas. Beck compares the tonic accents of the
poetry with the musical rhythm after he has transcribed the music-
into modern notation. It would be more useful 1f we compare the
accents in the poetry with the longas, Breves, and ligatures of
the original notation and it is 1n this new way that Beck’s -
method will be used to study the cantigas.

For the cantigas this study will reveal 1f the notation used

.

4

by the Spanish scribes could have been i1ntended to follow the
accentuation of the text. If however, the musical rhythm is 1nde-
pendent of textual accents the notation will have to be transcribed
carefully 1n order to avoid the danger of imposing a preconceived
notion such as Anglés's theory of alternating meters or an overly

rigid use of modal rhythms when the notation may indicate otherwise.
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4, The relation of tonic accent to musical rhythm

in the cantigas

There is very little information to help scholars determine
the rules which the Gdlician—Portuguese poets considered impor-
tant in writing their verse. The only survaiving deocument which

gives,any4insight 15 a short treatise found at the end of the

Cancioneiro da Biblioteca Nacional copied in the late Fifteenth

or early Sixteenth Century. The treatise itself i1s known as
Poetica fragmentaria, and dates from the Fourteenth Century. It
is a prescriptive didactic work from the time when Galician-Portu-
guese poetry was already in decline. Most likely, the Ppética was
mcdelled on Las Leys d'Amors, a Provéngal treatise of 1356, which
deals with Troubadour poetry.®<

From a study of this treatise and from an examination of the

Cantigas d’Amige, linguist José Joaquim Nunes determined that

adherence to verse lengths of a predetermined number of
syllables was the most important characteristic of Galician
poetry.2® In Beck's terminology Galician verse would be con-

sidered rhythmic poetry.

}

The Pogtica fragmentaria categorizes poems according to the

number of syllables in each verse, and later it will be shown
that some of these categories are represented in the cantigas.

The categories are as follows:

+

redondilha menor -a five-syllable verse with the pre-
dominant accent on the fifth syl-
lable and secondary accents on the
second or third. -
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v erfico gquebrado -a six-syllable verse with an accent
on the final syllable, and othersg
possible on 2, 3, or 4.

redondilha maior -a seven-syllable verse; 1t has the
same accentuation as the herdaco

¥ quebrado.
octossf{labos ~an eight-syllable line with accents on

the last syllable and on 2, 3, or 4,
(accents o\ 3, 4, or 5 and 8 for a
verse with' a feminine ending).

- dez s{1abcs -a ten—syllable verse with accents on 9
or 10 and §, with secondary accents on
3 or 4,26

»

It should be noted here that the last syllable of a feminine
ending 1s never 1ncluded i1n the syllable count by the Galician

~B
pcets.2”

To make an effective study of the relationship between the<
tonic accents and the musical rhythm 1t 1s important to avoid the
inconclusive statistics which Anglés used to show %hat the rhythm
is 1ndependent of the poetic accents., He does show that thevre 1s
no relation between the number of syllables i1n a verse and the
type of rhythmic modes or combination of meters he uses i1n tran-
scription but his conclusions remain vague because he does not
study the accentuation pattern 1n each song and he bases his
arguments an the rhythms he has i1mposed thrcough nis thecory of
mixed modes and alternating meters.=9

Fpr this study the Proleogue, and Cantigas 1, 2, 83, and 100
have been chasen becausegthey provide examples of various vé}se
lengths and different rhythms. In each case the first stanza, the
only one with music 1n M8 ).b. 2, was transcribed in a diplomatic
style so that the original symbols such as longas, breves, liga-

au

33




tures and double~ncte figures could still be distinguished. The

2

s

text was then underlaid. To make the relationship between the

¢

structure of the poem and the structure of the melody easy to
perceive the underlay of the text was done in such a way that one
line of music corresponds to one verse of the poem.

-~ ’ It has already been pointed out that Galician poetr} is
rhythmic poetry which does not have a fixed meter, and therefore
the only accents w;ich can be studied are the tonic or etymolo-
gical accents. This means that the study 18 limited to multi-
1syllabl-e words because onlx those words allow one to perceive a

" di fference between strong and weak accents. To enable a compari-~-
son between this study and Beck's research on the relationship of

tonic accent to musical rhythm the syllables must bhe counted

using Beck's principle; this means omitting rhyme syllables, both

6A

masculine and feminine, from the syllable count. Such a method of
counting syllables would i1ndeed be appropriate for the cantigas
because the Spanish musicians, like their French counterparts
g studied by Beck, have followed the principle of placing the rhyme
syllables on a rhythmically emphasized beat. Example 2-1 shous

,/ the Prologue 1n the diplomatic transcription with the weak and
strong syllables marked 1n the text.

An analysis of the relationship dq accents.to rhythmic sym-—

bols 1s provided 1n Table 2-1. It shows the total number of

levant accented syllables (from multi-syllable words) and it

shows the number of weak and strong accents. Then for each
category of accents, the table shows how many fall on a breve or

plicated breve, and how many fall on a longa or the equivalent

=
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double-ncte figure or ligatures. A conflict in accentuation is
defined as a discrepancy between a tonic accent and 1ts corres-—
ponding rhythmic symbcl; 1.e. a weak accent falling on a lonpa or
a strong acc;nt falling on a breve, and éhe number of conflicts
is given as a percentage of the total number of accents which
were counted. Far the five cantigas i; this study the results of
these analyses are found in Table 2-1.

A comparison of the percentages of canflicts shows that all
cantigas under study have many more conflicts 1n accentuation
than the tropes from the MS Las Huelgas, which Beck considered
good examples of a 7ery close relationship between muszcaltrhythm
and poetaic accents. It 1s also clear that with the exception of
Cantiga 100 all of the percentages of conflict fall within the
41%-75% range given by Beck 1n his study of the Chanscnnier Cange.
This would 1ndicate that for most of the cantigas in this study
the rhythm seems to be independent of the tonic accentuation. As
an example of statistics which include the rhyme syllables i1n the
count, Table 2Jé shows that, speci fically for Cantiga 2, the
inclusion of rhyme syllables will considerably lower the percen-
tage of conflicts bhecause the musical rhythm at tﬁe end of each
phrase corresponds to thé tonic accentuation of the rhyme word.
The tonic accents for the extra syllables which were counted for
Table 2-2 have been placed below rather than above the text 1n
Example 2~3. Only in cantigas where the rhyme syllables are
fﬁequent y part of multi-syllable words, will the percentage of
conflicsg\be\igwﬁced as drastically as in Cantiga 2. ;

It should also be noted that three of the five cantigas fit
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into the patterns mentioned by the Pgética fragmentaria. The Pro-

logue 1s a dez sflabos poem, and Cantigas 2 and 83 both fit the

redondilha maior pattern. It 1s impossible to determine from thiw

sample of fzvé'cantxéas if, 1n general, cantigas which fall
outside these patterns have a higher or a lowar pearcentage of
conflicts than those which conform to the patterns, because
Cantiga 1| with a syllable scheme 86 866 866 86 has more
conflicts (70.8%Z) than any other cantiga in this study, wh;ﬂw
Cantiga 100 with a syllable scheme of 4 4 4 6 88688 44 46
has the least number of conflicts -(35.3%). )

The premise that the musical rhythm is independent of the
accentuation is an important one, but a more detailed exami-~

s

nation &f Example 2-1 reveals that the stafistics do not give the
complete picture of the complicateé,reiationship between the

poetry and the musical rhythm of the gantigas. In translation the
first é;o verses of the Prologue (Example 2-1) say “"Since Qriting

verse 1s a matter which requires understanding of those who do

it..." The notation shows that the important words "Pgrque,*

“trobar," "cousa," "entendimento," and "gueno," which refer to
"Since," "wraiting wverse," "a matter," "understanding," and "those..

who" respectively, are given rhythmic emphasis by combinaticns ofm
longas, ligatures, and plicated notes. This emphasis on the ~
meaning of the words 1s continued 1n the same manner throughout
the pocem and the accents marked in Example 2-1 show that 1n some

cases such as the words "c¢ousa,” "poren," "gueno,” "d'aver,*”

“vazon," and "dizer" the rhythm of the music conflicts with the

tonic accents presumably to create this emphasis. In Cantiga 1

/T
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(Example 2-2) the words Sennor' onrrada, (honoured Lady) beeyta,

(blessed) sagrada, (sacred) and perlongada (prolonged) are also
emphasized, as are the words Muito devemos (We owe much) which

opan Cantiga 2, (Example 2-3). Again, the accents pléced over: the
syllables help to illustrate that in some cases the tonic i
accents of the words were sacrificed in favour of a rhythmic
emphasis to show their 1mportanEe in the narrative. Many more
examples may be found throughout the entire cantiga repertoire.
The relationship between the text and the music is made even
more complicated because the thematic and rhythmic patterns which
emphasize the important words are grodped into clear phrases that
give a strong character to each cantiga. It is precisely
because of this strong character that discrepancies between the

tonic accents and the musical rhythm are hardly noticed

.

by the listener.2?®

The complex relationship“¥of music and poetry which has been
reveal ed in\th1s study helps to refute Anglés’s theory that the
music of the cantigas has 1ts roots 1n Spanish folklore. The folk-
songs which were used by Anglés to develop his theory)of
alternating meters had a very simple syllabic relationship between
music and text. (Examples 1-1, 1-6&). As the examples of
this study show, the cantigas are never set strictly syllabically
and therefore 1t is unlikely that ei1ther the poetry or the music
have any connection to the Spanish folk-songs which Anglés used
to develop his rhythmic theory. The subtlety of the musical

settings seems to 1ndicate that they were made by one or more

highly educated musicians at the court of Al fonso. Therefore
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there is no reason to use a theory which i€ hased %P modern

@ Spanish folklore to transcribe the cantigas, and the notation

should speag for itself as much as possible.

- 5. Transcribing the Cantigas

-

=

d) General remarks on the notation

A
i

‘ The source which is used for the transcriptions presented
in this chapter-is the 'cocdex Escorial MS j.b. 2 iﬁ:tho facsimile
. ' edition prep;red by Anglés. This manuscript has a consistent
Mloﬁga—brevxs notation and ligatures which have clear qualities of

propriety,'perfection, and cpposita proprietata. Semibreves never

appear independently and are only seen in copjuncturae. Anothaer
‘ Spanish manuscript which was copieq at about the same timé as
'§§ MS j.b. 2, is the codex Las Huelgas, which has many notational
similarities with the Cantiga manuscript under consideration,@9
Both Willi Apel, and later Gordon Anderson have interpreted the
ligatures of the Las Huelgas manuscript as Franconian, and
therefore Franconian readings have been used in the five cantiga
transcriptions offered here.®* Apel points out that even though
it was an achievément by Franco de Cologne to recognize the value
of the independent semibreve i1n his treatise Ars Cantus Mensur-—
abilis, the practical socurces of the periocd usually associate itse
value only thh ¢c.c.p. ligatures and conidgctgrge.“’

\ In the original notation of the Cantigas the breve is the
smallest value to receive a single text syllable and it is also
f%he value of the tactus in Franconian notation.?®® Therefcre the

0
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quarter note has been chosen as the most appropriate modern
cq%ivnlent. No attempt\has bean made to fo:ce the rhythmps of the
cantigas into.units of time using modern. time sidﬁatu?es, and
htkce the use of barlines has been avoided.’The transcriptions
have been div}ded into lines of music which corresp?nd exactly to
the verse lendxhg of the poems which makes it easier to see the °
close relationship between the poetry and the melodic and rhythmic

shape of each phrase ©f music. Where necessary, stanzas have been

indented to distinguish them from the refrain.

b) Commentary about the transcriptions. (Examples 2-9 to 2-13)

Prologue

The Prologd;4c1ear1y displays the phrase-by-phrase rhythmic
patterns described by David Wulstan. The first and third phrases
are—identical and the second phrase presents only a minor variant
in its last nine beats. Phrases four and five are also only miaor
variants Ef each other and together they form a clear contrast
with the opening three phrases. The final phrase opens with a
three-ncte rhythmic element from the first phrase followed by a
four-note element from the fifth phragg and it egas with a short
‘closing form&la on the words g'a de ffazer. The double-note .
figure over the word poren is read as a plica longa ascendens.
Anglés and Anderson have found similar figures in Las Huelgas
fol. 3 and 3' but they digagree about the rhythmic interpreta-

tion. Example 2-4 shows the facsimile of this Cantiga.

W e
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As is seen in Example 2-5, some longas in this Cantiga_are

followed by two vertical strokes. Anglés interpreted these as

indicating that the preceeding longa was ternary while all cthers

were binary. The diplomatic transcription (Example 2-2) however,
makes it clear that the strokes always fall at the end of a verse
or at points of caesura within the verse such as after the word

mais on the‘fifst line or after the words guer'eu on the second

line and this makes it more likely that the strokes gserve as
breath marks to help a singer emphasize punctuation (caesura)
not indicated in the text. The transcription into modern
notation shows that it is not nécessary to distinguish between
the ternary and binary longaé‘5ecause a performer will naturally
take the time to breathe at the end of each phrase of music, and
in the Cantiga these phrase endings coincjide with thg endings of

4 -

J
the poetic verse.

k-4 N -

@
Cantiga 2

The most difficult aspect of transcription iA this Cantiga
is the interpretation of the_.first nggggié_pinggig. The Fran~-
éonian reading breve-longa would overfeﬁphasizé the conflict
’be€wéen the weak second syllable o; the yor&aﬁgigg and the two-
notes this syllable receives in the music; a rather jolted
declamation on all other words which have this IImI-lig’tUYl .

would be the result. In the transcription the ligature has been

40 .
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read as two breves because a similar figure on the word vestidura

(Part of a c.o.p. ligature) appears on the word varrlies with the
clear notation SSB rather than SSL. Here agéin the reading SSL
would give an unnaté;al accent~to the weak second syllable of the
W?rdwxéstigura. 1t seems that all binaria with the upper note
pointing to the left were written this way becguse of a perceived

lack of space on the part of the scribe. (Facsimile Example 2-6€).

L]
"

Cantiga 83 o

*;:. In order to make this Cantiga work in a ternary meter Anglés

‘transcribes the c.o.p. ligature with the words acemendadas and

~

gg acles as two quarter notes but the transcr1pt1on given here
Co MR
T v 1% equally effective and shows that there 1s no need to adhere
“sfr&é£1y to a ternary rhythm just because the cpening notes

suggésﬁ the rhythm of the first mode. (Facsimile Example 2-7).

»

S

. Cantiga 100
j X
The subtle sense of balance in the design of this Cantiga

N\

E

- ,
to meter than in the strict duple meter version given by Anglés.

e

~

This is best ieén7§n.thg case of the plicated longgs to the words
o yeer, perder, and per (linég 5, 6 and 8 in the transcrhagion)
; . - _which contrast with the breve-oblique b:nar:a figure for the last
'C‘ syllablﬁ of the word gntender. This figure takes one beat longer

and hxghlxghts td& first occurrence of the pitch d' the hxghest

< SRR |

.is much more c¢clgar 1n this transcription which avoidscany reference
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note of the piece. Anglés transcribes all of these as dotted half
notes followed by a quarter note. In doing s0 he loses the

subtlety clearly intended by the scribe. Example 2-8 shows the

facsimile of this cantiga. A\
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CHAPTER THREE

PERFORMING THE CANT IGAS

A methodology for the study of other performance

related issues in the cantigas

The first two chapters of this thesis have concentrated on
various problems regarding the rhythm of the cantigas, and this
is indeed an important issue to per formers é;cause the rhythms
which are used have a direct effect on the mood which the perfor—
mance conveys to the listener. A transcraption in & rigid modal
rhythm as advocated by Pierre Aubry will create th; impression of
a dancing song with obvicus repetitive accents in the music, and
the versions given by Anglés give the ambiance of Spanish folk-
songs with frequent alternation between duple and triple meters.
On the other hand the transcriptions offered in Chapter Two will
give pérformers a rhythmic reading that gives emphasis to
important wards in the narrative.

Tho;gh research 1nto the rhythm of the'c;ntigas 1s important
for the per formance of this.repertoire, it 1s unfortunate that
scholarly activity has been conceﬁtrated entirely on the rhythm
at;the expense o>f research i1nto other per formance problems such
as i1nstrumental accompaniment, antiphonal or responsorial
per formance, vocal style, and tempo. Scholars of Renaissance or
Baroque per formance practice have at their disposal t;eatzsgs,

tutors, correspondence, historical i1nstruments and remarks in

scores to help them determine many practical aspects of the

4€




per formance of a specific vocal or i1nstrumental genré but these

‘E speci fic aids are absent i1n the area of Medieval monophonic
music. Since much of the available evidence is circumstantial, 1t
is hard to establish a methodology for studying performance-
practice 1n this repertoire, hence scholars are hesitant to deal
with the 1ssue. Anglés gives No indications at all about possible
per formance styles for the cantigas and Frank Harrison prefers to
limyt his discussion of 1nstrumental use i1in Medieval music to
obser vations about the absence of text i1n some pérts of polyphomc
pieces and the i1mplicatinons which these absences may have for
ingtrumental particaipation in the per formance.?® For evidence of
instrumental use 1n the Troubadour and Trouvére repertoire lan
FParker limits himself to references about instruments i1n the
works of Medieval French poets.?® Research by Thomas Binkley at

(: ) the Schola Cantorum Basiliensis represents an i1nnovation because
1t shows that a study of performances by ensembles of North

Africanp traditional music may be useful to performers of monopho-

nic medigvval music, and 1t shows that, i1n order tg deal

effectivigly with problems of performance practice in the canti- “

gas, anpthodology based on historical documents has to be
expan Ld to i1nclude ethnomusicological research which deals with
the midern equivalents of Medieval instruments and studies of

monop ongc folk-song traditions that use some form

\_\\ o

{:,,
f accam

animent.?®

ethodelogy consists of bringing to bear on the cantigas
all the relevant direct and indirect evidence which we have at

our disposal namely, iconographical eviadence, Arab and European
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treati1ses, ethnomusicological studies, recorded cantiga per for-
mances by twentieth-century artidts, and studies of liturgical
history. A discussion of this evidence will give 1ﬁs1gh¥ into
problems of instrumentation, accompaniment style, vocal style,
antiphonal per formance, tempo, and the presumed liturgical use of
the cantigas. Though much research has been done on the sources
which will be examined here, 1t is a sad comment on the i1sclation
that exi1sts petween musicologirsts and performers that this
material has not been brought into the context of a comprehensive
discussion about the per formance practice problems in the canti-

gas. This chapter will attempt to correct such shortcomings.

1, The types of i1nstruments

Every tenth canéiga in M8 j.b. 2 1s a Cantiga de Logr (Song of
Praise to the Virgin) which 1s preceeded by a miniature depictaing
one or two musicians playing 1nstruqents. Anqgles argues that these
depictions are no more than a catalogue of 1nstruments and points
out that there 1s no musical criteraon for placing a specific
picture with a certain cantiga. Furthermore there are no referven-
ces 1n the texts that felate in any way to the instruments
depicted.in the mini1atures, and therefore he suagests that the
miniatures should not be used to determine the 1nstrumentation
of a specific cantiga.# As a catalogue, the miniatures neverthe-
less have great value. The list below shows the categories of

instruments and the cantigas to which the miniatures are

attached.®
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Bowed strings: fidulas or bowed vihuelas (cantigas no.
10, 20, 100»

rabec or rebab (no. 110

Plucked strings: citerns or guitars (no. 10, 130)
mandolas (no. 20, 150)
lutes (no. 30, 1700
plucked vihuelas (no. 120, 130, 1400
plucked rebec (no. 90)
psalteries or zithers (no. 40, 50, 70,

80, 290,
harps (no. 380)

Winds: shawmns (no. 300, 310, 230, 39
\ albogin or double shawm (no. 220, 360)

bladder pipes (noc. 220, 250)

pirpes or recorders (no. 340, 370)

transverse flutes (no. 240V

trumpets (no. 2200

horns or trombas (noc. 270)

bagpipes (no. Z2€0, 280, 3500

portative organ (no. 2000

Percussion: drums and tabors (noc. 300, 370)
clappers or castanets (no. 3300
cymbals (no. 190)

‘ chime bells (no. 180, <00)
Mechanical

instruments: symphonia or organistrum (no. 160)

There are several larger 1llustrations in the canf1ga
manuscripts which actually show instrumentalists together with
gscribes 1n the process of compiling the manuscripts. Two of these
pictures, T.J.1 fola1o 5, and ).b. 2 folio 23, have already been
ment}oned in the prev1ousfchapter, and the i1nstruments shown are

[N

from the string families, Both bowed and plucked. A third
relé@ant 1llustration (T.3. 1 faolio 1) 1s unfortunately i1n poar
condaition, but Jack Sage describes 1t as showing i1nstrumentalists
with a bowed fidula, a shawm, and three psalteries. Four dancers
are also present i1n this illustration.®

The presentation of a catalogue of musical 1nstruments seems
to be a tradation in Spain during the late Medieval period and 1t
was not limited to 1llustrations in manuscripts. José Lopez-Calo

g -
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N
shows that beginning around the year 1100 there is a distinct
Spanish tradition of depicting 1n sculpture the figures of the 24
Elders of the Church holding or playing musical instruments.
Such sculptures would be part of a Bibliacal scene‘found on church

porticos.” The Portico de la Gloria of the church of Santiago de

Compostela 1s particularly renowned because the master sculptor,
gnown conly as Mateo, achieved an unprecedentéd degree of realism
both in the creation of the human figures representing the Elders
and in the accurate detail of the musical instruments they are
holding. It appears that they are tuning them and passing a note
from one player;, to the next one.®™ The instruments in this

——

sculpture are as follows:?

14 fidulas or vihuelas
2 harps
1 vertical psaltery or zither plucked

= with one hand

N horizontal zither played with two hands
each holding a plectrum.

1 organistrum requiring two players

-

In two other churches whose portico sculptures may have been

based on thé Portico de la Gloria a double flute or double shawm

also appears.'@

In Chapter 17 of the first boot of the Codex Lalixtinus a
Latin description 1s given of pilgrims and worshipers who arrive
for the Vigil at the céthedral of Santiago de Compostela, playing
zithers, lyres, drums, flutes, recorders, trumpets, harps, wviols,
and an organistrum. There 1s also mention of singing accompanied
by zithers and mention of conversations and songs i1n several

languages including German, English and Greek.** It is very likaly
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that the depiction of instruments on the Portico de la Gloria was
|
inspired by a scene such as the one just described.
A similar scene of popular devotion may have been the

-inspiration for Juan Ruiz, Archpriest of Hita (ordained 1n 1312,

died in 1253). In the large poetic work Librco de Buen Amor Ruiz

describes a religious procession of laymen, clerics, priests,

K nuns and musicians playing instruments from the following

categories: 2

o

Bowed strings : bowed vihuela
- rebec .
Plucked strings: vihuela plucked with a quil
cltola - a lyre with a wooden soundbox
rota - member of the lyre family
Moorish and Spanish guitars
psaltery
- medio candn and can&n entero - plucked
‘ ‘ z1thers of Arab origin
harp . .
ajabeba - a flute -
albogén and albogues — double shawms
portative organ

_ . Winds’

Mechanical
instruments t zanfofa — an orgamistrum

The similari1ties which exist between all of these li;ts is
remar kable, considering that they span a time of about two hundred
years from 1150 to 1350, and they deal with places as far apart
as Santiago de Compostela i1n Galicia, and the scuthern city of
Seville, where the cantiga manuscripts were copied. This
indicates that the minratures of the cantiga manuscripts depict
instruments commonly known to musicians from several regions
of Spain and it seems likely that some forms of these instruments

were known throughout the country.
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Per formers who would like to draw upon these lists and
catalogues for instruments which can be used to accompany
cantigas are faced with the lack of good historical instruments.

on which to base copies for use in performance. Fortunately the

per former who wants te approximaté the timbre of the instruments

which may have accompanied:the cantigas can turn to modern ~
instruments used in traditional music of the Iberian‘Peninsula
and North Africa.” In a study of traditional instruments ;n
Portugal, Ernersto Veiga de Oliveira shows that the modern
descendants of the citola, the vihuelé in various sizes and
shapes, guitars, mandoclas and lutes are still used in popul ar
music in Portugal and Spain., The only instrument which seams to
have disappeared completely is the zanfoRa or orgamistrum. The
last historical examples date from the eighteenth century and
have QEen preserved in museum collecticonsg,*®

Several instruments which are no langer found in’SpaEn are
still used in.the traditional @usic of North Africa. Thnizixh-r
refered to as Qgﬂﬁg in Spain originated in North Africa whare it
is known as ganun. Ensembles in Morocco, Algeria and Tunisia
still use this 1nstrumenthfor per formances of their traditional
music. The same 1s true for the rebec and a fretless lute known

as lafid in lberian sources, which has the Arabic name ud.'%

St
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2. Other aspects of performance

The previous section dealt with the main historical document’
ralevant to the cantigas, the manuscript MS i.b.z and the content
of its miniatures depicting musical instruments. This section

€

will deal mainly‘%xth meaieval treatise; on music and ethnomusi-~
cological studies which deal with thenmonophonic repertoire of
the Mediterranean area, with the purpose of gaining insigbt into
problems of accompaniment style, ensemble size, vocal ‘style, and
tempo. Taken by themselves these treatises and studies wfll only
lead to certain conjectures about the style of the cantiga
performances, but there are a few documents which allow a
connection to be estabigéhed between Arab practice and the

musicians at the court of Alfonso X. They have been studied in

/Z;tail but have never yet been brought-into a discussion of
par formance practice as it relates to the cantigas. ¢

Al though there are many problems with Ribera’s theories of

rhythm in the cantigas his research into Arab music is very

useful for a study of per formance practice. One of the documents

he deé&ribes is Madraid Biblioteca Naciconal MS 130380 which is a

pay iist for the year 1294 of the court of Sancho IV (the son of
Al fonso X). It mentions among the musicians employed at court
@ight minstrels of Moorish origin and -cne Moorish dancer. 0Of
these ei1ght players one is specifically mentioned as a trumpet
player and one as a pipef." AL;imilav document for the year 1293

is refered to by Sage as mentioning 27 salaried musicians of whom
- y)
13 were Moors and one was Jewish,.>*®
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We will never know exactly how the Arab musicians and their

Spanish counterparts performed their music and it is. also :_

impossible to determine if there were diffarences in pcrformandu

" "style between the Spanish and Arab minstrels but through a study

of Arab treatises on music it is possible to gain some insight

into the the knowledge an educated Arab musician of the time was

expected to have. At least o<one copy of the Inggﬁlgg_gm_mugig by

the Arab theorist Al Farabi was made in Cordoba during the

Mooricsh occupation of that city. After the Spanish reconquest
this dodument was placed in the library of th% Escorial where it

was registered as Escorial MS 906.*7 This makes it likely that

the teachings of Al Farabi were_known to some musicians in
medieval Spain.

Al Farabi (872-950) wrote an important treatise on music,
which covered the physical properties of socund, important aspects
of composition, and a'description of musical iﬁ?truments ;sed by

the Arab musicians of his time. For a study of per formance

practice Al Farabi's examples of composition af} of the greatnsi‘

value. Us;hg a system of letters to represent finger positions on
the }uté he shows how the mode of a piece can be establfﬁhad by
comS}ning a series of notes from its basic ;cale‘with frequent
returns to the tonic (Example 2-1). These devices may be used
both in preludes and postludes. Also useful 1s his suggestion
that a prelude may be entirely vocal. The vocalise would then
involve the ornamentation,of the tonic in a style similar to that

outlined in the examples for lute. The pr;ﬁudn may alsc consist

of the. opening notes of the song presented at several different .
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pitch levels, usually the tonic, the fifth and the octave,*e

‘: . The treatise by Al Farabi is part of a tradition of Arabic music

treatises started by Al Kindi (died in 872) and continued by Abd-

Allah ibn Sina (Avicenne) (980—1673) and Safiyu d-Din who died in

1293: All of these writers express essentially\ﬁhe same i1deas on

composition and the content of preludes and posﬁludes.*“ .

.The twel fth~century Arab historian Ibn Bassam claims that

the Muwashshah, which was a vocalnform developed in Muslim Spain

around the Tenth Century, had spread to all parts of the Arab

' ' world after the Muslims were expelled from the Iberian Feninsula.
Ethnomusﬁcologxcal research into the performances of Muwashshah
in Northern Afrxca reveals ?bat poems and the music which form
this repertoire have been transmitted orally from one generation
to ancother, and the musicians cla1q that the tradition does

(: indeed reach back to Muslim Spain or al—-andalus as it is knowa 1in ’

,Arabic.®® The music is performed by a small chorus of men and

n
-

~

women and a few instrumental accompanists. The chorus may
alternate with a soloist, women may sing the lines of poetry
. \\antxahonally with the men or each section (men or women) will

sing ‘a phrase which is then answered by the whaole group. Eacﬁ

- - PN ch =

per formance is started by a\short instrumental prelude usually
!

consisting of the opening line of music. The Ud (lute), kaman

o

(bowed string instrument), daff (tambourine) and tablah (drum) .
) N ——

\

are the instruments used most frequently to accoma;nycthe

7 singers,®? -

The connections between Arab sources .and Spain in them-

, (: selves! however, do not prove that the music of the cantigas was
) i 2
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per formed in a étyle similar to that of the Muwashghah. Al though
Thomas Binkley feels that there may be a connection, his own
research into Arab per formance styleé énd their application to
the céntigas and other forms .of monophonic sond 18 not due to a
belief tha£ Arab forms are fhe direct historicdl models for the
Medieval secular music of Europe; his interest stéms more fromla

belief that the Arab forms such as the Muwashshah and the Nuba

N

cycles.hav Ja narrative functzgn similar to that of the canti-
gé\ls..‘?‘2 The research he presents focuses on functional parallels
between present—day Arab forms and per formance techniques for
early European secular song. Pe;;ormance techniques used in other
European traditions are nct discussed, even though they may
present valuable alternatives to an Arab per formance style. .
There are refe;ences to instruments and accompanied singing
in F;ench and German poetry of the twel fth and thirteenth B
centuries. These i1nclude a short catalague from the Rgman_de Brut
by Wace (c. 1155) mentioning vielles, a rota, harps, panflutas,

v

lyres, and an orgamistrum as well specific references to accompa-
‘nied song from the Roman de 1a Violette and the Wigalocise by g
Wirnt vogwéravenbaére.=° The following quote from the Ecman de la
Rose is interesting because 1t menticns a group of only gwo

per formers and proyides 'an alternative to the seven~tc-ten-member

- Muwashshah ensembles discussed at- length by EHinkley: =<

“"...ecar el a chantée
Avoec Jouglet en la viele
Ceste changonete novele" 28

Though Eurcpean theorists are much less specific in their

1 °
references to-.instruments than their Arab counterparts, Grocheo,
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Lambertus, and Elias of Salomon all suggest' that a vielle player
sﬁould be ;Ele tﬁnacéompany a singer;ﬁh Grocheo also mentions
that a vielle player usually plays a peupma or coda after a

ntus cor na%us; this suggests an i1mprovised postlude.=7 Jerome
o; Moravia deals specifically wifh tunings for th; rubeba (rebec)
and the vielle but he gives no instructaions for'vocal
acé&mpaniment.*’

DResearch into Eurcpean folk-music traditions has also

provided 1nsight into performance styles which are dszerEAt
from thaose of North Africa. Good examples of short preludes which
s;rve only to establish a a mode or scale, without being '
motivically or rhythmically related to the following song or
dance can be found in a Galician collection of félk—music

compiled early/EP1s century.®** These preludes were played on a
b;gpipe with two d; nes, the lower. drone always sounding the
tonic, and the higher one sounding the fifth degree at-the
interval of a twelfth above the lower drone. Because this

collection is very rare, several of these preludes are sﬁown in

E;ample 3-2. - 'ﬁ
Another exapple of a prelude style, this time directly

related to a song, is presinted by Ch?isti§n Ahrens, whao

discusses the use of the Basque albcka. This double shawm 1s

very similar to the albogues which appears i1n the 1conographical

_material -discussed earlier. In the prelude a drone representing

the tonic is played whenever the fifth note of the scale 1s

sounded. In accompaniment the alboka player follows the melody of

the singer closely, the only cases of heterophony being some
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short grace notes and the occasional drone at the tonic. It is

6oteworthy that this example is not only available in the

literature, but that it has been recorded as well.=°

An example of accompaniment for the recitation of an apic
poem or a narrative song may be found 1n some I;Iamxc villages in
Albania, where musicians make use'of a five-string 19K§-q§hu lute

*\,J”’/
known as the gharki. The prelude of a song conkists of eithaer an

!

instrumental rendition of one strophe or a§d§:§e—like ritornello
gh1ch\@s also played after each sttophe.nTh;Pstrophes are usually
accompanied by a drone on thé‘tonic. On festive occasions the
gpic songs are performed 1n alternating fashion between two
singers, one of whom plgys a shar¥i, while the other plays the
citeli, a small two-string lute.,=2

The research discussed until now has concentrated én using
one dr moare 1ngtruments to accompany singing, and this should
provide ideas far per formers who would likeﬁto approcach the
cantigas 1in th;s way, bué one option which is notably absent from
all research is the possibility of unaccompanied per formance. It
seems that the depiction of instruments i1n the cantiga
manuscripts has oblxgeq per formers to seek ways of using instru-
ments but it has cbscured the possibility of unaccompanied
vocal renditions of the cantigas. There 1? no reasocn why a group
of singers should not be able to create a completely satisfying -
pe{formance by using the responscrial or antiphonal techniques
commonly applied to Gregorian chant. References to such

techniques appear as early as the year 1000 in the Iractus of '

St. Gall, and the use of responsorial and antiphonal singing {s
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documented i1n tropes for Christmas and Easter.®=® The most

speci fic instructions for the roles of chorus and cantors in

‘evefy part of one liturgical service has been documented in The

Mass of St. James of Compostela and it proves that worshippers

were exposed to various forms of antiphonal and responsorial
singing when they attended Mass at the cathedral i1n Compostela.®2
It is likely that such techniques were also used 1n other
churches and the musicians who performed the cantigas could thus
have been exbosed\tq them both from the Church and from Arab
‘Ensemblés. Either way, the cantigas lend themsel ves well to
antiphonal or responsorial singang because most of them have a
clear division 1nto strophes and refrains. The absence of such a
division 1n the case of two cantigas studied in the previous
chapter (Prologue, Cantiga 1) seems to suggest that these two
songs require a solo performance.

The type of voice which would have been used in the cantigas
is impassible to QEtermine because the ambitus 15 about one
coctave. Speci fic ranges for the cantigas studied i1n Chapter -Two
are given 1n Table 3-1. Since there 1s no way of establishing a

pltqh standard the only conclusion 1s that the cantigas may have

“been sung by saingers of all ranges. Anglés gives i1canagraphical

evidence to show that women as well as men could have participa-

ted in the per formances.,®<

Jeraome of Moravia discusses at length the use of ornaments

such as vibrato (reverberatio) and flourishes or embellishments

(flos harmonicus) in singing Gregorian chant, but they ccould

easily be applied to the cantigas because they are very similar
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to the Spanish vocal ornaments known today.®®™ Moravia alsco gaves
insight into the possible meaning of the short vertical strokes

which appear i1n Cantiga 1 (Example 2-2) to mark the ends of a

~“phrase or 1ndicate a caesura. He points out that a short breath

is sometimes necessary to mark an ending, and it seems iikely
that it was the intention of the scrabe to indicate these
breathing places.®%

The question of breathing  Rrings with it the related problem
of tempa. Tempo 1s a difficult issue in medieval monophonic.-music
because the thecrists deal mainly with tempo and tactus in
relation to po{yphony. Grochec, 1n his discussion of the cantus
coronatus mentions "ex omnibus longis et perfectis efficitur® \
which the English musicologist John Stevens interprets to mean
that the tactus is a perfect lang or an equivalent ligaturej hig
arguments are based on Grocheo’s references to two songs which
contain both longas and equivalent ligatures.®” If the longa
receives the tactus and the breve is the‘'smallest unit to receive
a syliable of tewt (as was discussed i1n the previous chapter),
the tempo 1ndication which Besseler gives for Franconian motets
(M.M. 44 for the longa) may be applied to the cantigas.®@ Though
Willi Apel clearly/ésablished that tactus for Franconitan motets
was the breve and naot the leonga, the tempo he suggests (M. M. 120
for the breve which equals M.M. 40 for the longal 1s only

slightly slower than that suggested by Hesseler.,?®
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3. Pecordings as a guide to performance style

The unaccompanied per formance of strophic narrative songs
\occurs 1n scme forms of folkloristic music of the Iberian

Peninsula. The Antologia del Folllore Musical de Espafia gives two

examples of religious songs which are performed without
instruments.=® In one case a romance for the Virgin 1s given a
solo renditicn by a male singer, and in the other example a song
for Ea§ter 15 performed by a group of wamen. Both of these sangs
are only one or two strophes long and were performed without
responsarial or antiphonal singing. The religicus ballad

Manhanina de San Jo&lo from Fortugal has been recorded in an

udaccompanled renditicon by a baritone and a tenor who alternate
verses.=?

The Christmas song "NavideRa" from Avila proviges an
interestiné example for the organization of a long straophic song
as performed by a chorus of male and female voices. The formal

structure of this scng may be described as followss )

Ag Az R'Efa A:a Re f .
B; R:Efn Ez REfn

p A4 Refa As Refad

Section B presents musical material which is different from
that of section A and this 1s also reflected 1n the performance
technique. In secticon A the stancas Az and As are sung by a
female scloist while the other stanzas and refrains are sung by
the full chorus. In section B the alteration style changes from

= .
responsorial to antiphonal, as a male chorus sings -B: and a
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female chorus sings Ba. Here too thé refrains are sung by the
full chorus. Thouéh thi1s song is accompanied, the changes in
texture which are caused by the different forms of alternation
would make an unaccompanied performance equally effective, ==
Several ensembles have made recordings of cantigas, and
a study of these recardings reveals interesting aspects and
praoablems concerning per formance style. For this study the

following recordings were consulted:+®

Atrium Musicae - Madrid, directed by
José—Luis Ochoa de Ol:za

Studic _der Fruhen Musik, directed by
Thomas Einkley

. New Yark Conscort for Poetry and Musicg

Medieval Ensemble of the Schola Capntorum
Basiliensis, directed by Thomas Binkley

Clemencic Consort

Mary Craiswichk and the Ensemble Euterpe

Grupc Universitario de Camara 'de Compostela,
directed by Carlos Villanueva
S

It is wlear that the notion of an ungccgmpan1ed per formance
is not taken very seriously by the performers who made these
recardings: of the §8 cantigas only 4 were sung without i1nstru-
ments. They have been listed i1n Table 3-2. All other renditions
involved some use of 1nstruments.

The per formers seem to have all been 1nfluenced by the .
depictions of instruments from the cantiga manuscript as they

have all chosen to use modern equivalents of those instruments.

The instruments are used to double the melody or to provide
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drones at the tonic, and sometimgé the fifth or the cctave. The
larger ensembles, Clemencic and the Schola Cantorum, seem to have
been clearfg influenced by performancés of the North African Nuba
cyzles suéh as those recorded by the Moroccan Ensemble of Fex,=+
Like their Moroccan counterparts, Clemencic and the Schola Canto-
rum open most of their can;;;as with 1mprovised passages similar
to those described 1n the Arab treatises or the studies of
Muwashsha per formances which were discussed earlier. Fassages of
heterophonous improvising as a form of accompaniment are also
frequent 1n all recordings.

Though 1t can never be known precisely how each cantiga was
paer formed at the court of Alfonso, 1t 18 nevertheless clear that
most of the ensembles whao have recorded cantigas have chosen to
combine evidence from the cantiga manuscripts with research into
folhkloristic practices, mainly from North Africa and Spain, 1in
such a way that 1% would be very difficult to prove at least from
circumstantial evidence, that their use of the ;nstruments was
inaccurate from a historical perspective. The only exception to
this observation should be made for the renditicons of Cantigas 10
and 16& by the New Yark Consort for Poetry and Music. Though they
emphasize the narrative quality of each cantiga by setting them
for a solo singer with lute ;ccomAanxment, she character of the
accompaniment 1s clearly unstylistic because the lutenist
harmonites the pireces like an English lute-song of the
Renai ssance period, C;th 1dentifiable modal chord pragressions.

In the recordings ,a listener is exposed to groups of

different sizes. They range from solo singers with one or two
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instruments (New York Consort, Mary Criswick, Atrvium Musicae-—
Prol ogue, Clemenc%c—Prologue, Studio—-Cantigas 43, 103, Grupo
Universitario-Cantiga 113, continuous use of a full chorus with
accompaniment (Studio-Cantigas 184, 252) and simple élteration of
st;ophes between two singers (Clemencic-Cantigas 7, 73) to more
elaborate forms of responsorial singing which 1nv01vela soloist

for the strophes and a chorus for the refrains (Clemencic-

Cantigas 2, 153, Grupo Universitario-Cantiga 176, Schola Cantorum,
»

all renditions). Antiphonal settings were not found in any of the
recordings.

With the éxception of the Schola Cantorum and Criswick ren-
ditions the performances generally follow the rhythms indicated
by Anglés 1n his edition. Criswick interprets the rhythm of
Cantiga 1| as a pattern of the first rhythmic mode with an
anacrusis, while Anglés indicates a duple rhythm in 4/4 meter.

In her performance of the second cantiga from the Fiestas Qe
Jesucrasto (Anglés—Appendix no. 2) she reads every liggtuza
gquaternaria as a group of four eighth4notes, rather than the four
quarter-notes given by Anglés, but fcllows Anglés for all cother

rhyfhms. In the Grupo Universaitario version of Cantiga 176 the

fxrst guaternaria 15 consistently given 1ts proper Franconian
\

re$d1ng of two eighth-notes and two quarter-notes rather than the

-

four eight-notes given by Anglés, and all comiuncturae are read

as two eighth-notes and a quarter note eventhough Anglés writes
some of them as triplets.
Thomas Bainkley and the ensemble of the Schola Cantorum are

the most adventurous 1n dealing with rhythm. Only in their
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rcnditi?n of Lantiga 100 do they follﬁw Andlés exactly. In
Cantiga 181 they reduce to eighth-notes all binary ligatures
which Anglés reads as two quarter-notes. The ensemble gives an -
isochronous reading for Cantiga 289, which completely ignores
both the Anglés version and the rhythmic symbols indicated in the
Escorial codices.

An even more drastic approach is taken with Cantiga 195. In
order to maintain interest in this narrative of 21 strophés,
Binkley divides the wark as follows:=®

Prelude—-Arab style of improvisation.
Strophes 1, 2, 3 in 4/4 meter
" 4, 3, 6 = 3/4 meter

" 7, B, 9 -~ 4/4 meter

Instrumental interlude 1

Strophes 10, 11, 12 - B8/4 meter -
" 13, 14, 15 - §/4 meter
" 16, 17, 18 - 4/4 meter

Instrumental interlude 2

Strophe;» 19, 20, 21- - &/8 meter
v
For each group of three strophes a different solocist sings
the stantas while the chorus responds with the refrain., The
‘rhythms wéxch are used bear no resemblance either to the original
notation or to the rhythms suggested by Anglés. Binkle; does not
state why he chose to perform this cantiga 1n this manner, but it

has to be admitted that he has found an effective way of main-
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taining the_listener’s interest through a peyformance that lasts
almost 27 ﬁinutes. In the recordings with the Schola Cantorum

and the Studio der Frihen Musik, Binkley shows that a certain
amount of experimentation is indeed necessary before an effective
per forming solution may be found for the cantigas. Though Binkley
had come to the conclusion that Cantigas 184 and 253 (Studio der
Frihen Musik) needed instr:;ental interludes, ha essentially

maintained the rhythms of Anglés and he used a full chorus for

the entire per formance. This made the réndxtions slightly

monotonous though the per formances toock less than half the time

of his later rendition of Cantiga 195 where he changed the

rhythms and intéaduced responsorial singing.

Experimentation 1s just as necessary for cobtaining a suitable
tempo as it is for finding the most effective form of respon-
sorial singing. The range of tempi in the rec;rdings\shows that f
the 1ndications M.M. 40-944 (for the lsnga perfecta) suggested by
Apel and Besseler should not be applied too rigidly because théy
were 1ntended for polyphony rather than monophony; the tampé

should be selected to suit each i1ndividual cantiga. Generally the

ensembl es have chosen temp: between M.M. 40 and M.M. €0 for the

bérfect longa. Cantigas which are melismatic benefit from much
higher tempi as is seen i1n the case of Cantiga Zedﬁ(Schola
Cantorum) which is given an effective renditicon at M.M. 112. On

28

the other hand, the performance of Cantiga 40 (Atrium) sung at

M.M. 75 for the breve, which equals M.M. 25 for the perfect

longa, is obviously too slow because the singers are forced to

-

break the phrases unmusically in order to breathe. Since very few

-
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cantigas have been recorded by more than one grcup, the tempi.of
only three cantigag may be compared in different'befformances.

For the Prologue LAClemencic M.M. 44, Atri&h M.M. 407 and

Cantiga 1 (A .60, Criswick M.M. 48) the differences stay
within the M.M. 40-€0 range commonly used in the recordings. A
faster tempo is preferred for Cantiga 100, where the tactus is an

imper fect longa (Schola Canto;zm M.M. BO, Clemencic M.M. €32).

_ 4. Cofisiderations for future research:

The liturgical usage of the Cantigas

Ali»of the research‘which has been discussed in this thesis
has focussed on very specific areas such as rhythm and details™
of performance style. The importance of the cantigas as narra-
tives has become very clear from the study of rhythm presented i1n

the second cﬁéptér, and from the work which performers in

general, and Thomas Binkley in particular, have done to find ways

of maintaining the attehtion of an audience during the réndition'
of a long and complicated poem. Not cne ensemble however, has
ventured to find a proper performance cantext for the cantigas,
because they either limit themselves to presenting a complete

k]

recording of cantigas, or they place a few cantigas on a Qecotd
which includes other Medieval music. Both of these procedures c;n
probably be defended on esthetic and even commercial grounds’ but
they avoid an interesting issue which is raised by some evidence

which has been documented in the past but never placed in a

context which could be useful for performers.

€7
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Documents from medieval Spain show that it was a conutant
struggle for bishops and cardinals td praven¥_th| active partici-
pation of unordained men and women in celebration of the Divine
Office. Ordonances such -as those from Cardinal Gil Torres for the
church of Segavia (1247), and those from the synod aimcuéllar
(1355) attest a conflict between the bishopé and the parish
priests which frequently allowed under~age boys to sing in their
;hoirs, and who allowed lay persons to assist at Masg.<* ‘
A decree from the Council of Valladolid (1322) was pveﬁ mor @
explicit, in'th;t it banned from the church the songs and

instrumental preces which Jewish and Moorish musicians per formed

during Vigils.=+” -

In spite of these cbjections there seems toc have been an
attempt by poet-priests ‘such as Berceo and Juan Ruiz to provide
materi1al which would help their congregaiions relate mdre
directly to rel;gious celebrations. Berceo wrote a series of
three hy%ns which are Spanish paraphrases of the Latin hymns VYeni
Creator Spiritus, Ave Maris Stella and Christe, gui lux es et
dies. Ruiz included a similarnSpanish paraphrase of the Ave Maria
in his epi1c Libro de Buen Amor. Both poet; alsc wrote Lgoores

(poems of praise to the Virgin) and Berceo wrote a series of

<

Marian miracle poems.=®

\
There is alsc evidence that in many Spanish churches

vernacular religicus drama was a common part of the Mass on faast

~days such as Christmas and Easter. There are specific

descrfptions of services at fﬁ; cathedral of Toledo, which

included a Sybil play for Matins on Christmas Eve, a pastoral

— H
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/play for the Mass of Christmas Day, and a pastoral play for

‘ ( - ’ | ‘
- -~ s ’ ] ]

Christmas Lauds. All of these inserts were in Segnlsh, and
involved the use of costumes, song and dance. Seme of the texts,

and directions for stagung and costuming are still extant but
the musit for these plays has been lost;"

o

. - Q i
Cantigas have:alsc been mentioned 1n the context of the

»

N Mass. Anglés briefly descr1bes Escor1a1 Ms 111, x, 3, which fs a
/\.(

™ dOfumenq entitled Larnna-x@n de nges Y _ceremonias gue en ella se

v

guardan. It is a chrgnxcle by Archbishop Ram&n of Toledo, who

describes the coronation of Alfonsc VIII (1158-1214). According

o

to Ramén the ceremcny included the Kyrie, Gloria, prayer, epistle

reading and Alleluia, and he épecifically mentions that some

"young ladies sang a cantiga after the Alleluia. '‘Angl'és then

‘: g Qpaints'out that a néarby illustraticon 1n the manuscript 1ndeed
*ghows’ five ladies, two of whom sing while holding a sheet of

\paréhmént, ;ne plays a vihuela, and two others élay cymbals.=°‘
, - | Tﬁere is ﬁo‘bay o} establish1né éxactly how the cantigas

t . s
were used during the lifetime of Al fonsc X; they may have been

used at court, in church or both. -It is howeveV quite clear that,

=]

Al fénso intended them to be used in church during the Fiestas de
) SantéyMar#a,lbecguse he includes a special par.agraph to that
effect in h15 testament ‘of 1284.8%* The testament also states that

[ o (
< f the books of cantxgas are to be kept at the'church of Seville,

whern he is to be buried. / l L

The f;rst twelve folios of MS J «b.2 indeed contain specific
19 ' @ -~ -~

cantigas for .the Marian feasts but these show no indications as

‘: ol to where they m:ght ‘have been pla ed in the liturgy. The clue to

=
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the liturgical 'use comes from the Codex Toledo, which includes

v

‘some, of these same melodies." Margin notes specifically indicate

that the cant1ga Des quando Deus sa madre a¢s cees lavau ‘-vou tangl és,

rb

Appendix I no. 9) was 1ntended to be sung at the Vigil of Mary,
and the folloulng cantxga eexta es Maria filla madre e criada
(Angl ésg, App. I no. 10) was 1ntended for the processon on the

. following feast day (Assumption of Mary, August 15), There is
p -

alsc an indication that the cantiga Aver non poderia lagrimas qQue

chorasse (Anglés, App. II no. 7) was intended for the feast of
Palm‘Sunday.°°

The sfaté of research just described indicates that it may'
well be possible to perform éaﬁtigaéwfa asliturgical context.

!

EBefore thxs can be done huwever, an attempt must be made to find
th; musi:z and tevts whlch may—-have been used in the Marlan
liturgies of Toledo and Seville in the Thirteenth Centuries. In
the :ase of litu;gxes at Toledo there is the added dimension

of canszderxﬁg the relation of the cantigas with the Mozarabic
liturgy which was allowed to be used at the Tgledo Cathedral lang
after it had been banned from other Spanishlcities. More research
will be required before it is clear if the Mm:agpbii liturgy
books Known as Cantorale A and Cantorale B of Toledo Cathedral

.the cantigas.®* Such researc

are of any value to resear;? Qealing with the liturgical use of
’ﬁ would not only aid performers in

their quest to place the cantigaé’in their proper musical . \
conte;t, but it would alsoc be important to the study of
ﬁiturglcal history because it will document how an existing

rite was amended for local use with inserts in the vernacular.

( ’/ ’ -
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Conclusion

To conclude this study on rhythm and perfaormance style in

.« the cantigas, I would like to propose one solution for the

per formance of Cantigas | and 2 in a concert setting. For these
“cantigas to be placed in their intended musical environment, they
should, at least according to our study, be presented in

conjunction with the complete per formance of a Brggofzan Mass.

- The search for an appropriate Mass 15 Iacilitated by by the text

of Cantiga 2. It recounts how the virgin—-martyr St. Lucy
annqhnced to Archbishap St. Al fonso of Toleflo that the Virgin
Mary would give himpran alb-if he promissed to dedicate his 1life

to her.®® The Archbishop cobliges and, mysteriously, a beauti ful

alb appears arcund his shoulders. Because of the references to

8t. Lucy, the music of the Missa Santa Lucia,Virginis et Martyris

is a goud choice; the chants for this Mass may be found i1n the

iber Usualig,®e . . ‘

N R
’ T%e narrative quality of Cantiga 2 seems to indicate that it

- —

should be placed outside the Hass, and therefore it should be
used as a processional befote the Introit. Cantiga 1 is a Lantiga
de Loor or song of praise to the Virgin which can be interpolated
into the lxturéy, and shcould be sung after the Alleluia. A éroup
of six siﬁéers, soprano soleoist, baritone scloist, and a chorus
of two women'and twa men éhould per form Cantiga 2; Cantiga 1
_should be sung by a soprano socloist. A male chorus of not more
than ten voices, five tenors and five basses, should sing the
chants of the Mass. Table 3-3 indicates how the refrains and

stanzas of Cantiga 2 should be divided between the scloists and
o % ‘: ?‘4
N
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chorus. For __both cantigas I recommend unaccompanied renditions
because the use of instruments might detract the listener’'s
attention from the texts. Ca\nt—iga 2 seems toa work best at a tempo
of about M.M. 54, while a slower tem between M.M. 4244 appears
more appropriate for ‘Cantiga 1, but :cither of the§e tempi should
be appliedp riqidly; ample time should be allowed for breathing
and care m;_;st be taken to avoid any sensation of metrically
acecented beats. I ‘ . T
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Table 1-1

Arab.rhythmic cycles »

N

1. Hezej " - one beat 2. Ramel ~two even beats

”:; L._] :” and a rest ”[ [ 7” e 3 rost

.

.

3. First Takil

* ll

4, Second Tagil ”

i . .
-three even beats

AT

) -three beats of
ﬁ L c ﬂ u” . unequal length
' . and a rest

" ~four beats of

“é £ C [' e?” :’r‘;q';‘a‘{ e:_:r-w;th

S. Makuri

Rhythmic modes

(showing the different lengths of the first and second grdo)

A

T AT VP Y
.-H‘Jf‘lh .f‘JJ‘JU”_
IR CHkne
Jd J‘d.l J MLy .jeco?frji‘”)dllﬁ
> 'J, It o J?U }171

N

second ordo second ordo

(4L L . lmm
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- Table 1-2 . -

Rhythmic symbols which Angld; 1ntorprits through cross-references

s 1S

Cantiga Symbol B Symbol Angléa's
from j.b.2 (E1) from T.j.1 (E2) transcription

Prologue, kH L" | * m |
m

3 J'?o _ - a

47

193 ’0 : ; , ’” _ - [d )

88,115 .J~ -’ , l. é]

89,116

115

17S

as

Me - y
N KL " JIT]

] |

s




4

’ ' Table 1-3

Examples from Cantigas where rhythmic symbols’cannot be —
intefpreted through cross-references ,

f

Cantiga Symbol from both "j.b.2 Anglés’s transcription
‘nd T.JC 1 ’ '

-

~

oy N | :J j
37 ’o.‘ d.

281 .Q‘ ’ J .

[N
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Table 1-4

~e

- ' Cantigas with melodies from other sources

W

&
3

Cantiga ' Other example of same melody
216, Gauthier de Dargies "J'ai maintes fois chante"

MS Du Roi fol. 91 * (Raynaud no. 416)
290 Notre Damég conductus "Fidelium sonet vox sobria quos

.unica redemit gratia."

MS Florence fol. 465.

340 Cadenet "S'an fui belha ni presada’
Paris, B.N. f. fr. 22543 fol. 52.(Van der Nnrf,ﬁm

Troubadour Melodies p.76.)

b s
s

N




“ Table 2-1%

The relationship of accents to rhythmic\lyabols

\ . y
(Rhyme syllables omitted from syllable count)
Prologue

Number of syllables with
clear tonic distinction:t 36

K

kY

i
e

% “
no., of weak . no. of stron

accents (V)3 19 _ accents (~\): 16
no. of no. of no., of /7 no.of
breves: 6 longast: 13 breves:: S longas: 11
number of conflictsi 18 percentage of conflicts: 50%
Cantiga 1

Number of syllables with
" clear tonic distinction: 27

S

no. of weak no. of strong
accents (\ ) 1B accents (=) 9
no. of no. of no. of “ po.of
breves: 4 - longas: 14 breves: 3 longas: 6
number of conflicts: 17 ~ percentage of conflicts: 70.87%
Cantiga 2

Number of syllables with
clear tonic distinction: 47

no. of weak ,a—"""‘—‘:;:—i::~::::;;“-,

accents (\V ) 30 accents (=) 17
no. of ///::T‘::\\\\ no. of ////rj:::::\\\\‘~s
breves: 9 longas: 21 breves: 7 longas: 10
number of conflicts: 28 .porcnntagu of conflicts: 59.67%




N N —*—'2 K
- ,Table 2-1 continued

Cantiga 83

-

Number of syllables with ‘ :
clnar*tonis distinction: 24 »

no. of weak ,—"”””’::T‘::\:::;;E“‘~

accents ()3 17 accents ()t 7

" no. of no. of no. of no.of

: breves: 9 longas: 8 ' breves: S longas: 2

L

number of conflicts: 13 percentage of conflictes: %4.2%

Cantiga 100

Number of syllables with N
clear tonic distinction: 34 p

S N
no. of weak no., of strong '
accents (\J): 24 accents (=)t 10
no./lf no. of no., of no.of
breves: 17 longas: 7 " .breves: I longas: S
number of conflicts: 12 perlentage of conflictss 35.3%

Y -»

N.B. The number of breves includes plica brebjs and c.o.p.
ligatures and the number of longas includes ligatures which
are equivalent to or longer than one longa.




'xs‘,’

sTable 2~2 v

The relationship of accents to rhythmic symbols in Cantiga 2

(Rhyme syllables included in the syllable count)

Number of syllables with - . '
clear tonic distinction: 73 ‘ \

no. of weak ,,»"””’::TA::\::::FE*<~. ) \

accents (\J/ )3 43 accents (—=J: 30
no.‘of no. of ng. of ) no.of ’
breves: 20 longas: 23 brevesi 7 longas: 23
number of conflictss 30 percentage of conflicts: 21.1%
L
- . o
3 [T @
L 3 N N ,b
A Y9 -
R
"
¥
o ‘
a
Y
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i g;t - br
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ry
i
»
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Table 3-1

The ambitus of the Prologue and Cantigas 1, 2, 83; .100.

3

P, lo}ue - |

===
6
Ggtind

Carliga 83

s —
- —é \~4
. 8] 4 *
Conte loo
roaaCad
/ v i —O—
?
’ 5
| y
91
N B}
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Table 3-2 /

Styles of performance in unaccompanied renditions of cantigas -

"

Cantiga no. 11 (Fiestas de Santa Marta) Atrium Musicae VA
. - : £ "
Soprano solo for strophe and childrens' chorus H

for the rofrain.

& .

- Cant no. 30 Cl;mcncic Consort

" Sopraho solo with crotales for occasional ‘
rhythmic accompaniment .o

Cantiga no. 320 Clemencic Consort

¢ Baritone solo L

. ¢ 8 N

- ’ .

Cantiga no. 207 Clemencic Consort ~
- Refrains in unison and octave with three singers

(soprano, counter-—tenor, baritone)
Strophes; Soprano accompanied by veocal drone (tonxc
and fifth) { L

<~
e N

L
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: ‘ ’ ‘ , Table 3-3
Suggested per forming sch)h. for Cantiga 2

rS

Section of Cantiga Per formance
y -

Opening refrain

and - " solo sopranc
‘ Stanza 1 1
Refrain ' A4 éhoru! )
X . B .
Stanza 2 \ solo baritone
Refrain chorus
’\“,
Stanza 3 solo ‘soprano
~ . with tonic drone from
chorus women
‘ Refrain  solo sopranc and
chorus women <unison)
@ Stanza 4 - © molo baritone
\ | . with tonic drone from
chorus men
Refrain solo baritone and
v chorus men (unison)
Stanza 5 . ) solo soprano
) ' é with tonic drone from
, chorlis men
Refrain . solo sopranc and baritone
. in octavas .
’ chorus men: drone tonic
) chorus womans: drone fifth
(/‘ :
Stanza 6 . sclo soprano

| ] .
Final refrain all singers in octaves

93




<

triplo aster.,

Canganer Copmany

¢ n T 4Quedl por.tes

so.ta la

man . taf l'.ll por . tov.ss da.ma

W

P4

P

blanca.Ls flordellle . rer, que s flor del Uo.rer m'e . gre-de, s flor del Uo. rer.

Example 1-1. Spanish folksongs showing an altornation of duple and

it

}

Canrionare Podreil, [ plg, 12 :
- ! 'éf.\ A &, i .J m
1 - _‘1;; 1X -, 11 N ) - &
- v L4
La dom.dom (s me.re can.is !l lin.jant dorm. El bos
Y FEES s = = ;
re) se'ava a3 ocas.sar, sl bon e} 1 l re.gl . ma.

Cairierin Anglés

. —-——-—_———- ———
T — » S et . G O Be— ]

—y-

Ma ma.re me do.na quer.tos, que mem vai . go 4 de . fue.ra, 1 g,

Bri.a.naestépase.andoper of jardi de su pl dre,u

82 serps \e.f1, no.u. al dre.lante se i pa. ta.

Y
{‘ r
fromt Anglu, vol. I1I, parte musical, p. 4-5.
yom Used by permission of the publisher. o
C - -
' a \ N
/
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Example 1-2. A transcription of cantiga 100 by Pierre Aubry,

N
T A

SR
<

“ g*j = 4 . =+
- . » { ;‘{ t -: - |

rSu uMs-n-c.Stn la do-di <, Mos - tra nmos

'

¥~ L -

= — - 1 ~ ,_.._J‘ > ._J —
-3 pa - g Y 1T 4t - l“%— —
g.pn._'__‘__l_f — oo S = sl

vi - & P& - ra Deus ot noe gui - Ca ve- @ fa-zel o8 or- .

\/#

t $ o :; { 45_ J »
g:s:::;::l-:m ﬁ":ﬁ:ﬁ::m:z:b o

ra-dos  Que per - der fo-ran per pe - ca-dos ; En-ten-,

< ¢
—== — e —" +

g‘*’“‘*‘* =ZtE=oTsc ettt s e

der de que muj cul-pa-dos Son;mais per ti~ son per-do-
é___ ] 5‘. =3 e g

pa-dos ' De ouesa-di-aQuells fa-si-a ~¥n-serfo-

~_m
i - 8 Mais que non de-vgPri - 0 /Sn-u Ms-vl ca, Stre

. L4 ’
. - : ~ o~
é._l..___«..a,_ _.__&E##:#)_:t::a__g_&.’ —r—
. s do di - 5, Mos-tra pos vi - & P¥-rs Deus ot pos gui-s. -
x

A

\

from: Pierre Aubry, "Iter Hispanicum III, Sammalbinde der \IHG.,
IX, (1907-1908), p. 32. . '




Example 1-3 Cantiga 100 as transcribed 3}0 Angleés.,
8 ¢ ¢ 8 o 06 sl a 8 s LI
Totob.an Ftatacd 1 *» 9 o* 4 9 9 1: 1 *°*
0,40b.2,, (. 186 a- 1 s a sl o 1 ﬂ 1 1 s s
Eg. lOO.f.l“ "d _.1_} ] —3 11 1? - : 1; -~ f fﬁ‘ : 3
E,;.100,1.110d-1ila %&a d:dﬂ:fj T ¢
Son-16 Na-ri - a,s5tre - la do di - a, mos-(re-nos
. ¢ ¢ ¢ ¢ 8 & a " 1 ¢ 4+ 0 h
1 & s 8 a./s 1 1] 1 3 .h s a s & 9 1!
" 1 -- s e : s 1 1] 1 1 m s 8 a & 1 1\ .
t——t—t t——t  — HTV{ ;F_'_'I 3 l;;, T
o - a pe-roDusa nos gui-a. Ca ve-er fa-zel-03 er - ra-dos
a a an ¢ ¢ o 0 s al a a nr. * n ¢ -
1 1 .h s a » 1 1! 1 1 \\ a n a
PR I N T B AP I A~
E#:m e s
== e R =S

que per - der

fo.ran per pe - ca¥dos

3

en - ten - der de que mui cul-

s ol s s s oooohﬂ‘oo-wo-l.

11:111)1“ .-011111.¢1n:-11
PR I I I . B, O, L Bl 1 0
UT' T L . | T

Pa - dos son;mais per

19

.

il son perdd . a-dos da ou-sa-di-a que lles fa -

\‘0\h~voooo s al

1..1.
Il‘.

1.9

1--1“-1
1Y

ﬁ- 1'-l‘- 1

§

- i

—

;11'3

2l- a

!E " 1 " § b 4 ) 5 4 ¢ L 4 > : 4 b
— ) S ‘
’ - 4

fa-z¢r fo - li - amals que nonde-ve -rl-a

1) Bg, 2ty 8¢

estrefn od

San-ta Ma - rl - &, stre- (a

1

i

from: Anglés, vol, Il. Used by porm“i"ssion of the publisher.
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Example 1-4,

Cantiga 2 as transcribed by Anglés

To, 8, 1.1l -0
Be, 8,08 ¢
s."‘ 'om “"

—
: a  sew 4 - e di & guen por t.la O

———— .
1) Te a 1s 4% infertor. 1) 15 3) o

97



Example 1-4 continued

\2

s 3 J . b" I e 3
A b i, ' 1 ) (Y r. n
ben foy - ta a 152 ms - su - ra, por-que me - o -

Ll

98




W

Example 1-3.

Cantiga 11 as transcribed by Anglés

X oo
To, 10, (.21 a-d a 8 s 9 -II‘.‘ B Y % ’ s En

Ee 1), f.180-4-19a 0 "

LA
Eq 18, 1.39d-400 = T !
Na-car e-me perfo - -8 e-gl -
; " J L

B iR | Lod. - -

RRE 6 - crpod'u'p-co . €, o b G Sen-ts No -

l".|°!ln nnJITlI or. 1.‘!)

a4 + s [ W
- 4 4 - r — < - & 1 i X 4
i) SR S .4 F 4 - b d . § 1 —
y < L o = "
ri-a non dew’ 8 s = «r de-388 < prers - do. Por.aen

o oA
i fo .1 -1I o l\n r- -1 owl

|
——tr ittt ] ]
A .

di - rel to.da  vi.a com' es bl - a a.ba < di.g
' L
. | 9 e % s Ny . n ol Y .
b e e e
2 e e P e
un to - sou-rel - ro A - vi.a, mop-ge, que ftra - ger com
L]
2 » L" . 1! a B s A a L'.‘ . s 'o.|
e e |
e s=z==
—re - — SR S & ) | b
- 3 -+ .x—l} ‘I' b I-;l - . A_H
mal 1e - ca - do a s fa-ze0 - da 32 . bl -,

‘A r.J | SR |

s » noJ 1I; oJ.r. 1 s § -1
e o e e o e B e S S S

===
g — \ = Pt
por a Deusper - der o mal - fa-da - do. Ma-car Ry
1) %o aladd waterior, 3) g aef o8 126 3 estrafan copladed con s misiia. -

fyom: Anglés, vol. II. Used by permission of the publisher.
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‘ o ‘Example 1-6.

-

) A Spanish folksong which Angleés feels has some similarity
to Cantiga 2.

Y i~ N

hed p e —rd
A & 8§
- R 9 A gl i
. ' Y-t

Quan oe pas.sa.va per vo.ra de laigua
o , T lu magtel.xaaiguamenda.va tris.tor, Els uas sta.
< & 4 " B m :

B ¥ ry 0N B o
H—'_. 12
. — I 4 ) . @ Gus & §

¢ la.grven,d'alueg no gal.re, tristdelmeucor no s'atlegra mal,

T

1

b
}H
~7

o)

>

1
dL.,

- from: Anglés, vol. III, p. 243. )
Used by permission of the publisher.
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Example 1-7,
Cantiga 24 as transcribed by Anglés
) Te n l\ h sl A 8 ]
To,17,1.27 ¢-d R s p . 1‘ M r- d
Be 84,1364 - o —— r——— -
B|,N,l‘.“l ) J $ @' ;"‘1 7_;‘;__
Na - dre de  Deus, aon pod v .
ol ) f‘ r. . p N o
| rl ] | L \ |
1 : 1 A L
| e ! T :
S S e e =
. rer quln) ea ] § Sl - e . fa.
, [ . [ ol n r. ’ ﬂ | ) (] .
. | | [ ] »
r— 1 1 q " r: —al- 1
%—i——*—, E====2 :
Non pod er-rar oen fa - l¢ <«  cer quef)] lo - ar

r. e -‘1

IR

] a
]
= "0 - ".—T e
' %:ﬂ:ﬁ:m

te  aad', o te - mer D'est' ua ml . ra - gre

L. h 3 al ° o E. a N 1!

== >

Py s 1 ! 1
‘e X 1 31‘ 4 ;o 3 j
B b - o o §
>—t e e e ety
~ -" o N ) e )
T - tra <. er Qque. ro, que  fol ec  Frao . ca.

from: Anglés, vol. Il. Used by permission of the pubfishor.
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t

A diplomatic transcription of the Prologue,
showing the accents in the text.

_ ( Example 2-1 J
[

A
P‘;"_ e v/ b— -— .
[ o que tro-bar e cousa en que jaz
R o A—e—1—7 =
L v o <4 v f.. v -
D Ch- - ten- dl—cu men~ ¢o por-¢n ’uon- ‘ol Faz
f“‘l ’ ¢ iTE ’
+—N L 1
AY 4 R

a-0 da-- ver et de Fra-zon as$s— Saz

Pa— ﬂl R @__,____T______
( ] i T ? !
v  — — — 1
D fer —;uc et:\- ten- JX et sa - Lu. JZ- ler
4 1 ’ A ‘1 .1' g S q %
L4 v 1 v

g — } v —— i
e P o que en- tend e de -di-< zer lle prez., .

=) — S —— Y
S =yt X ) !
_Co. ben tro-ber as—-S( sha de Ffa*.zer
_ o .
7 4 -
‘ <
N
1

102




N
% Example 2-2

y

i

L

A diplomatic transcription of Cantiga 1

=

D Des o - ,\c’ Mais _ cpn-_’ &6 __tro= ban

—-— —— (%
) falkai’- Aner on-rru - Ja.,

' l"\ﬂ o~y i
Ty

& L — 4 B &) S—

L

—— W/ N
en_que Deus quis ear- he fi=llar

£

YV o= W +
h:. e)/- ta. € Su-}rw-olva.

[ — - }

‘___.11;___{3_ 1_:“'71‘—"‘@, ‘

y por hos dar  gren fol-da-da

. ]_. 3 5 m

[ ] L 1

14 <

~— v
No_sex rey- a0 e hos er-dar

h‘p

Pon

y por seus de s¢ mas- na- da
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Example 2-3

A diplomatic transcripfion of Cantiga 2

’ fi -
%:J‘-" T —
v el ¥ 1
vV —
MO-¢7 ds-ve=mi__va~r5-0 .

) B | -

x
| P R — W/
In-ar a San-te Ma- ri-a ) R
Y o

w— W/ ~
- - @&
0 yu Saf },ra. ces € seus g_’g_ &

~—5 - ) — re. —7
%—1 i —x GU?L Y =
-a quen por €- [& fc‘-_-ct./

——

== el =:

—_— v — ’
Sen _mui-ta de bo-a . m n-na,

3
g Y ) o b
:?hj—__zj_mw - F
g
de_dew a  un__sew pre-la-do

* ;

o

5 —
A< f rwy— |

r ¥ a
¢ :’ -1
+—

C Ty pri-ma-ds. _foi LEs- TP -

%, : r%?:‘:. I
e —————— Ao B— —

v ———

. e Af-finv e-rd cha-ma-do_ . _

p
D= ¢

. S—— -+
- Vv [V .
. dew-IP hT-&  wad vei-el- du-ra ..
r-4—) —
"—'l—'::’J’l‘ — J;

]
— (4 - v
c'- - - - -
1u. o " Xe Jc fn, ra } fo

a1 1
—ar —e—
s W
ju_fey- ta & S mt- -Su-ra
D o, et
iy P » 4 7y P,
L al LS BN & SN . VR R | N ) §
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Example 2-4 '
Q A facsisile of the Prologue
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Example 2-5

A facsimile of Cantiga 1

Used by permission of the publisher.
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Examq#n 2-6 -
A facsimilc of Cantig.a
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Example 2-7 ’ ’ . o
‘ A facsimile of Cantiga 83
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Example 2-8 '

A facsimile of Cantiga 100 ;

Used by permission of the publisher.
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Example 2-9

4

A transcription of thcu?roloque
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Example 2-10

A

A transcription of Cantiga 1
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Example 2-11
Cantiga 2
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Example 2-12

{

A transcription of Cantiga 83
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Example 2-13
Cantiga 100
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Example 3-1 Prelude patterns for lute from a treatise by

Al Farabi .
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Example 3-2
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Example 3-2 continued {
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