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ABSTRACT 

- ., - 1; 

klnt1~ •• de §ënta MarIa shows that scholars hav~ 'cpncentrated on 

developing Yhythmic theprie. to aid the transcript!on into modern 
, . 

notation. The advocates of these rhythmic theories imposed on 

•. the!r transcriptions il rhythmic mode, an Arilb rhythmic cycle or il 

J 

,,' 
thaory of illt!frnil1dng meters based on Spa;,ish folksong. Howev:er, 

.•• tudy of the ra'l àt ionsh1 p between the rhythm ilnd tha , , 

.c~.ntu.tion of the text reveals that the rhythmic notation 
, t). c 

empha .. i.zeli words which ilye important to the narrative funetton 0,1<, ,<> 

the ciln"t:igas. Tharefore: the notation should b,~ 'read a~ mensuyal 

notation and~no preconcaived rhythmic theories srould be imposed. 

The Cantiga manuscripts, European~and Arab music traatises, 
, 

ethnomusicological studies,. and recordin;. are studied for 
t 

evidenèe whieh will help parfoymers deal with instrumentation, r J 

vocal style, tempo, ilnd possible liturgleill use of the cilntiga&. 
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RIII:SUMat 

< Jusqu'à ce Jour, 1 •• r.c~erche. concernant 1 •• Clotts,. da 
Il' 

SantèLMar(a ont 'e.senti.ll.ment porté .ur l'él.bot"Ation d. 

, t héo,r i eli 
!\,~;~j, 

ryt~l..que~ en vue de f.cUiter leur tr •• cription .n 
~ ---~--

notation 
, ,~, 

moderne.~;·\En lfaisant usage de ces théorilts, le. 
. " , 

oc, m~si~ologues 0,f,t imposé d •• mode. ryt~miq~.~, d •• cycles 

rythmiques arabé\ ou une théorie ~·.lternln~e m'trique ba.' •• ur 
c '~ , 

,,, l";' inusi'que fol:klOriquft espagnol •• Une .tucht de II .,...f.tion du 

rythma musical et de la prosodie démontre q~. la notation 
o .)' • l 

.-;.., 

ryt~mique met en relief les mot •••• enti.ls l lA fonctio~-

o 
1) ~ narrative des Ciantigatii. On devra1t donc rêali-•• r une -t;rlnacrip-

, 
,tion mesurée sans lui impQser ;'u!=i,Uriè: t'1éori. Yy,thmique 

\ • JJ' ,J " 1 /I
J 

l} Fr (; 

'Des recheYc~es sur les m1nuscrith. ~a~ ~rait •• , ~t le. 
_: J' 

~reQistrements et les études ethnomu.icologiqu •• rév.lent ~ •• 

solutions pour les problème_ int.r~rêtatifs de l'in.trumentation, 
.--J 

du style vocal, du tempo, d'UMe pArt, et de l'autre, pOUY l'u •• ge 

liturgique des cantlga~. ~ 
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PREF'ACE 

.. 
M)' fascination with the Cantisas de Santa MarC. grew out of 

a broad interest which 1 have for Hispanie culture. During a , 
" 

/stud)' o~ Latin Amarican literAture_I .noticad tha, authors like 
,- , 

Hor.cl~ Quiroga, Jorge ~ui& Borges, Alejo ca/~ent~er and Gabriel 

Garcia-Marque. tended to write epic narrativ~ about super- • 
\ . 

• natural forc •• which intervane 1n the events of dail)' life. 1 had 
. 

al.'o o~s.rvad tha) such "interventions pla)'ed an important role in 

the medi.val poetr)' of Gonzalo de Berce,? and in,_,the texts of the 

cantige1i. Th. onl y di f feranêe betw.en the medi .val poetry and the 

Latin Am.rJca~ epics s.emed to ba in the nature of the interven-.. 
tions. Whereas in th. cantigas ·and the Milagr9s by SereeQ the .. . 
int.rventio~ is divin~, the Virgin Mari Intercedes to help a 

person in n~.d, the interventions use~ ~Y the Latin Amtican 
" -

authors are related.more closel)' with a super-natural force of 
\ . ~ 

de.tin'y0r the power of super,sUtion. Th.ough li"lnits of U!"e ànd 
'4 

.pace FU'event me from engaging in a debat,e about the relationship 

. be~wean Latin American literature and medieval 5j:ànish poetry, 1 

. '" \ 

wi.h to •• y that 1 found the simila(ities batween the two genres 

ver y st r ~ king. 

A. a pàrformer in an ansemble which-specialized in Medieval . . 
.ndeRen.is.ance music 1 was exposed to the music of the. cantigas 

. , 
through the transcriptions made by Angl ••• After 1 took the time 

to read hi. extensive commentary 1 felt that there were qJeiit i oris 

,bout hia rhythmic theories, ~ questions about performance 

style whicn he had left unilnswered. F'urthermorlit the chronologieal 

.~ ~ 

Y111. 
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, . 

.. 
sequence of resear~h which r(..cl py·ac.ded hi. work wa. uncl.al", 

\, 

and naw theories which had b~ ~av.lop.d_ ~ft.y, t'he publ1c.ticn 

of the Anglés -'edition h.d not- yet bee~_ brought l.nto .. compl'ehen­

sive discussion 01 the cantigas. Th. ~ii.t chaptel" of tht.'fh •• i. 
1 --

, , 

serves to fi11 thi. nead fol" til chronolog>1cAI study of v.l'ioua 
, " 

theo;ies a~out the rh~thm of the c.~ga •• 
. .. 

Du'ring the p~eparation of the hi.tor'!c.l s.,u·vey for the 

fir/st c'hapter 1 noticed t~tilt,"tWOJ-...ue6, the 5cyib.l knowl.dge of 
V . - '-

mensural notation, and the Yel.tion.~p of textual accenta to th. 

musi cal -rhythm, had not ~aen studi ad in raI At i on to the eant iga ... 
" . 

In the seco,nd chapter 1 ~ under took such "a ~tudy wHh a sampI. ot 
, \ ~ 

five cantiga6, and t found thAt the rhythmic notation gay. 

- émphasis to spe,?,i fic words wh!c:h- ware importailt to the nÂrration,. 

This-led me to transcr.it:»e tho.e five cantigas by " •• ding the 
1 

notation as mensural notation without imposing • modal rhythm on 
o 

the rnelodi es. 

The tinitl chapter ,di6cusses iconographieal evidane., • 

treatises, 

per formers 

athnomusieol'sgieal rese.yeh, a~d reeording. which 

may use in order to help cr.at a racognizably 
• 1 

'-1· .- . JI 

authentic style of performance. In r&cording_ 01 c.ntiga., 

") ~ musician& frequently. ·resort to techniques based on tha 

\ 
" performances of epie songs by the MUwf.h,hah en •• mbl •• of North 

~fr 1 c~, but tHere are- other ~er 1ormanc:e tr .di tOi ons, SLtc:h , •• 

of Yugoalavia, or Spain and;P0rtUgal, whic~ m.y be aqually 

valuabJe for study by perform.r •• Sine. thi. th •• i.-i. 
) 

intended as a praliminayy .tudy to füture r ••• arch on th. 

eantigas 1 eonc:lude with ta di.c", •• ion of .om. .vidanea for 
l, 

fi> 
~,J,<.."-."i 

1x : .. ,.~ 
. 

~ \ 

" 

\ 

• 



futur. con5ideration. This evidence shows that the cantigas may 

have •• rvad •• davotion.l in.arts for the Latin liturgy on some 
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CHAPTER ONE _. _.-

A HISTORICAL SURVEY Or RESEARCH INTO THE RHYTHM 

Or THE CANT 1 GAS 

Introduction 

The CantiS4s ~e S.nta Mar!a form a collection of 423 

thiyte.nth~centùyy monophonie songs of Mlrian devotion with 

\ . 

t.~ts in th. Galician-Portuguesa language. Miracles performed by 
. ~ 

th. Virgin Mary form the main topics described in the texts and 

.very tenth poem is a Cantisa de Loor or song of .praise to the 

, Virgin. Presumlbly the cantigls were usad in the liturgy during 

M.ri.n feasts, they were certainly used as narrative apics at the 

court of Alfonso X of Castil. and Le6n who"relgned fr~m 1252 
'\> 

until his death in 1284. During the reign of this monarch several 

manuscripts containing the music and texts of these &ongs were 

copi.d .t the ,courts ln Toledo and Seville and the preservation 

·0·' the •• sources ha. given seholars and musicians acc"ess to one 

of the largest, if not the large.t, complete repertoires of 

davotion.l madiev.l monophony ext.nt in both poetry Ind music. 

Until now the rnost important aspects of research on the . 

Cantig •• have be.n the philologie.l studies of the Î1text and t'he 

interpretation of the phythm. In &pite of the attention which hae 

been given to the issue of rnythm the theories developed thus 'far 

do little Justice to the narrAtive function of the cantigas 

beca~.e they impo •• pr.conceived ideAS such AS rhythmic modes, 
. i' 

Arab rhythmic cycl •• or rnetrie alt.rn_tion on the tr.nscriptions. 

Notwithstanding An .bundanc. of source mat.rial, studies which 

{ 1 



o 

deal with other performance practica issua. al.o fall Short, 

. hi.torians, -ethnomusicologists, And performe,.. S .... to wo,.k in 

no comprehensive approach to the study of performance prActic' 

-problems in the cAnt1gas. Thia th.aia will pr ••• nt new .vid.nc. 

to show that the rhythmic notation .erv.s to ~.lp per for1lle"',a 

emphasize important word. in the text. It will Also ~ring 

tog.the ... research, by historians, ethnomusicologists, And perfor-. 
mers, in order to deàl comprehensively with problems of in.trum.n-

tAtio~, accompaniment style, vocal atyle, And tampo. 

The thr,ee-volume edition which w •• pUblished in stag •• 

between' 1942 and 1964 by the Spanish ~uBicologi.t Higinio Angl •• 

is the only complete edition of the music of the cantig ••• ~ This 

hen.ive work represents An;l •• '. attempt at flnding • 

itive Interpretation for the rhythmic notation found in th. 

man scrip~. Hi. captivating literary styla combines. discu •• ion 

of the rhythmic problems in the cantigas_with elaborate d •• crip-

tions of many sourc •• and personal anecdot •• which reve.l hi. 

strong emotional commitment to finding a correct solution for the 

rhythmic notation. unfortunatelY~Cau •• of thla atyl. th. thr •• d 

of l'lis arguments ls of tan hard to follow, and tharefore ~he fir.t 

'" chapteY of thi. thesi. will present Anglés' argument. in • 

c-ondensed form and wi 11 a1.0 d.scribe the litf fort. of other 

~cholars who addr&ssed the issue of rhythm in th. c.nt1g ••• 

2 

.. , 
1 
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1. Philologie.l .tUdl.~ and the first "ttemPt/ tran .. rcIptlon 

Th. first r ••• arch on the e:antigas was dons by"the Spanish 

lingui.t Marqués ~e VAlm.r, who published a complete edition of 

the texttt in 18a9. He had no knowledge of medieval music notation 

so he dated the three manuscript sources, Escorial T.J.1, 

Escorial j.b.2, and the Copex Toledo, which are described on 
\ 

pAge 6 of the pre.ent work, accordin; to the numbe,r of cantigas 

'in aAch. for hlm the Codex Toledo, with a repertoire of Re .. 
". :~\ ~.~gs, was the -oldestt source. This repertoire would then expand 
'1' 
1 

to "193 pieces in T.j.1 and finally to 402 cantigas in j.b.2.:2 

In order to maintain the original Galieian orthography which· 

Valmar had changed to modern Portuguese spelling, ~alter 

Mettmann p~ubl i shed a ne'w edltionn of the texts in 1'959.:a 

In 1908 the first tr~~.criptions of the music were published 

.'by Pierre Aubry in his collection of essays entitled "Iter 
Jj 

-, 
Hi.panicum."" On the adviee of his mentor F"riedric-h Ludwig he 

used th. rhythmic modal system of Notre Dame poly~pony ta 

transcribe the cantigas into modern notation. Though he found it 

unusuAI thAt the Codex Toledo nAd mainly brevis-semibrevis 

notation wh.r •• s the pre.umably newer Escorial codices had the 

older longa-br.vi. notation, Aubry did not dispute the chronology 
~ 

of the manu.cripts given by Valmar. He based his transcrlption on 

MS T.j.l bec.use he fait that the notation of thi. source was the 

most consistent with his ideas about modal Yhythms in monophonlc 

music.-
, ., 

Like Aubry, the Spani.h,Arabist Jullan Ribera believed that 

V.lmar's chyonology wa •• c~ur.te in •• tablishing the Codex Toledo' 

3 
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.s the oldest source and ther.for. he dec·lded to u •• it a. the 

basis for his 1924 editlon of the music of the cantig ••• • Hi. 
-

field of experti." Arab language and liter.tur., and hi. lack of 

knowledge a~out European musical paleography gave a .trong bia. 

to his research~ he became convlnced the cantigas wer.originally 

Arab instrumental pi lices in whi ch the rhythlft __ ,foll ow.d th. 
~ 

repetitive pattern~ of the Arab rhythmic cycle •• uch a. the 

Hezei, the, Ramel and the Takil. 7 Table 1-1 (see Appendix) show. 

these cycles together ~ith the rhythmic mode. of Notre Oam. 

polyphony. If the rhythmic cycles and rhythmic modes are compared 
~ 

i t l S i mmedi atel y cl ear that Ri bera' li arguments Are not 101.11 

founded because the Arab cycles consist of a r.petttive ~att~rn 

of notes and rests without a method for indicating the l.ngth of 

a phrase while the rhythmic modes combine notes of varyi~g 

Jengths i~to ordines'or phrases of speciJied langths, wlth a 

yest 'indicat'lng the end of the phr ... e.- Ribay_ was so caytain hi. 

theory involving Arab Yhythms produced a definitive solution 01 

the cantig,s' r~ythm that ha publ~.hed a facaimile of the Codax 

Toledo i~ 'wHich he '~rected" the rhyth~rc symbols in accord.nce 

with his own ideas. Th~ l •• t point .apecially brought on •• vaye 

" cyitici.m fir.t fyom Ludwig and l.ter from.Anglês.~ 

2.' The Angle. Edi tion ~~ 

The appearance 01 Ribeya'. edition in 1924 motivat.d Higinio 

Anglés to undertake hi. own'study of the cantigas. Ha di •• gr.ad 

with the Ayab theories held by Ribera and f.lt that a rhythmic 

.olution could be found within the trAditions of Europ •• n pal.o-

4 
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'gyaphy.~a ,The monotony and poor prosody which the strict modal 

tYanacriptions by Aubry gave to the cantigas was equally 

trou~ling for AnQlés because he bel ieved that the cantiga \ 

malodies had a distinctly Spanish character simil'ar to' that if 
- Speln1sh folk-songs. 

~ ~ 

Early in his caraer as a mU5icologlst A~lés had made,many 

transcriptions of song5 ~nd bal lads sung by peasants and 

Vllla~.\fYOm vaYious yegions of Spain. ,rh .. mOlin featuYe of these 

aongs was an alternation between duple and ~riple meter as i5 

••• n in Exampla 1~1, taken from Anglés'. own collection. The 

th1rteenth-century scribes of the cantiga manuscripts 

were, according to Anglés, trying to lndicate the melodic, and 

rhythmic fluidlty of Spanish traditional music and therefore 

modern transcrlber& should not hesltate to move away from strict 

modal rhythm •• This problem lS best illustrated by thJ following 

examples WhlCh compare a modal versIon of Cantlga 100 as 

transcribed by Plerre Aubry (Example 1-2) with a duple-meter 

version glven by Anglés Œxample 1-3). 

In 19~4, after studying photographic reproductions of the 
. 

cantlga manuscrlpts, Friedrich LudWIg agreed wlth Anglés's idea 

that a mlxed mode which alternates betwee~ patterns of sev~ral 
, ~ 

modes mlght indeed exist in some cantigas ~ut he did not want to 

go outsoi de the establl shed modal rhythml c t"ltteyns.:u Angl é~ then " ,',,-

\ 
suggltated that some cantigas might alternate duple and tyipl'e '\ ~ 

\ " 
\ " met_r and fall outside the modal patterns complete!y. This A~ 

would create 0 m,:,l~~.c and rhythmi c flu. di ty , .. milar to i.~ar 01°-1 
Spanish tr.dition.l music and would solve man y problems of t, ' 
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'" prosody with the texte Ludwig di 

opinion th~t the mo~~l theory an objective "sei.nt1fii" 

~ liolution which had to b. applied both po1yphony 
1 

and monody.,a However, by 1929 Ludwi that liome 

cantigas could be transcribed more e11e in dupl .. hm. and 

he provided a duple meter version of Cantiga 100. Angî~s b ••• d ~ 
• ç 

hi5 own ~ranscription of this cantig. on Ludwig' •• xample.&a 

In preparing the complete .dition of the cantig •• Angl •• 

used the th~ee manuscript sourceli described_below. A fourth 

manuscript, Florence B.N. signe II ~I 213, containe only the 

texts and seems to have no relevance to a musical study of ttfls 
9 

repertoir •• '" 

Escorial T.J.l (Ea) 

This source contains 193 cantigas Ln mensural notation, 
the miniatures and illuminations are of hlgh artistic 
value. For each cantiga several or all strophes are 
provided with music. MS T.j.1 dates trom the ear1y part 

, of A1fonso's rule, sometime between ·1257 and 1272. 
The main rhythmic Values are 10nga and brevis.'· 

<c. Escorial j.b.2· (E,) 

Escorial j.b.2 containa 402 cantigas and lika T.J.1 
hâs the longa and brév15 as the main rhythmic valu ••• 
This 15 the best preserved source of the cantigas and it 
was cdpied by a scribe named Juan Gonzalez sometime 
between 1280'and 1~83 shortly bafore the death of 
Alfonso X. ,.l,.Jnllke the older source T.j.l, thi. manuscript 
has the music only for the initial refrain, one atroph., 
and a part of a refraln to indicate a Yepeat, now.ver it 
does provlde the complete text of each cantiga. 1 • 

6 
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Codex Toledo (To) (Madrid B.N. Mss. 10069) 

Th. Codex Toledo has 128 cantlgas in brevis-6emibrevis 
notation without an adjustment of the pli~a, coniunctura 
or the 1 i gatures. rOl' some mel odi es thi s source uses the 

'.ame traosposltion as T.j.l. Many variant readings and 
cle.r diffeyences in rhythmic notation led Anglés to 
spec~late that this manuscript was copied early in the 
fourteenth century by an inexpeYienced scribe. L ? 

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

a. ,hi. main source speci ficAlly bec'ause it contains the largelit 

numbar 01 cantiga6 and because, in his opinion, t~e mensurai 

1 notation is cisaI" in spite of some lnconsistencies in liga-
\~ 

-~ur.s.&· This manuscript does not appear to be a ~erforming copy 

because only one refrain and one ver6e are set to music; more 

li~Jly, it is a presentation copy intended to preserve as many 

melodies as possible. Nev~ess lt would not be hard to use 

this source for performance once the melodies have been memorized 

because the text of the refraIns 15 hlghllghted Wlth red ink. L ' 

Anglés admits that he would have preferred to use MS T.J.1 as 

hi. principal source because lt seems to be the oldest of the 

cantiga manuscripts and it has the most consIstent mensurai 

notatlon. ac An advantage of this manuscript 15 that lt provides 

music for sever al or ail strophes of a cantlga, thereby maklng it 

an ideal performance copy, but the major drawback for Anglés 

••• ma to have been the lncompleteness of thlS source. This 

manuscript contains only 193 of the 423 cantlgas and therefore 

it could not form the baSl5 of a slng1e source edltl0n which a1so 

provides music for the largest number of cantlgaso 

The Codex Toledo is rejected by Anglés as a credible source 

becaus.'lts scribe has reduced the longa-brevis notation common 

7 
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to the Esco~ial codices by half to read brevis-.emibrevis without 

adjusting the note values of th. ligatures. Angles uses th. 

brevis-semibrevis notation of this manuscript to arou& .. ~h.t it 1. 

a late-sol (ce probably dating from the fourte.nth ce-ntu"l"y.3U Th • 
. ' 

two Escorial codices generally have identieal pitches for the 
"> 

melodles. Nevertheless it is intere.ting to note that a few 

cantigas appear a fourth lower in T.J.I, and the Toled~ 

manu5cript always followa the transposition from T.J.1. Thi. 

observation led Anglés to conjecture that th. codex Toledo wa. 

copied trom T.j.1. 

In view of many variants between the Toledo and Escorial 
1 

~. 
eodice5 and given the avidane. wh sugg •• ts that Toledo i •• 

late source, it i5 not hard to that Anglé. had doubts 

about its credibility. There i5 however a distinct po •• ibility 
, 

which i. never mentloned. Both Toledo and T.j.l. could have been 

copied trom an older source which i5 no longer e~tant. To support 

this theory one need only realize that there are ten cantig •• 

which appear as unica in the Codex Toledo. 22 Angl •• do •• mention 
'ri 

this point but he draws no conclusions trom 1t becau •• 01 hi. 

determlnatlon to reJect the credibility 01 the Codex Toledo. 

As such he was the first scholar to deny the prev10usly 

expressed oplnlons of Valmar and Ribera who both believed th.t 

Toledo was the oldest source.' 

A major pyoblem with the Anglés edition 1. that the 

arguments for the lnterpretation of specifie rhythmic .ymbols are 
1 

vague. In the thlrd volume of the edition ha provid •• li catalogue 

Of rhythmic pattel"ns and ShOW5 in Whl ch cant i g.afi the patterns 
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occur but the •• chart. only re1er to his interpretation and they 
-- . ., 

do not help to explain to the ,reader why a speci fic transcript1-on 

w •• u •• d. aa Angles himsel~ claims that he used variants in 

notation of the same cantiga in the two.Escorial manuscripts or 
-r. 

variants observed when il refrain is ~ep.ated to determine the 

rhythmic meaning of various symbols. 24 To illustrate his working 

, . "method a group of variant rhyt,hmic figures from certain eaMtigas 

found in both Escorial cod1C'ilts are shown in Table 1-2, together 

with the interpretation Anglés derives from these symbols. 

Howaver, Table 1-3 shows .ymbols which Anglés had to interpret 

without the pos.ibility of cros.-referenci~g tô a melodie repeat 

or a varla~t notation in the other codex. He seems to have 

interpreted the symbols in Tqble 1-3 ~y anal ogy to some symbols 

found in Table 1-2 but only two o'f the four symbols in Table 1-3 

011.0 appear in Table 1-2. The interpretations for the remaining 

two figures in Table 1-3 are not explained. Precisely at thi. 

°poi~'t Anglé.' lina of thought become. hard to follow bec:ause a 

reader who examines the orlgihal rhythmic symbols which Anglés 

places ab ove his transcriptions will flnd that the two Escorial 

codices often have identlcal notation, and that melodi~ repeats 

within one cantlga rarely show variants. It seems that the cross-
\ 

references, which are vltal to Anglés' .arguments, are much less 

u •• ful than the reader is led to belleve. 

The problems wlth Anglés' method now become cl~ar. Table 

1-2 ~hows that, for the lndicated symbols, only 12 out of-423 

cantigas allow a scholar to give any rhythmlC: interpretation 
~ 

b •• ed on cross-references. Table 1-3 then shows that deductlons 

<3 
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can be made for on1)' two more canti; •• by anal ogy to aymbola '7 
l< 

from Tabl. 1-2. 8)' i~ture thi. app!oach imp1i •• t~at for 

tho •• c.ntigas in Table 1-2 the diffërênce in notation rapr •• anta , , 

~wo versions of the same rhythm and not rhythmic or m.lodie' 
, 

variants. This p~int is never eonsiderRd by Angles b.~aua. it 

~ould jeopardize his attempt to crR~te a dafinitiva transcripti~n 

of the cantigas. Usinçf>the small amount of avidenc. Just 

described, Anglés proceeds to tran&cribe al1 of the canti; •• , It 

has to be admitted that the transcriptions are mu.ically effact­

iV~, nevertheless the following two exampl.~ ~il1 point out ~ome 

typifal inconsistencies. 0 > -.. 
In Cantlgas 2 and ii he gives diff~renf transcriptions for 

the -same ligatura guaternaria eum opbositl Dropriet.t. (m.rkad 

"""x" in Exa'mples 1.,.4 and 1-~). In the case of Cantiga 11 he 

"i'lterprets the rhythm as two eighth notes followed by two 

quarters, which is also~e proper Franconian transcription, •• 
.., fi .... l'J 

He then confuses the reader by suggesting in the critieal 

"-
c;ommenta~ that ~n alternative reading' of fouY eighth nota. would 

~-= '-

"work in a11 cases,except in the third (neasura of the second I1na, 
. ,. . 

where he insists that the Francon!an raading must,be main-

tained. a • He does not explain why he offers the alternat1ve~ 

reading noy does he give reasons for in~isting on ~ha on. 

exe ep,t i on. 

Angl •• crRat~s Simi~Y co~fu.ion when h. d •• lt with C&ntig. 

2. Hare the very same ligatura i •• lw.ys int.~pr.ted ••• group 

of four eighth-notes. The onl)' r ••• on given i. that • propar 

>Franconi.n transcription of tha ligatura would cau.a the malod)' 

10 
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to I/lO:.e .11 i t. -~hArm .. tt In ~i. catte, AS in" .everal <?~hers, 
Angl •• provid .... folk m.l~ CExample 1-6) which ~e feels_has 

110". slmll':rlty wtth the eantl 9Jnder dlscuSlilon. ",.,." Th .. "e 

simiIAriti •• are u.uAlly vague and the~do not help to prove 

~nything·about the rhythmic transcription of a specifie ca~tiga. 

-- Angl •• c14ims to r.solve man y of these inconsistencies in 
, ~ t 

the int.rp~tation of the ligature. with his rhythmic'theory 
-", lit,. 

ba.ad on the alternation ~f duple ~nd·trrple meter in Spanish 

101 k-songs. In the cri ti'cal commentary Anglés makes refeyences to 

" specifie folk-&ongs 5uch a6 Example 1-6 or he makes descriptive 

comments .uch as I/a melody of very popular character" for Cantiga 

2,' lia typical cantiga melody with an undertone of popular song" 
_c ~-

for Cantiga 11, "a very·traditionai and ver~ elegant melody" for 

CantigA 24 CExample '1-7) an·d fot Cantiga 100, lia typicat cantiga 

melody in a popular vein.":a· Since the alternation of meters was 
} 

'.n Integral part of Spanish popular music and the cantigas were, 
~ 

accordi~g to Anglés, often written in a popular style ~e found it 
. , 

r ••• onable to suspect sorne form of alternating rhythm in the 
, 

cantig ••• 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: 

," 

... 

1. Many cantigas have a modal r.hythm but theré are 
some in triple meter which are not strictly modal. 

. . 
2. Some cantigas have mixed modal rhythms. This s~ems 

to be an influence from tradltional musIc. 

3. Some m.lodies are in duple meter. This proves some 
of R~emann'5 theories but he was much too rlgid in 
ilpplylng th.m. ., 

11 
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4. Other melodias'combine d pla And tripla meter 1n a 
manner vary common in' Sp nish popular song. 

... • -0. 

-, 

5. There are .ev.~al sour e. for th. melodi ••• Some 
are inspirad by Gr.go loin chant. athers have their 
roots in popul a\': .on; •• There a"'a also -ReW compo­
sitions by Alfonso and the troubadours olt h1. ~ 
court. 

6. Group~ ~f more than thre. note •• hould not b. 
forced into ~he tima of one quarte", nota bR.t. 

J 7-: The pli c,a hiils Ithe val Ufit of, a reAl note an~ not 
a melodic oYnament. 29 

~able l-~will now become useful as an aid in the discussion 

of these seven conclusions. The shapes of the not •• and ligature. 
1 

are 'very close to those found in F'ranconian notation b'~'-.e..;ltal 

differen~e~,show that Spani.h .cribes nad davelopped t~eir own 

form of transitional notation between square and F'ranconian-

forms.~o Variants in ligatures fo~ the siilm~ ciilntig. in th. two 
.. 

Escorial codices (Table 1-2, BB, 17~} ware con.iderad proof that 

the ligatures were not reliilt~d to modàl rhythm&.œ~ Special forms 

5uéh'as double-note figures !nd the us~ of two vertical strokas 

--to i ndi c:ate a ternary val ue (Tabl e-'l-2, 41, 193, 89, 116) .how that 

scribes clearly wanted to distinguish between duple and triple 
1 / -~ 

meters. Exam~les such as those from the Prologue and cantiga. 69, 

3, 7, Be and 11~ (Table 1-2) convinced Anglês that the plie. hAd • 

definite value equal to half the mAin note. and that it should 

not be considered a~ ornament but a form of shorthAnd to spa.d 

the c:opying proçe5s;m2 

The high degree of subtlety in the notation led Angl •• to 

devel'op his theo!y of mi xed modes And ,Jal tarn.ting rhythm. ba •• d 

Jon his understanding of Spanish folklore. In th. critic.l 
-J -

12 
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comnutntary fol' each cantiga he cla5si~ies its Yhythm ~ccoyding to-

th ••• th.ori ••• The canUgas wl1tch have been mentioned as 

.xampl •• ~(Example5 1-3,4,5,7)'have been givan the 

following cla •• ifications 

\ 
no. 100 -duple rhythm. 

no.' 2: -mbced modAl rhythm of tirst and sèc:ond 

no. 11 

no.24 

modes combined with duple time. 
, 

-mixed yhythm of second and fiyst modes 
alternAting with dup~e time. 

-trochaic Yhythm of first mode alternating 
with duple time.~~ 

In yeturning now to the--.ypblem of ina.onsistency in ligature 

tranacyiption which was raitsed in a discussion o·f Examples 1-4 
'" 

and 1-:$ it 15 now apparent that this matter may be seen in a new 

light. I~ seems that adherence to a theo~y of mixed modes and 
-

.1~eYn.ting meteys was more important for Anglés than consistency 

in transcription. Later crit'cism by Jack Sage and David Wulstan 

will address this problem. 

3. Research by other scholaYs 

Af~er the pUblication of the Anglés transcriptions in 1943 

the philologist Hans Spanke and the musicologist Maurius Schnei-

d~, did reseaych to support the theorie~ of Anglés and refute 

the •• Of-Ribera. Spanke mage a detailed study of th~ poetic forms lf' t,,_ cantiga& .. nd found that the overwhel~ll1\J major i ty had a : 

structure similar to that of a virelai (AbbaA).m4 He then goes on 

to ppint out a flaw in Ribaya'. Arguments. In an attempt to show 

that th. Arab I,jal is idantical to th. vitelai in metric 
, 1 

J 
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styuctuye, Ribera a150 equated the musical foym Of the virela1 

110 the za lal. An inveY.ion of 10g1c then t.ke. pllce A. Riberl " 

considers the vlyelai styuctUY •• in the cAntig •••• z.i.l, Whlch 

mu.\ have an Arab melody and hence An Ay .. b rhythm."· Spanke t.,..i-

ces-the development of the virelai to eleventh-centuyy french 
II' 

... troubadouys and shows that this connection to f"rench and Proy.n-
o • 

/' çal poets yefutes Any Ayab- theoyy- becautie the tyoubldours kn.w 

Latin poètyy but no Ayabic litenatuY'e.". 
1 

MauY'i~ Schneider. did il compayition of m.lodic type. found ln 

Arab, Bërbey, and Spanish mU$ic. oHe shows in hi" study that 

theye ar-e many similaYities between Angles' cantig. t y anscY1p-

tions and songs fyom all Spanish provinces. 'Phese slmil.riti •• 

include the frequent changes in metey which WeYR ~11.o u1ied by 

Anglés."7 H1S yeseareh led hlm to conclude that there i. very 

little speci fic Arab influence in Spanish tr.dltional music and 

those elements which are common to Spani.h and BeYber music are 

generally Mediter.,..anean but not Arab."'· Ayab forma of song have 

no diyect counterpàrts ln Spanlsh music and to emphilsize thl. 

-
pOlnt the Ayabs used the term al musigiy al Andaluciya to 

distinguish Berber and Spanish song. from theiy own music which 

had its roots in Peysia. 3 ' 

The most detailed critici~m of the Angl.s edition may b~ 

found in Jack Sage'5 article on the cantig .. s for the New Gn;we 

pictionary. Sage beli.ves that in comp.Yison with Ribera, Angl'. 

has pyovi ded the most rel i abl e transcr ipt i ons but h. ' •• 1. th.t 

__ Anglés was wrong to consider the cantiga not.tion •• di.tinct Oy 

moye yefined th.n other forma of European ~onophonic not.tion. 
\ 
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Furth.rmore Sage claims that Anglés resorted to subjective 

crit.ria wh.n he transcribed the pieees (n a system of mixed 

mod.~ and changing meter. refleèted in Spanish folk50ngS. 4o 

, 
'In oyder to str.nothen his case Sage quotes a list drawn up 

by Anglés to show the o.r:i_gin of those cantiga melodies which 

also appear in othei iources, and points out that none of 

the.e are of Spanish provenance. 4L There are however some 

prob,lems !'urrounding Anglés' compilation of thls list. Of the 

eleven cantigas to which Anglés clalms to have found the source 
'p -"" 

only thre. have sources that can be traced. (Table 1-4). The 

ramaintng eight canhgas are presumably related to certain 

RondEfayx fr 01'11 Gennr i ch' 5 coll ec t i on but on clos;!" exami nat i on ail 

of these attributions are dubioU5 at baste Navertheless the point 

ramains that the three cantigas of traceabl~ provenance are ail 

from non-Spani5h 50urce5. 42 In thi5 respect it is a150 note-

" worthy, as Sage mentions, that events outside Spain ~_igure promi-

nantly ,ln the texts of the cantigas. Nearly 100 of the 50ng5 deal 

with settings in rrance, Italy, and England. For this reason Sage 

obJects to the many vague references Anglés makes to Spanish 

fôlksongs~nd h. r.futes Anglés' rêlianee on rhythmic styles 

btlled on Spanish folklore."':' While Sage does agree that Anglés 

wa. correct in di.crediting Ribera's transcriptions, he neverthe-
~ < 

1 ••• fee15 that Ribera'. arguments for the Islamic nature of the 

music are tempting because Sage, like Ribera, considers the 

poatic form mainly that of the zajal. 44 

~~e most rece~e5earch 

b •• n done by David Wulsta , 

. 
into the rhythm of the cantigas has 

pl"epal"ing a new edition of 



o 
these tiongs. He doits not dispute Angles' ide .. th.t th. notation 

stems from a Ewropean Gcribal tradition .nd h&s-no link to Ar.b 

musi,c, howev.", he tAk •• i ,.su • ...,1 th th. w.y Angl •• ty •• ts th. 

ligatures because the scribes can be shown to hAve m .. de recurring 

error5. His ideas -are summarized in the following point •• 
"1 

1. The scribes make r_gular and identifi.ble errors 
and therefors they should not be taken too 
li terally. 

2. Some cantigas are 1n modal rhythm but thera .re 
other patterns"such aSI 

i)modal equivalents such .s short 1".cur1"1ng 
patterns 

u i i )more complex bar-by-bar patterns whic:h Are 
compounds of those described under i) 

lii)phrase-by-phrafie patterns, not necesarilly 
repeated at once. 

, --< 
3. The patterns identi fiable under 2) allow some h •• dway 

to be made under 1). 

4. The scribal practice goefi against Van der Werf and 
his idea of --'declamatory rhythm.' The rhythmic PAt­
terns were moye complex than i5 generally 
i ma;i ned."" 

The remarks about Van der Werf refer to his idea that 
t 

monophon1e chansons of the Troubadour and Trouvère repertoir. 

should be sung in a declamatory rhythm which follows,th. litrong 

and weak accents of the text ... • In this liense Wulst.n .nd Angl •• 

agree th'at the cant i gas have a, rhythm whi ch i. not rel.ted to 

poetic meter. The rhythmic subtleties found in ~. cantiga 

manuscripts are far greater than those 10und in other monophonie 
1 

chansonniers of the time. Anglés suspected most of the .cribe. 01 

the Troubadour and Trouvère m.lodi •• wey. literary, with 
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some knowledge of Gregorian notation but no experiehe 

( 
All of the criticism which the Anglés edition received 

unt11 now has focused on the interpretation of the 

ha. not yet baen pointed out that the absence of a 

for a.ch cantiga is a serioue shorteomlng. Anglés set 

• "sclentifle" edit10n of MS. ).b.2 wh1ch followed the original 

a. closely as possible by provlding only the musIc and underlai 

. text of the opening .refrain, the first strophe, and the beginning 

of the next ref~ain.4. The manuscript then gives the texts of ail 

other strophes of a cantiga and a shor~ incipit to- indicate 

r.peats of refrains. Unfortunately Anglés, whose major concern 

to transcribe the music, did not provide this further text 

h 15 crucial to a perfor~er because e.ch cantlga contains a 

continuous and complete narrative. This lack of a complete 

text seems to have eaused at least one pe~forming ense~ble to ,. 

record sever al cantigas exactly as they appear ln the Anglés 

edition without repeating a melody for extra strophes and 

refrains (Atrium Musicae).4' It is an unnecessary error because 

two scholarly editlons of the cantïga texts are available. 
-

This historlcal survey of research lnto the rhythm of the 

cantigas has shown that the scholars who addressed thl5 Issue 

have. based thelr theories solely on a st~dy of the cantlga 

manuscripts. In the next chapter l would llke to extrapolate 

• new approach to the problem of rhythmlc notation ln the 

cantlgas from a study of two other European m~~uscript5 of the 

Thirteenth Century because such a study WIll ralse two new 

( 
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issues; scribal knowledge of mensuYAl nota~ion. And th. 
-../' 

rèlationship of po.tic accents to Musical ace.nt_ in th. 

cantigas. 
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NOTES _~/CHAPTER ONE 

1 Higinio Anglés, editor, La mUSlca de las Cantlsas de Santa 
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Ben1 to G. de LaPan" a, ed1 tOI', Versi 6n cor al de Sesent a Cant i sas 

de Santa Mar fa deI Pey Al fonso el SablC' (MadYld: Sociedad Dldactico 

Musical, 1947). AlI of these edltlOYS adopt the Anglès trans-

criptions except Davi~on and Apel who base their verSlons on the 

dubious Ribera facsimlle. 

2 Anglés, vol. II, p. 15-16. 

3 Walter Mettmann, editor, Canti~as de Santa Marra (Coim­

braI University 'Jf C"oimbra, 195'3), 

. 4 Pierre Aubry, , Iter Hispamcum III,' Sammelbande der IMG, 
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tiurrounding modal transcrlptlons and the theCIY"y of "Vlerheblg-

keit" the reader 1$ referred to the followlng publicatIons: Hugo 

-Ri amann, StLldi en zLlr Geschl cht e der NotenschYi ft (Lei p= i g: 

Breitkopf und Hartel, 1978),pp.216-19j RIemann, Kleines Hand-
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buc:b der MLls~kseschlchte (Leip;:ig: Breitkc.pf und Hartel, 1908) 
\ 

p. 62; Rlemann,'Die,Beck-Aubri's,che modale Interpretation der Trou-
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12. und 13. J'ahrhundert,' Zei tschri ft der International en Mus1 ts-

sesellschaft, (1909-10>, p. 379; Fnedrich Ludwig, Repertorium 
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1964, Repr i n t 0 f 1910 ed 1 t 1 on ), p. :55. 

5 Aubry, p. 35. 

6 ~u1ian Ribera, Music in Ancient Al"abia and Spiln "Li 

Mysi c a de 1 as Cant i sas, Il transi ated Iilnd abr i dged by El aanor Hague 

and Mal" Ion Lef fi n9well, <Stan for d: St an ford Uni versi ty Press, 

192'3) , p. 186. 

7 Ribera, p. 79-80,1'90-1. 

8 Willi Apel, The Notation of Pqlyphonic Music 900-160g, 

fifth l"evlsed edltion wlth commentary, (Cambridge, MA'U5I The 

Mediaeval Academy of Amerlca, 1953), p. 222. 

'3 Anglés, vol. II, p. 25. 

10 Anglés, vol. l, p. lX. 

11 Anglés, vol. II, p. 4. 

12 Ibld. 

13 F"nedrich Ludwlg, "Die gelstliche nichtllturgische, welt­

lIche elnstimmlge und die mehrstlmmige MUSlk des Mlttelalters biti 

zum Anfang des 15. Jahrhunderts," Handbuch dey Muslltseschlchte, 

edited by Guido Adler, (Tutzing: Hans Schneider, 1'361>, Yepl"lnt 

of the 19~9 edltlon, p. 212-13. 

14 Anglés, vol. II. p. 16. 

15 Ibld., p.26-29. 
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34 Hans Spanke, "Ole Metrik der Cantigas," in Anglés,::vol. 

III, p. 18. 

35 Hans Spanke "La teor!a lrabe sobre el ongen de la l!riea 

romaniea a la lu;:: de las ultimas investlgaclones," AnUaY10 

Musi çal l, ('1946), p. 13. 

36 llù.e., p. 11. 

37 Marius Schneider, liA prOp~slto deI influjo .lrabe, Il 

Any trio MU51çal l, (1946>, p. 43. 
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CHAPTER TWO 

NEW ASPECTS Of RESEARCH INTO THE RHYTHM Of THE CANTIGAS 

1. The n.ed for a new approach 

( 
For a study of, tne Chansonnier CanSé, WhlCh was compiled at -

approximataly the same tlme a5 the Escorial codices, the French 

mu.icologlst Jean Beck developed a technique ta study the 

r.1ationahip of poe~ic meter to musical rhythm, and he also 

rai.ad the issue o~ scribal knOWledg~ about mensurai 

notation.~ Neither Beek'. technique nor hi. ide~s about the 
. , 

scribe. have besn studied in relation to the cantigas, though 

Angl'. did .eek the help of the Romance scholar Hans ,Spanke for a 

gan.ral .tudyof poet1c meter, a study WhlCh does not toueh on 

the points diseussed by Beek. While it is not withln the scope of 

thi. thesls to present new transcriptions of ail cantigas, Ihi. 

chapter will study a sample of tive canti~as uSln~ Beek's m~thod 

and it will a1so present ~ranscriptions of those five. 

2. Scrlbal knowledge of mensurai notation 
o ~ 

-In a st~dy of music ln Gallcia, José Lopez-Calo touches 

bri.fly on the cantigas to give eVldence of the work of chureh-

trained scribes by explainlng that lt was rare for poets of 

secular literature to obtaln musically notated ver~10ns of their 

po.ms. 3 To support thls claim he pOInts to the repertoire of 510 

C.ntiSl5 de Arnigo representlng the work of 88 Galleian poets; of 

th •• e only six pORma, ail written by Martin Codax, survive with 
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music. The situation s •• ms to b. aimil~r for the po.m. of th. 

-rr.nch Troub~dours and Trouv.r ••• What is ind •• d aurprising is tn. 

f~ct th~t th. ov.rwhe~ming majority of çant1s •• dl S.ntl Mire. 

survive with their music, while none of the .ecullY poetry 

-written by Al-fonso':X during the years that th. Escorial codic.s 

were compiled survives with music. According to Lopez-Cllo this 

would indicate that wh.never & canti;. ~~ • Troubadour song 

appears with music, a scrib. who was tyttin.d .a a-cnurch musician 

was i nvol ved. The chur c h ah,oul d be seen •• t he major ·· .. our c. 0 f '-. 

mU.lc n6tation, even in collections of •• ~ul.r po.try.~ A 

specifie example relevant to th!s discu.sion wa. alao mentioned 

by Jean Beek in his edition of the Chansonnier CanSé. Th. text 

scrlbe of thlS French manuscrlpt was mest likely a cl~ric who, in 

copying texts 1rom other sources, carafully removed olths and 

ehanged passages of blasphemy.~ 

As these opinions by Beek and Lopez-Calo show, it is 

rala~ively easy to maka conjecturas ajout the church ~ffiliations 
of scribes. It 1s much harder to prove that a specifie scribe nad 

Any knowledge of rhythmic notation and this wlll requite ~h. 
'\ 

10110wing detalled explanation about acrlbal praeticR in both the 

Manuscrit du Roi and the Chansonnier Cansé. This digre.sion 
-' 

will also help to show how, the issue of Icribal knowl.dg. about 

mensuraI notatlon relates to a study of the cantigas. 

The Manuscrit du ROl is a collection of manulcript5 eompiled 

in the yeaTS between 1254 and 1270, ,which includel th. M.oulcrit 

dl Charles d'Aniou and tha Manuscrit dy Roi de N.y.rr •• - Gan.Tllly 

the notatlon uses only th. longa with faw lig.tura. so it is 
\, 

24 

• 

\ 



( 

c 

• .1 , 

c 

l 
\ , 

~ 

impo •• ible to determine the rhythm of-thé chansons; if the scribe 

knew Any men.urai notation it would not be unreasonable to find 

rhythm. indic.ted fo]' songa by poet. who wers active during 

the period in which the manuscript was àssemb1ed. This, however _ 
\,. 

~ 

is not the c.se. The songs "Amours m'est. cuey entrée-" and_y'é! 

Gilebert)' (fol. 81 both by Henri III, Duke of Brabant, .who ~~ 

relQned from 1247 to 1261, .nd the song "Si con l' aigue suf fre" 

by Jordan de Bondal, who w ••• ctive during the 1ast ha1f of the 
(' 

Thirt •• nth Cantury, aIl, appear w~thout Any indication of rhythm. 

The.. songs are wrltten in the same longa -notation as those by . . -

poets su<::h as WU Li Viniers (11'90-124~) and liMe Sire. Quenes, Il 

who died before 1221. 6 

Thus far the evi dence suggests that the sel" i bes: of the chan-

son. described above either had no knowledge of mensural notation, 

or wa. unilware of the rhythm of Â partlcular song, and therefore 

u.ed a neutrai longa notation. The fasclnating aspect of this 

manuseript is that thera are a few interpolations by other scribes 

And these interpolations show rhythmic notation. 

The music for "De la pluz -do~ce a.nouy" by Blondiàus, who was 

Active during the middle of the Thirteenth Century was entered by 

• dif~.rent scribe and it elearly shows the trochaic rhythm of 

the first mode with 10nga5, breves, and llgatures with 

indic.tions of perfection and propriety.7 The same iD true fol" 

the '.ong "Amours m'ont si enseigné" by Gios de Digon and the lai 

"Ki de bons est" by Charles d'Anjou. 80th piaces were writfen by 

poets active during the mlddle of the Th1l"teantn Century and, 

had th.ir music entered later by a sCl"ibe who~indicated 
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, 
rhythm using longas, br.ve~=And e.o.p. ~igatur ••• • Th ••• ·rhythmlc 

indications by later scrib •• might indic.te that .pecifie .ong. 

may have been notated by scribe. who knew the .ong., and thi. 

does not aeem unreasonable because the poet. m.ntioned thu. far 

weye all active during the time in which the manuscript wa. 

belng copied. 

There are however two other entries in the Manyscrit du Roi 

whi ch rai se som~ concern. "Cancon fer.i mol t marai ," by Gauthier '-. . 
de Dargies, who died shprtly after 1236 and "Quant li templ 

reverdoi e" by Gace Brulé, who W4ilS born in .115'9 and who remaln.d 

active until 1212 have both been entered 'in mensural not.tion 

by a scribe active a~oun~ 1260.' It i. not clear why speclfically 

these two pleces appear wlth rhythmic notatipn èntered in a 
, 

foreign hand while many poems by Trouvères of the same tima wer. 

hotated wlthout rhythm by the main scribe of the m,hulcriPt. 

Given this evideneeoit is not difficult to er.Ata a ,c.nario in 

wh!ch the main scribe 1eft the mûsic notation of certain .ongl 

to a coll eague who knew the rhythm of those pi eces._ 

The Chansonn1E~t Canaé', which WIS copi ed dur ing the •• cond hal f 

of the Thlrteenth Century, most likely before 1272, pOl ••• imilar 

problems for research 1nto scribal ~ractice.~Q This manulcript 

shows much Illore uni for,mi ty in copying thAn the tl.ny.crit dy 80i 
" 

bèC~~.~ the music of a}l songs ha. been .nterad by on. scribe 

who consistently notated rhythms using long •• , br.v •• and c.o.p. 

rison to older souyces; the skill .t tr.nsposition And th. us. of 

rhythmic notation would, according to S.ck, att.st th. good 
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music.l education of the .cribe.A~ Whether the scrIbe kRew the 

rhythms of the songs, or wheth~r he imposed hlS own rhythms. is 

uncl •• r since the &ongs date anywhere fyom 20 to 100 years befor.e 
.. -

the compilation of the manuscript. Beck points out that the 

scribe ~u.t have had some familiarity wlth the poems because, in 

order to facilitate the readiog of the text-note ~elationship, he 

often added words which nad been omitted by the t~xt scribe. '3 If \ 

he knew the poems weIl enough to be able to complete missing text 

he mlght weIl have known the music but there is as of yet no 

.videnee to suppo~t such a theory. 
D ~\ 

The evidence~athered here refutes the theory Anglés held 

about the scribes of ~reneh manuscripts compiled at the same-fime 

•• the Escorial codices. He felt that only the scrIbes of the 

cantiga manuscrlpts wer~ tralned in mensuraI notation while the 

scribes of aIl other manuscripts of monophoryic mus'ie were 
1 [ 'ft 

literarY~;ibeS who had at best a know~edge of chant notatIon 

but not of mensuraI notation. U. The study of these two F'reneh 

sowrces reveals that the problem of notation is not a SImple 

issue of'knowledge or ignorance about mensuraI notation, but that 
-

'" .it i& a complex problem in wh~cn 'the scribe's knowledge of the 

rhythm oi a particular s~ng, and his ability to compose a rhythm 

for ,songs pravi:J.l y nota\~.~_~ithou~ rhythm are important factors • 
. 

The Escorial codices pose fewer problems when it cornes to 

the issue of scribes and their knowledge of rhythmic notation. 

The largest manuscri~t, MS j.b. 2, displays a great deal of 

uniformi~y in copying, th.r. are no entries in foreign hands, and 

. the name of the scribe ia known. The mAnuscript itaelf provides 
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evidence to show that the scribe WA5 working in .n environm.nt in 

which the cantigas were famil!ar. A miniAture on folio 29 ha. the . 
King in the center holding a book. On th~ right slde of the 

picture there are four cleric& of whom one holds a book and the 
<J 

one seated closest to the king holds a roll of parchment ,in hi. 

left hand and a feather or other writlng implement in hi. right 

hand. The two other clerics in th!. frame could p055ibly ba 

singer» as Anglés suggest •• l~ On the 1eft of the pictur. Ar. four 

parsons ln secular dress who could a1so p05sibly be singers. At 

the extreme left and right of this miniature several 

instrumentalists are depicted. 

It 16 very hard to makè judgementlon the nature of a scribe'. 

work ~sed on thls mlniature alone, but help ln interpreting t~i. 

minlature may be found in the other Escorial codex. An illuatrA-

tion on MS T. j.1 folio 4 shows the,king h6ldlng a copy of the 

Prologue, and wlth him there are six people, of whom four hold 

pieces of ~archment. Anglés says they are all singer5 but sorne 
o { 

could equally weil be Bcribes.$· On the next folio (rol. ~) ther • 

is a more elaborate miniature which shows the King dietating to 

two elerlcs seated on the floor. At one side there are thr ••• acu-

1 al" instrumental ists and on the other side four <~ lencs ald th.~ 

King with a book.~& 
• < 

What ail of these miniatures have in common 1S Eh. d.pic-

t~.on of a team effort ln compi'l ing, the cantlg. m.anuscripts. The 

illustratlons al1 emphasize the pra.enee of singer. And in.t~um.n-

talis~$ together wi th the scribes. Th!. makes 1t v.r~l t,kal)' that 

the scribe becama aware 01~" th. rhythm of • particulAr piec. by , 

! 
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h.aYing it performed at the COUyt of Alfonso. Slnce rhythmic 
o 

notation ha. b •• n fouind in aIl cantiga manusl!ripts and there are 

no older .ources extant which contain the music to the cantigas 

in a non-rhythmic notation therè 15 no eVldence to s~ggest that a 

scYibe imposed rhythm on music he had never heard in performance. 

In thi •• ense the'origin of the rhythm of the cantigas i5 mueh 

1 ••• vague than the orig1n of the rhythm in the rrench 

manuscripts which were discussed earl1er • 

3. The relation of poetic meter and tonie accent to 

musical rhythm in rreneh and Latin sources 

As an aid in the transcription of the Trouvère chansons of 

th~ Chansonnier Canaé, Beck made a detailed study of poetic meter 

and accentuation, and the relation of these two elemeots to the 

musical rhythm. He shows that Classieal Latin poetry has always 

s&l!rificed thé etymological or tonie accent in favour of metric 

continuity. He defines poetry Of th!. nature as. poésie rnetrique, 

whi ch ïsa cl ear 1 y di f fe(ent from Doési e" r ythmi gue in whi ch 

importance i5 given to the number of syllables in one verse.~7 

Beek studied tropes from the MS Las Huelaasle 50 that he 

could compare the 5ettings of~Latin poetry during the twelfth 

"- c.ntut"-y wi th the set t i ngs of rrench chansons of the 1 ate twel fth 

and larly thirteenth centuries. In the settings of the Latin 

trop •• , in which the poets strove to imita~e the elasasaieal metric 

VI".', h. found vary f.w confliets batween the tonie accent and 
... 

th. acclnt. of the musical rhythm. Specifically, in the trop&­

y, .. bym pltri. hodj. (fol. 25) h. found-that there .rl only six-,. 
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conflicts in a group of sixt Y Accant. And in th. trop. 

Benedicamu! Domino_eum cantic9 (fol. 21) h. found only , 

one'confliet in a group of 26 accents.'" Thi. m.ans that in hi. 

first example 10 percent of the accents ilr. in conflict with th. 

-musi cal rhythm and t hat in hi 5 second .xampl e 3. e~ parc.nt Ar. 

in confllct. It !hould be pointed ~ut that throughout hi. st~dy 

, Beek only counted accents in multi-syllAbl. word. b.cAu •• only 
'\ . 

they allow Any differentiation between strong and weak .yl-

lables: He a1so avoids eounting the final .yllable of il rhym. 

because he notieed that it always fe11 on a rhythmieally 

e~phasized beat. 20 

From, this study Beek concluded that he had been too r1g1d 

in applying the theory of modal rhythms which A~mitt~d only A 

ternary first, second, or third mode. He found that binaty maa­

sure! of two quarter notes were much mpre common than the tarnary 

dactylic rhythm u!ually employed for the third mode. He th.n r.a-

soned that only theori!ts and composers of polyphcny needed a 

ternary third mode becau!e it had to be combined with the other 

mode! whleh were also ternary. Beek point! to statements by 

Medieval theorists to show that there was no un~nlmlty about tha 

bi nary or ternary val ue of the longa among the ear 1 y wr i ter. on 

mensuraI notation but he neglects to mention that th ••• 

statements ~efer only to polyphonie music. a , 

By the end of the twel fth century t~e ttght relation of "t.xt 

Accent to musiCAl accent in both the French And "Latin r.partoira. 

waS no longer observed by composers. ~.ck gives spacifie .xampla. 

to show th.t many confliet. b.tw •• n muaical,rhythm .nd tonie 
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.ce.nt .xist in th. Trouv*re chansons of the Chansonnier Cansé, 

.and he concludes that by 1200 musical rhythm and tonlc accents in 

poetry had become completely lndependent of each other. 22 

Beek illustrates his discusslon with the followlng two 

.xamples. In the 60ng eu beSOIns voit on l'aUSSI he flnds 9 con~_ 
c' 

flicts in a group of 12 accents (75 /. are ln conflict) and in the 

song p.me ci;. vostre flns aUSlS there are 12 conflicts in a 

group of 2'9 accents (41 'le in conflict).22 It is immedi~tely 

.,vident th.t the percen~age of conflicts i5 much higher for these 

French chansons than for the Latin repertoire descYibed earlier, 

.and this supports Beck's theory that the musical rhythm and the 

tonie accents had become independent in the F'rench chansons. 

The study'by Beck unfortunately contains one flaw which has to 

be correc~ed before the method ca~ be used to study the poetry and 

and music of the cantigas. 'Beek compares the tonie accents of the 

poetry with the musIcal rhythm after he has transcriged the music­

into modern notatIon. It would be more useful lf we compare the 
1 

accents in the poetry with the longa5, breves, and 11gatures of 

the original notatIon and it i5 ln thls new way that Beck's 

method will be used to study the cantigas. 

For the cantlgas UliS study will reveal 1f the notatlon used 

by the Spanlsh scrIbes could have been 1ntended to follow the 

Accentuation of the text. If howevey, the muslcal rhythm is Indl::!-

pendent of textual accents the notatIon w111 have to be transcYlbed 

earefully ln order to avold the danger of Imposlng a pY'econcelved 

notion such as Anglés's theory of alternating meters or an overly 

rigld use of modal, rhythms when the notation may irn::licate otherwise. 
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4. The rel.tion of tonie accent to music.l rhythm 

ln the cantig •• 

There is very llttle information to help ~cholars determlne 

th~ rules Wh1Ch the G'lician-Portuguese poets considered Impor-
~ 

tant in writing their verse. The only survlving dpcument which 

gives .any insight lS a short treatise found at the .nd of the 

Cancloneiro da Blblloteca Nacl0nal copied 1n the lata rifte8nth 

or early 81xteenth Century. The treatlse itself lS known as 

Poética frasmentarla, and dates trom the rourteenth Century. lt 

is a prescrlptlve dldactic work from the time when Galician-Portu-

guese poetry was already in decl1ne. Most likely, the Poétic. was 

modelled on Las Leys d'Amors, a Provençal treatise of 13~b, which 

deals w1th Troubadour poetry.2. 

~rom a study of this treatlse and from an examination of the 

Cantlgas d'Amigo, linguist José Joaqufm Nunes determined that 

adherence to verse lengths of a predetermined number of 

syllables was the most important characteristlc of Galie!an 

poetry.2e In Beck's termlnology Galician verse would be con-

sidered rhythmlc poetry. 
L 

The Poét1ca fra~mentaria categorlzes poems according to the 

number of syllables in each verse, and later it WIll be shown 

~: that sorne 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 th. 
~econd or thlrd. 
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ber§ico guebrado -a six-syllable verse with an accent 
on the final syllable, and others 
poss1ble on 2, 3, or 4. 

r,dondi lha maior 

oc t I;)SS n abos 

-a seven-syllable verse; lt has the 
same accentuatlon as the herblco 
guebrado. 

-an elght-s~llable 11ne wlth accents on 
the last s llable and on 2, 3, or 4. 
(accents 0 3, 4, or 5 and 8 for a 
verse with a feminlne endlng'. 

ru sflabcls -a ten-syllable verse wlth accents on 9 
or 10 and 5, wlth secondary accents on 
3 or 4. 26 

It should be noted here that the last syllable of a femlnlne 

.nding 15 never Included ln the syllable count by the Gallclan 

poets.:lI7' 

To make an effective study of the relat10nshlp between the 

tonie accents and the musical rhythm 1t 1S important to avoid the 

inconcluSlve statlstlcs WhlCh Anglés used to show that the rhythm 

is 1ndependent of the poetlc accents. He does show that there 1S 

no rel~t10n between the number of syllables ln a verse and the 

type of rhythmlc modes or comblnation of meters he uses ln tran-

scriptlon but his conclusIons remaln vague because he does not 

study the accentuat10n pattern ln each song and he b~ses his 

arguments on the rhythms he has 1mposed through ~1S theory of 

mixed modes and alternatlng meters. 2Q 

F,or thi5 study the Prologue, and Cantigas 1, :2, 83, and 100 
o 

have been chosen because they proVide examples of varlOUS verse 

lengths and dlfferent rhythms. In each case the flrst stan:a, the 

only one with music ln MP J.b. 2, was transcribed in a d1plomat1c 

style 50 that the orlglnal symbols such as longa5, breves, liga-
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tures and double-note flgures could still be distinguiahed. Th. 

text was then underlaid. To make the relationship between th. 

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 mUS1C corresponds to one verse of the poem. 

It has already been pointed out that Galician poetry i5 

rhythmlC poetry which does not have a flxed meter, and therefore 

the only accents WhlCh can be studied are the tonle or etymolo-
1 

gical accents. ThlS means that the study lS llmited to multi-

Isyllable words because only those words al10w one to percelve a 

1 difference between strong and weak accents.' To enab'le a compari-

son between thls study and Beck's research on the relationship 01 

tonie accent to musleal rhythm the syllables must be counted 

USlng Beck's prlnciple; this means omitting rhyme syllablee, both 

mascullne and femlnine, from the syllable count. Such a method of 

countlng syllables would lndeed be appropriate for the cantigas 

because the Spanlsh muslcians, like thelr French counterparts 

studled by Beek, have followed the prlnc1ple of plaelng the rhyme 

syllables on a rhythm1cally emphaslzed beat. E~ample 2-1 shows 

the.Prologue ln the dlplomatlc transcrlptlon with the weak and 

strong syllables marked ln the text. 

An analysls of the relatlons~Hp o\~ accents to rhythmic sym­

bols lS provlded ln Table 2-1. It ShOW~ the to·tal 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 brave or 

plicated breve, and how many fall on a longa or the equlvalent 
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double-note f1gure or llgatures. A conflict in accentuat10n 15 

defined as a dlsçrepancy between a ton1c accent and 1tS corres-

ppnding rhythmlc symbol; l.e. a weak accent fallin9 on a 10nga or 
.\ 

a strong acçent fall1ng on a breve, and the number of conflicts 

15 given as a percéntage of the total number of accents WhlCh 

ware counted. Por the five cantlgas in thlS study the results of 

these analyses are found in Table 2-1. 

A compar1son of the percentages of conflicts shows that aIl 

cantigas under study have many more eonflicts ln accentuatlon 

than the tropes trom the MS Las Huel'Sll, w~llch Beek consldered 

good e~amples of a very close relationshlp between muslcal rhythm 
1 . t 

1 
and poet1c accents. It lS also clear that w1th the exception of 

Cantiga 100 aIl of the percentages of eonfl1ct fa11 wlthln the 

41%-75% range glven by Beek ln his study of the ChansonnIer CanSé. 

This would Indicate that for most of the cantlgas ln thlS study 

the rhythm se~ms to be Independent of the tonie accentuatlon. As 

an example of statlstlcs WhlCh inelude the rhyme syllables ln the 
r 

count, Table 2-2 shows that, speci flcally for Cantiga 2{ the 

inclUSion of rhyme syllables Will conslderably lower the percen-

tage of confllcts because the muslcal rhythm at the end of each 

phrase corresponds to the tonle accentuation of the rhyme word. 

The tonic accents for the extra syllables WhlCh were counted for 

Table 2-2 have been placed below rather than above the te~t ln 

Example 2-3. Only in cantlgas where the rhyme syllables are 

frequent(y part of mUltl-syllable words, Will the percentage of 

conflict~ced as drastically as in Cantiga 2. 

It should also be noted that three of the flve cantlgas flt 

) 
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lnto the patterns mentioned by the Poéticè frasmentêrii. Th. Pro-

logue 15'0 a de: sflabos poem, and Cantigas 2 and 83 both fit the 

redondilha malor pattern. It lS impossible to dstermine from th!. 

sample of flv~-cantlgas if, ln general, cantlgas which fA11 

outslde these patterrs have a hlgher or a lower pere.ntag. of 

conflicts than those WhlCh conform to the patterns, b.cAua. 

Cantlga 1 wlth a syllab1~ scheme S 6 S 6 6 e 6 6 e 6 has more 

conflicts (70.S'l.) than any other cantiga in thi. atudy, whi~ 
- 1 

Cantlga 100 with a syllable scheme of 4 4 4 6 8 S e 8 4 4 4 6 

has the least number of confliets ·(35.3'l.). 

The premise that the musical rhythm i. ind~pend.nt of the 

accentuatIon Is an important one, but a more detailed eXAmi-

nation of Example 2-1 reveals that the statistics do not giv.-th. 
o 

complete plcture of the complicated relationshlp betw •• n th. 

poetry and the music~l rhythm of the çantigas. In translation the 

first two verses of the Prologu~ (Example 2-1) say "Since ~ritlng 

verse lS a matter which requires understandlng of those who do 

it ••• " The notatIon shows that the important words "PorQue," 

IItrobar," "cousa," "entendimento," and "gueno," whlCh r'efer to 

"Sinee," "wYlting \lers~," Ha matter, Il "understandlng," and "tho.e!. 
1; t 

who" respect1vely, aye given rhythm1c emphasls by comblnatlons 01 

10ngas, lIgatures, and pllcated notes. This emphasls on the ~ 

meaning of the words 15 contlnued ln the same manner throughout 

the poem and the accents marked ln Example 2-1 show that ln soma 

cases such as the words "cousa," "poYen," "gueno," "d'avgr," 

"raz on, Il and "dl zey" the rhythm of the mUSl C con f~ lets wi th the 

tonlC accents presumably to create this emphas1s. In Cantiga 1 
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(Example 2-~) the words Sennor' onrrada, (honoured Lady) beeyta, 

(blessed) 5aarada, (sacred) and perlonaada (prolonged) are also 

empha.ized, as are the words MUlto devemQs (We owe much) WhlCh 

open Cantiga 2, (Example 2-3). Again, the accents placed over, the 

syllables help to illustrate that in some ca~es the tonlc 

accents of the words were sacrificed in favour of a rhythmic 

-
emphasis to show their 1mportance in the narrative. Many more 

axampla. may be found througrout the entire cantiga repertoire. 

The relatlonship between the text and the musIc is made even 

more eomplieated because the thematie and rhythmlc patterns which 

" amphasize the important words are grouped into clear phrase~ that 

give a strong character to eaeh cantiga. It is preclsely 

because of this strong character that discrepanFies bet~een the 

tonie accents and the musical rhythm are_hardly noticed 

The co~plex relationship~of music and poetry WhlCh has b~n 

revealed in thlS study helps to refute Anglés's theory that the 

music of the cantlgas has lts yoots ln Spanlsh folklore. The folk-

songs which were used by Anglés to develop hlS theory of 

alternatlng meters had a very simple syllablc relatlonshlp between 

• music and text. (Examples 1-1, 1-5). As the ev.amples of 

this study show, the cantigas are never set strlctly syllabically 

and therefore It is unlikely that elther the poetry or the musIc 

have Any connection to the Spanlsh folk-songs WhlCh Anglés used 

to develop hlS rhythmlc theory. The subtlety of the musical 

settings seems to Indlcate that they were made by one or more 

highly educated musicians at the court of Alfonso. Therefore 
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,there i SI no reason to use a theory ...,hich i" ba •• d ~n mod.rn 

Spani.h folklore to transcribe th. cAntigAs, And th\not~tion 

should .pea~ for itself as much •• possible. 

\ 
~. Transcribing the C.ntiga. 

a) General remarks on the notation 

The source which ls used for the transcriptions pr ••• nt.d 

in' thi. chapter-is the 'codex Escorial MS J.b. 2 in th. 'acaimil. 

edition prepared by Anglés. This manuscript ha. a consistent 

_longa-brevls notation and ligatures which have clear qual.ti •• of 

propriety, perfection, and ocposita procrietata. Semlbreves nev.r 

appear independently and are only seen in çoniuncturae. Anoth.r 
, 

Spanish manuscript which was copied at about the same time AS 

MS .j.b. 2, is- the codex Las HualSis, whict: has many notation_l 

similarlties with the Cantlga manuscript under con51deration. œa 

Both Willi Apel, and later Gordon Anderson have intarpreted the 

ligatures of the Las Huelgis manuscript as Franconian, and 

therefore Franconlan readings have been u.ed in the five cantiga 

transcrlptions offered here. œ & Apel points out that ev en though 

it was an achlev~ment by Franco de Cologne to recognize the value 

of the independent semlbreve ln his treatise Ars Cantys Men!uy-

abllis, the practlcal sources of the perlod usually assoçiate it~ 

value only wlth c.o.p. llgatures and coniunctur.e. aa 

In the OYlg1nai 'notatlon of the Cantlgas th. brave 1. th. 

smallest value to recelve a single text syllable and it is .lso 

f7he value of the taçtus in Franconian notation. œQ Ther.fore th. 
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qUArter note has baen chosen as the most appYopriate modern 
,f,> 

eqriValent. N~ attempt has bean made to force th~ Yhyth~s of the 

c.ntiga~ into units of time using modeyn,time signatures, and 

h.~ce the use of barlines has been avoided. The transcriptions 

have been divided into lines of music which correspond exactly to 

the veyse 1 eng.th~ of the poems whi ch maJ,es i t easi er to see the' 

close relationship between the poetry and the melodie and rhythmic 

shApa of each phrase of music. Where neeessary, stanzas have been 

indented to distinguish them from the yefrain. 

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

Prologue 

The Prologue clearly displays the phrase-by-phyase rhythmie 

patterns described by David Wulstan. The first and third,phrases 

are identical and the second phyase presents only a minor variant 
... 

in its la~t nine beats. Phrases fouy and five aye also only minor 
, 

variants of each other and together they foym a clear contrast 

wi th the opening three phyases. The final phyase opens wi.)th a 

three-note Yhythmic element trom the first phrase followed by a 

four-note element from the fifth phrase and it ends wlth a short 
-:"" \ 

'closing formula on the WoYds s'a de ffa:er. The double-note 

figuye over the word poren is r~ad as a pllca longa ascendens. 

Angl~s and Anderson have found similar figures in Las Huelsas 

fol. 3 and 3' but they di~agree about the rhythmic int~r.preta­

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

ù 0 
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Cantiga 1 

As ls seen in Example 2-5, some longAs in thi. CAntigA~~e 

fol10wed by two vertical strok~ •• Anglés intarpretad the.e •• 

indicating that the preeeeding 10nga was ternary while all other. 

were binary. The diplomatie transcription (Example 2-2) howevar, 

makes it clear that the strokes always fal1 at the end of • ver •• 

or at points of caesura within the verse such as ,after the word 

~ on the flY'st line or after the words Qyer' ey on--the second 

line and this makes it more likely that the strokes •• rve as 

breath marks to help a singer emphasize punctuation (caesura> 

not indicated in the text. The transcription into modern 

notation shows that {t is not neces5ary to distinguish betw •• n 

the ternary and binary 10ngas because a performer will naturally 

take the time to breathe at the end of each phrasa of music, and 

in the Cantlga these phrase endings coinc~âe with the endings of 
J 

the poetic verse. 

Q" 

CanU;.a 2 

The most difficult aspect of transcription ~fi thi. C,antiga -- \ 

15 the interpretation of the_first lis_tura binaria. The rran-

conlan reading breve-longa would over~empha5iz. the conflict 

-between the weak second syllable of the word muito and the two~ 

notes this syllable receives 1n the music, a r&t~.r Jolted 

declamation on ail other wor'ds which hav. thi • •• me ligature 
-~-
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r •• d, •• two breves because a simil'ar figul'"e on the word vestiduya 

(Part of • c.o.p. ligature), appears on the word varY~es with the, 

clellr notlltion SSB yrthey than SSL. Heye again the reading SSL 

would glve an unnat&al acce~to the weak second syllable of the 

wyrd ~éstiduYa. It -seems that aIl binayia with the uppeY note 

poi nt i ng to the 1 eft were wri tt en thi s way becquse of a percei ved 

lack of space on the part of the scnbe. (f"acsimile Example 2-E,) • 

• 

Cant i ga 83 

In o'rdeY to make thlS Cantiga work in a ternary meter Anglés 

• tran"ç:Yibes the c.o.p. ligature w1th the words acomendados and .. 
,o~@ç~e~ as two quayter notes but the transcYiption glven here .. , \. 

, , , 15 &qually ~ffectlve and showS' that theye lS no need to adhere 

\ ' stY'id'tl y to ta ternaY'y rhythm just· because th~ opening notes 
." • <II ~ 

~ , " 

~.Llgge5,t the rhythtp of the tirst mode. (Fa':simile Example 2-7) • 

.. , Cant 1 ga 100 

J 
• p 

Th~-~ubtl~ sen~é tif balance in the design o~ this Cantiga 

·is much more <~ear l,n thi.-s tY'anscY'lption WhlCh avoids°,any refeY.enee 
- J , 

to mater than in the 'Strict duple metey veY'sion given by Anglés. 
-.,. . " 

This is b.st seèn'·in. the case, of the plicated longas to the woYds 
f #" ' .__ ~ 

~ . 
~, geYder, and pey (Unes ~, 6 and 8 in the transcr~ion) 

, ~ 
. wt1;'ch con'br.st with the bl"eve-obllque binarla l'figure for the last 

• Ir ....... 1 

~yl1.bl~ ~f the word entendeY'. This figure takes one beat longer 

and highl ights ~J. fi'rat occurrence of t'he pi tch d', tlole h'ighest 

( 
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note of the piece. Anglés tran-sCl"ibes all ,of the.1it AS dotted hAlf 

o D 

notes followed by a quarter note.\ In doing so h. los •• the 
• _,. 1.. , 

subtlety clearly intended by the 'scribe. Example 2-~~ shows th. 

facSimile of this,cantiga. 

l 

o 
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CHAPTER THREE 

PERFORMING THE CANTIGAS 

A ~~thodology for the study of other performance 

related issues in the cantigas 

The flrst two chapters of this thesis have concentrAted on 

various problems regardlng the rhythm of the cantiga., and thi. 

is indeed an important issue to performers because the rhythm. 

WhlCh are used have a dlrect affect on the mood which the perfor-

mance conveys to the Ilstener. A transcrlptlon ln a rigid_rnodal 

rhyfhm as advocated by Pierre AUbry will create the impression of 

a dancing song wlth ObV10US repe~itive accents in the music, and 

the versions given by Anglés glve the amblance of Spanish 101k--~, .... songs wlth frequent alternation between duple and triple met.ra • 

On the other hand the transcriptions offered in Chaptal" Two will 

glve pérformers a rhythmlc readlng that glvas emphasis to 

important words in the narrative. 

-
Though researeh lnto the rhythm of the'eantigas 15 important 

for the performance of thls.repertolre, it 15 unfortunate that 

scholarly aetlvlty has been concentrated entlrely on the rhythm 

at the expense of researeh lnto other performance problems such 

as lnstrumental accompanlment, antlphonal or responsorial 

performance, vocal style, and tempo. Scholars of Renaissance or 
~ 

Baroque performance practlce have at thelr disposaI treatls~5, 

tuto:s, correspondence, hlstorlcal lnstruments and remarks in 

scores ta help them determine many practlcal aspectG of the 
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pel' formance of a specl fl C vocal or 1 nstrumental genre but these 

( 5peClflC alds are absent ln the area of Medleval monophonlc 

mUSIc. Since much of the avallable eV1denc.e is clrcumstant1al, 1t 

is hard to establlsh a methodology for study1ng performance-

practlce ln thlS reperto1re, hence scholars are he~itant to deal 

with the Issue. Anglés glves no ind1catlon~ at aIl about poss1ble 

performance styles for the cantlgas and Frank HarrIson prefers to 

limlt hlS dlScusslon of lnstrumental use ln Medleval mUS1C to 

l 
observatIons about the absence of text ln some parts of polyphonlc 

pieces and the lmpl1cations Wh1Ch these absences may have for 

lnstrumental partlclpation in the performance.~ For eVldence of 

instrumental use ln the Troubadour and Trouvère reperto1re lan 

Parker Ilmlts hlmself to references about instruments ln the 

works of Medleval French poets.~ Research by Thomas Binkley at 

( the Schola Cantorum Baslilensls represents an lnnovatlon because 

lt shows fhat a study of performances by ensembles of North 

Afr.' mUS1C may be useful to performers of monopho-

val mUSIC, and lt shows that, ln ordel" t~ deal 

effectlv ly wlth problems of perfol"mance practlce ln the cant1- 1 

\ h 
gas, a... thodology based on hlstorlcal documents has to be 

with 

the m dern equlvalents of Medieval instruments and studles of 

mon op :J~.c folk-song tradItIons that use sorne fOl"m 
~ (~ .,.---.-f acc m an1ment.::ïlI 

ethodology conslsts of brlnglng to bear on the cantigas 

~ll the relevant direct and indirect eVldence which we have at 

( 
our d1sposal namely, iconograph1cal eV1dence, Arab and European 
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treatlses, ethnomuslcological studies, recorded cantiga perfor-

mances by twentieth-century artl~ts, and studies of lltur9ical 

history. A diScusslon of thls eVldence will give Inslght into 

problems of InstrumentatIon, accompanlment style, vocal style, 

antiphonal performance, tempo, and the presumed liturglcal use of 

the cantlgas. Though much research has been done on the sources 

which wlll be examlned here, It is a sad comment on the lsolatlon 

that e~lsts ~etween musicologlsts and performers that thlS 

materlal has not been broug~Ît lnto the conte,<t cof a comprehensIve 

dlScuSS10n about the performance practlce problems in the canti-

gas. ThIS chapter wlll attempt te correct such shortcomings. 

1. The types of Instruments 

Every tenth cantiga in MS j.b~ 2 lS a Cantisa de Loor (Song of 

Praise to the Vlrgln) Whlch 15 preceeded by a minlature depictlng 

one or two mUSIClans playlng Instruments. Anglés argues that these , 

depictlons are no more than a catalogue of Instruments and pOlnts 

out that there 15 no musIcal crlterlon for placing a specifle 

picture wlth Ci certaln cantiga. Furthermore there are no referen-

ces ln the texts that felate ln any way to the 1nstruments 

deplcted.1n the mIn1atures, and therefore he suggests that the 

mIniatures should nct be used to determlne the Instrumentatlon 

of a speclfic cant1ga.- As a catalogue, the mlnlatures neverthe-

1ess have great value. The llst below shows the categor1es of 

instruments and the cantigas to which the mlniatuyes are 

attached.!S 

48 



1 

( 

( 

Bowed strings: 

Plucked strings: 

Windsi 

Pel"cussion: 

Mechanical 
instruments: 

fldulas or bowed vlhuelas (cantlgas no. 
10, 20, 100) 

rebec or rebab (no. 110> 
ci terns or gui tars (no. 10, 150) 
mandolas (no. 20, 150) 
lutes (no. 30, 170> 
plucked vlhuelas (no. 120, 1:30, 140) 
plucked rebec (no. 90) 
psalterles or zithers (no. 40, 50, 70, 

80, 290) 
harps (no. :380) 
shawms (no. 300, 310, 3:30, 390) 
albog~n or double shawm (no. 220, 3bO) 
bladder pipes (no. 230, 250) 
plpes ,or recorders (no. 340, 370) 
transverse flutes (no. 240> 
trumpets (no. 320) 
horns or trombas (no. 270) 
bagplpes (no. 260, 280, 350) 
portatIve organ (no. 200) 
drums and tabors (no. 300, 370) 
clappers or castanets (no. 330> 
cymbals (no. 190) 
c h 1 me bel 1 s ( no. 180, 400 ) 

symphonla or organistrum (no. 160) 

There are several larger lllustratlons in the cantlga 

manuscripts which actually show Instrument~llsts together with 

scribes ln the process of compillng the manuscripts. Two of these 

plctures, 'T.J.1 fc.llo 5. and J.b. :::: follO 29, have already been 

mentloned in the prevlous chapter, and the Instruments shown are 

from the strIng famllies, both bowed and plucked. A thlrd 

relevant lllustratlon (T.J. 1 f.::oll0 1) IS unf.;:lytunately ln poor 

condItion, but Jack Sage describes It as showlng lnstrumentallsts 

with a bowed fldula, a shawm, and three psalterles. Four d~ncers 

are also present ln thls illustratlon. Q 

The presentation of a çata16gu~ of musical Instruments seems 

to be a tradItion in Spain durlng the late Medieval perlod and lt 

""AS not llmIted to lilustratlons in manuscripts. José Lopez-Calo 
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shows that beglnnlng ar~und the year 1100 there i~ a distinct 

Spanish traditIon of depicting ln sculptuY'e the figures of the 24 . 
Elders of the Church holdlng or playlng muslcal instruments. 

Such sculptures would be part of a Blbllcal scene found on church 

portlcos.? The Portlco de la Glor1a of the church of Santiago de 

Compostela 15 partlcularly renewned because the master sculptor, 

known only as Mateo, achleved an unprecedented degree of realism 

both in the creatlon of the human figures represent1ng the Eiders 

and in the accurate detall of t~,e musical instyuments they are 

holding. It appears that they are tuning them and passing a note 

from one playerl to the next one.· The intatYl.lment-s in thi. 

sculpture are as follows:-

14 fidulas or v1huelas 
:2 harpa 
1 vertIcal psaltery or zither plucked 

WI th one hand 
1 horizontal zlther played w1th two hands 

each holding a plectrum. 
1 organistrum requlrlng two players 

In twc. other d1urches ""hose p.;)rtlco sculptures may have been 

based on the PortlCo de la Glor1a a double flute or double shawm 

alse appears.1.Q 

In Chapter 17 of the flrst booL of the Codex Cal'lxt1nus a 

Latin descr1ption IS glven of plIgr1ms and worshlpers who arrive 

for the V1gil at the ca~hedral of Sant1ago de Compostela, playlng 

zlthers, lyres, drums, flutes, recordera, trumpets, harps, VIols, 

and an organistrum. There 15 also mention of 5in91ng accompanled 

by zithers and mentIon of conversatlons and songs ln severai 

languages Including German, English and Greek.~~ It is very likely 
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that the deplctlon of instruments on the Portico de la GlorIa was 

in.pired by a scehe such as the one just described. 

A similar scene of popular devotlon may have been the 

- in.plration for Juan RUIZ, Archpriest of Hlta (ordained ln 1312, 

dled in 1353). In the large poetlc work Libro de Buen Amor Ruiz 

describes a religious procession of laymen, clerlcs, priests L 

nuns and musicians plaYlng instrume,nts from the followlng 

categories: 1.2 

Bowed strings bowed vihuela 
rebec 

Plucked strjngs: vlhuela plucked with a quil 
cltola - a lyre with a wooden soundbox 
.rota - member of the lyre family 
Moorish and Spanlsh gUltars 
psaltery 
medlo can6n and canbn entero plucked 

zlthers of Arab origin 
harp 

_.Wind5 aJabeba - a flute 

Mechanical 
instruments 

albogbn and a~bogues double shawms 
portatlve organ 

zanfo~a - an organlstrum 

The similarlties WhlCh eXlst between all of these lists is 

remarkable, considerlng that they span a tlme of about two hundred 

y.ars trom 1150 to 1350, and they deal wlth places as far apart 
• 

as Santiago de Compostela ln Gallela, and the southern city of 

Seville, where the cantlga manuscrlpts were copled. ThIS 

indlcates that the mInIatures of the cantiga manuscrlpts deplct 

instruments commonly known to musiClans trom sever al reglons 

of Spain and it seems likely that sorne forms of these instruments 

ware known throughout the country. 
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Pel"fol"mers who would like to dr'A\oJ upon th.",. liat •• nd 

catalogues for instr'uments which can be used to Accom~any 

cantigas are faced with the lack of good historie.i instrument •. 

on which to base copies 10r' use in performance. rortunately th. 

performer who wants to approximat~ the timbre of the instruments 

which may have accompanied-the cantigas can turn to modern 

instruments used in traditional music of the Iber'ian Peninsula 

and North ~frica~ In a study of traditional inatruments in 

Portug~l, El"nersto Veiga de Ollveira shows that the modern 

descendants of the cltola, ~he vihuela in various size •• nd 

shapes, guital"s, mandolas and lutes are still used in popular 

music in Portugal and Spain. The on1y instrument which seams to 

have d1sappeared completely i5 the zanfona or organistrum. The 

last historical examples date from the eighteenth century and 

have been preserved in museum collections.,œ 

Sever al l nstruments wh i ch are no- 10nge1' __ ~found in Spai n ay. 

still used in the tradltional music of North Afric •• Th.lzi~h.r 

yefered to as can6n ln Spain oyiginated ln Nor~h A1rica wh.r. it 

is known as ganun. Ensembles in Morocco, A1gerla and Tunisia 
~ 

still use thlS lnstrument for performances of theiy tradition.l 

muslC. The same lS true for the rebec and a fr'etles5 lute known 

as la6d in Iberian ~ources. which has the Arabie name yg,.'&" 

n 
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2. Other aspects ot performance 

The pr.vlouB section dealt with the main historical document" 

rel.vant to the cantigaa, the manuscript MS ~.b.2 and the content 

~1 it. miniatur •• depicting musical instruments. This section 

will deal mainly tlth medieval ~reatise~ on music and ethnomusi-

cological stüdies which deal with the monophonie repertolre of 

th. Mediterranean area, with the purpose of gaining insight into 

problems of accompaniment style, ,ensemble size, vocal ~tyle, and 

tempo. Tar:en by themselves these,treatises and studies will only 

laad te certain conjectures about the style of t~e cantiga 

p.erf_ormances, but there are a few documents which allow a 
- . 

connection tQ be e.tablished between Arab practice and the 

musicians at the court of 

~etail but have never yet 

Alfonso X. They have been studied in 

been byought-into a discussion oj 

peyformance practice as it relates to the cantigas. 

Although there are many problems with Ribera's theories of 

rhythm in the cantigas his research into Arab mUS1C is very 

useful fl:or a study of per formance practice. One clf the documents 
-

he descl"'ibes is Madrld Biblioteca Nacic.nal MS 130'30 WhlCh is a 

pay 1 i st for the .year 1294 of the court of Sancho IV (the son of 

Al~onso X). It mentions among the mUSlcians employed at court 

eight minstrels of Moorish origin and~one Moorish dancer. Of 

these elght players one is specifically mentioned as a t~umpet 

playey and one as a piper.~s A similar document for the year 1293 

ie refered to by Sage as mentioning 27 salaried musicians oT whom 
, 

13 were ~oors and one was Jewish.~· 
,) 

S3 ." 
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We will never know exa.:tly how the Ar~b music:ians and th.il" 

Spanish counterparts perfol"med their m~Silc and it l,s. also 

impossl~le to determine if there w&re dlff.r.nc •• in p.l"form.n~. 

~style between -the Span,ish and Arab minstrals but through .. study 

0'( Arab treatise~ on music it is possible to g .. in sorne lnsight 

into the the knowledge an educated Arab mu.ician of the time was 

expeeted to have .. At least one copy of the Tret}tise on Mysie by 

the Arab theorist Al Farabi was made in Cordob .. dur in; th. 

Moorish occupation of that city. After the Spanish raconqu •• t 

this do~ument was placed in the library of th~ Escorial whare it 

was registered as EscO'rië1 MS 906.1.'7 This maÇes it likaly that 

the teachings of Al Fayabi were~known to .ome musicla"s in 

med i eval Spai n. 

Al ~arabi (872-950) wrote an import~~t tl"eatise on music, 

whieh covered the physical pYoperties of sound, important ... pects 

of c-omposit'ion, and a description of musical instruments u.ad by 

the Arab musiClans of his time. For a study of performance 

practice Al F,arabi's examples of composition ar~ 01 the gr.at •• t, 
I~ III • 

value. USlng a system 'of letters to rèpyesent finge~ positions on 

the lute he shows how the mode of a piece can be establfshed by 
. 

combining a series of notes from its basic scale_with fraquent 

returns -to the tonie (Example 3-f). These devices may be u.ad 

both in preludes and postludes. Also useful lB hi. sùggestion 

that a prelùt:te may be entirely vo.:al. The vocalise would .then 

~-

involve the ornamentatlon~of the tonie in a style s~mllar to that 

outlined in the examples for lute. The pr~),ud. ma)' also constat 

-
of the,opening notes of the $ong presented at .aveyal di ffey.nt • 
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• pitch levels, usually the tonic, the fifth and the octave.~· 

-
Th. tr •• tise by Al farabi i5 part of a tradition of Arabie music 

tr.at1ses started by Al Kindi (died in 873) and continued by Abd­

Allah ibn Sina (Avieènne) (980-1073) and Safiyu d-Dln who dled in 

1293. AIl of these wrlters express essentially the same ldeas on 
\ 

composition and the content of preludes and postludes.'~ 

,. The twel fth-century Arab histoyian Ibn Bassam daims' that 

the Muwëshshah, WhlCh was a vocal form developed in Muslim Spaln 

around the Tenth Century, had spread to all p'arts of the Arab 

world after the Muslims were expelled tram the Iberlan Peninsula. 

Ethnomusicologleal research into the performances of Muwashshah 

ln Northern Afrlca reveals that poems and the mUSle WhlCh form 

thlS repertolre have been transmitted orally irom one generatlon 

to anether, and the musicians clalm that the tradition does 

• indead reach back to Muslim Spaln or al-andalus as it is known ln 

,Arablc. 20 The musIc is performed by a small chorus of men and 

women and a few instrumental accompanlsts. The chorus may 

alternate wlth a soloist, women may sing ~he lines of poetry 

, .... .,nt,iij,honall y with the men or each sectlon (men clr women) wBl 
, # '\ ~ 

sing a phrase which i5 then answered by the whole group. Eac~ - / -~ p-erfoY'mance is started by a'short instrumental pyelude usually 
r 

consisting of the opening line of music. The Ud (lute), k'ëman 
J 

Cbowed string instY'ument), QAif. (tambc,uYlne) and tablah (drum) 
,~ " ), 

iU'. the instruments used most frequently te accomPr~ the 

..,/) si ngeY' s. ::1& 

The connections between Arab sources .and Spain in them-

sal ves" howaver, do not pr.ove that the musi c of th.e cant i galS was 

---' J 
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pel" formed in a styl e simil al" to that of the Muwalh.hah. Al though 

Thomas Binkley 1eels that there may be a connection, hia own 

r'esearch i nto Arab pel" fofmance styl es and thelr appli c,t ion to 

the cantigas and other forms ,of monophonie song lB not due to a 

belief that Arab forms are the dlrect historical models fol" the 

Medleval secular music of Europe; his interest ste~s more from & 
o 

be.l 1 ef that the Arab forms such as the MI.\washshat' and the ~ 
" 

CYC1~S_ ~av~aY'rative functlfn slmllar tc. that of the canti-

gas. 22 The reseaY'ch he presents focuses on functional parallels 

between present-day Arab forms and performance techniques for 

" 

early European secular song. Performance techniques used in other' 

European tradltions are not discussed, even though they ma~ 

present valuable alternatives to an Arab performAnce style. 

There aY'~ references to instruments and accompanied singing 

in rY'ench and German poetry of the twel ft.) and thirteenth 

centuries. These lnc!ude a short catalogue from the Roman d@ Brut 

by Wace (c. 1155) mentloning vielles, a rota, <Marps, panflutas, 

1 yI" es, and an 01" gam:;t r um as weIl spe.: l fic re ferènc es te accompa-

'ni ed song from the R.::.man de 1 a Vi .::.1 ette and the \:Ji saI oi se by 

Wirht von G'ravenba,ere. 2la The f0110wing quote from the Rc.m§lo de If 

~ 
Rose ls intel"estlng because lt mentlons a group of only two 

performel"s and proyldes ~n alternative to the seven-to-ten-mamber 

Muwashshah ensembles ~iscussed at" length by Blnkley:a~ 

" •••• c al" el a chantéa 
Avoec Jouglet en la viele 
Ceste chançonete novel e Il ait 

Though European theorists are much less specifie in theïr 

references to~ instruments than thei y Ayab counterpart s, Groch.o, 

2 
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Lambertu5, and Elias of Salomon all suggest' that a vielle .playeY 

should be able to accompany a singer. a &. Grocheo a150 mentions 

thAt il vielle player u5ually ,Plays a ,neupma or coda after a 

clntus coronatus; this suggests an lmpYOV1Sed postlude. 2 ? Jerome 

of Moravia deals specifically with tunlngs fol" the yubeba (rebec) 

and the vielle but he gives no instructIons for vocal 
. 

accompan i ment. a. 

Research into Euro~ean folk-muslc traditions has also 

prbvided lnsight into ~erfoYmance styles WhlCh are dlfferent 

fyom those of North Afdea. Good examples of shoyt pyeludes which 

seyve only te establish a a mode or scale, without belng 

motivicallyor Yhythmically yelated to the following song 9r 

dance can be fcund ln a Gallcian c9l1ection '9f folk-music 

compïled early Uns century.:::t· These pyeludes were played on a 
~ 

b~gpipe ..... i th twc. d~~es, the lowey. drone al ways soundlng the 

tonie, and the higher 9ne sounding the fifth,degree at the 

interval cf a twelfth ab9ve the lower dyone. Because this 

collêction i5 veyy ray'e, several of these preludes aye shown in 

Example 3-2. 

Another exa~ple of a prelude style, this time direetly 
, 

rel~ted to a song, is presented by Chyisti~n Ahrens, who 
• 

discu •• e5 the use of the Basque .lb~ka. This dcuble shawm lS 

veYY simi!ar to the alboaues which appears ln the lccnogyaphieai 

mat.yial-discuss~d eayller. In the pyelude a drone rePr:esenting 
" 

the tonic is played whenevey the fifth note cf the scale lS 

.ou~ded. In accompaniment the alboka,player fol10ws the melody of 

the Singer closely, the onl~y cases 9f heterophony being some 
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short grace notes and the occasional drone At the tonie. lt is 

noteworthy that this example is not only aVAilabl. ln the 

literature, but that it has been recorded ~5 well. mo 

An exampl,e of accompaniment for the reei taUon of an apic 

poem or a narratIve song m~y be found ln some Islamlc villag •• in 
, .. - -... 

Albania, where musicians ma~e use of a five-string loig-n~k lute , Co J ~e ~r,.P ( 
kn6wn as the sharki. The prelude of a 50n~ C01 ists of vithRr an 

instrumental renditlon of one strophe oy a da~~e-lik. ntornello 
\' 

\ 

e ~r 

WhlCh ~s aiso played after each st~ophe. The strophes ara usually 

accompanied by a drone on the tonic. On festive occasions the 

apic seings are performed ln alternating fashic.n between two 

sinQers, one of whom plays a shaYl51, whi le the othey p1ays the 

cltell, a smail two-string lute. CU' 

The research dis.:ussed unti 1 now has concantratecr~-ôn using 

one or more lngtruments to accompany singing, and th15 should 

proYlde ideas for performers who wou1d like to approach the 

cantigas ln this way, but one option which i5 notably absent from 

a11 research is the possibility of unaccompanled performance. It 

seems that the depictl0n of instruments ln the cantiga 

manuscripts has ob1lged performers to seek ways of using in&tru-

ments but it has obscured the posslbility of unaceompanied 

vocal rendi,tions of the cantlÇ~as. There lS no reason why a group 
1 

of singers should not be able to create a completely satisfying 

performance by using the responsoria1 or antiphonal technlques 

commonly applled to Gregorian chant. Re\erences to such 

teehnlquës appear as ear1y as the year 1000 in the TraçtYI of ' 

St. Gall, and the use of responsoria1 and ant~phonal 5inging ,. 
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doeumented ln tropes for ChrIstmas and Easter. 32 The most 

"peeifie instructions for the roles of chorus and cantoY's ln 

ever'y part of one Ilturgleal serVlce has been documented ln The 

~ass of St. James of Compostela and it proves that WOY'shlppers 

were exposed to variou~ forms of antlphonal and responsorial 

singing when they attended Mass at the cathedral ln Compdstela. 33 

It 15 likely that such technIques were also used ln other 

churches and the muS1Clans who performed the eantigas could thus 

h.ave been exposed tq them bClth from the Church and from Arab 

-ensembles. Either way, the cantlgas lend themselves weIl to 

ant i phonal I:.r respl;:.nsor i al si ngl ng bec ause most 0 f them have a 

clear dlVislCon Intel strophes and refraIns. The absence of such a 

division ln the case of two eantigas studied in the previous 

chapter (Prologué, Cantiga 1) seems to suggest that these two 

songs Y'equire a s.:.lo performance. 

The type of VOlee whlch would have been used in the eantigas 

is impossible tel determine becall'se the ambltus 15 abclut one 

octave. Speclfle ranges for the cantlgas studled ln Chapter ·Two 

are given ln Table 3-1. Since there lS no way clf establlS~llng a 

plte,h standard the only concluslon 15 that the cantlgas may have 

,been sung by 51ngers of aIl ranges. Anglés glves lcclnographlcal 

eVl denc e tel shclw that wc.men as weIl as men cc.ul d have part 1 Cl pa­

ted in the performances.::a4 

Jerome of Moravia dlscusses at length the use of ornaments 

such as VIbrato (reverbëratio) and flouYlshes or embellishments 

(nos haY'monlCUS) in s1ng1n9 'GY'egorian chant, but they cCluld 

easily be applied to the cantlgas because they are very slmilar 

59 
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to the Spanlsh vocal ornaments known today;3D Moravia also glve5 

inslght into the posslble meaning of the short vertical stroke~ 

WhlCh appear ln Cantiga 1 (E~ample ~-2) to mark the ends of a 

~hrase or lndlcate a caesura. He points out that a short bre.th 

is sometlmes necessary to mark an endlng, and it seems likely 

that it was the lntentic.n of the scr3.be to indi.:ate these 

breathing place5.~~ 

The question of breathin9:~rin9s with it the related problam 

of tempo. Tempo 1S a dlfflcult issue in medieval monophonie-music 

because the theOYlsts deal maln1y with tempo and tactus in ,-
relation to polyphony. Grocheo, ln hlS discussion of the ,;aQtus 

cc,ronatL\S mentlons "ex omnibus 10n9i5 et perfectis eff)icitur" 

whlch the English musicologist John Stevens interprets to Mean 

that the tactus is a perfect long or an equivalent ligature; hiC 

arguments are based on Grocheo's references to two songs which 

contain both longas and equlvalent 11gatures. 3 ? If the longa 

receives the ta,:tus and the breve is the 'smallest unit t.:;o receive 

a syll ab 1 e of te'l,t (as was dl sc ussed 1 n the prevlow:; chapt er ) , 

the tempo IndIcation which Be~seler glves for Franconlan motets 

~M.M. 44 for the longa) may be applled ta the cantlgas.~Q Though 

Wil'i Apel clearll ~sablished that ta.:tus 1,:I'( Franc,:onlan motets 

was the breve and nct the longa, the tempo he suggests lM.M. l~O 

for the breve WhlCh equals M.M. 40 for the longaJ 15 only 

Sllghtly slower than that sugges~ed by Besseler. 3 • 
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3. P.ecordlngs as a guide to performance style 

The u[laccompanled performance of strophlC narratIve songs 

\occ:urs ln some forms of folklorlstic mUSlC of the Iberlan 

Peni nsul a. The Ant.:.l'::OSl a deI FoU 1.::ore MLISl c al d~e Espana gi ves tw.) 

examples of rellglous songs WhlCh are performed wlthout 

instruments.~o In one case a romance for thé Vlrgln 15 glven a 

5010 rendlhc.n by a male sInger, and ln the other ev.ample a sc.ng 

for Ea~ter 15 performed by a group of women. Both of these songs 

aY'e only one or two strophes long and were performed wlthout 

responsorial or antlphonal 5inglng. The rellglous ballad 

Manhanina de San Jo~o from Portugal has been recorded in an 

-
unac':ompanled rend1 t ic,n by a bar 1 tone and a tenor whc, al ternate 

verses. ~:l 

The Christmas song "Navidena" from Avila provl9J;!s an 

1 

int~resting example for the organlzat1on of a long stroph1c song 

as performed by a chorus of male and female VOlces. The formai 

structure of thlS song may be described as follows: 
1 

Ai A~ Ret ... A:;, Ref ... 

A.. Re f... Ao Re f ... 

Section B presents mUSIcal materlal which i,s differe[1t from 

that of sectIon A and this 15 also reflected ln the performance 

techmque. In sechc.n A the stan::as A~ and AI5 are sung by a 

female soloist while the other stan:as and refrains are sung by 

the full chorus. In section B the alterahon style changes from 

oc 
responsorlal to antlphonai, as a male chorus sings -Bi and a 
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female chorus sings 8 2 0 Heye too thé refrains are sung by the 

full chorus. Though thlS song i5 accompanied, the chan!;les in 

texture WhlCh aie caused by the different forms of alternatlon 

would mak~ an unaccompanied performance equally effectlve. 42 

, 
Sever al ensembles have made recordlngs of cantlgas, and 

a study clf these recc,rd1ngs reveals lnteresting aspects and 

problems concerning performance style. ~or this study the 

following recordings were consulted: 4œ 

.. 

Atr1um Musicae - Madrid, directed by 
José-Luis Dchoa de Ol~a 

Studio der Fruhe~ Musik, directed by 
Thomas B1 nkl ey 

Ne~ York Consort for Poetry and MUSIC 

Medieval Ensemble of the Schola Cantorum 
Basll1enslS, dlrected by Thomas Binkley 

Clemencic Consort 

Mary Crlswic~ and the Ensemble Euterpe 

Grupe Universltarlo de Camara:de Compostela, 
directed by Carlos Villanueva 

't..,. 

It is elear that the notIon of an unaccompanled performance 

is not taken very serlously by the performers wh" made these 

recordings: of the 55 cantlgas only 4 were sung wlthout lnstru-

ments. They have been listed ln Table 3-2. Ali other rendltions 

involved some use of Instruments. 

The performers seem to have aIl been lnfluenced by the~ 

depictiens of instruments from_ the cantlga manuscript as they 

have aIl chosen to use modern equlvalents of those lnstruments. 

The instruments are used to double the melody or to provide 
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drones at the tonlc, and sometimes the fltth or the octave. The 

larger ensembles, Clemenclc and the Schola Cantorum, seem te have 

been clearT'~ influenced by performanc'es of the North African Nuba ", 

cycles such as those recorded by the Moroccan Ensemble of Fe=.~~ 

Like thelr Moroccan counterparts, Clemenclc and the Schola Canto­
--~ 

rum open most of their cantigas wlth lmprovised passages simllar 

te those described ln the Arab treatlses or the studies of 

tluwashafJa pey fc.r mances Whl ch were dl scussed ear Il er. Passages of 

heterophonous improvlslng as a form of accompanlment are also 

frequent ln aIl recc.rdl.ngs. 

Thougf1 lt can never be known precisely how each cantlg'a was 

performed at the court of Alfonso, lt lS nevertheless clear that 

most of the ensembles who have recorded cantlgas have chosen to 

combIne eVldence trom the cantlgd manuscripts wlth research lnto 

foll.lc,yistlC practlces, malnly from North Afrlca and Spc.un, ln 

such a way that lt would be ver,y dlfflcult t.:. prove at least from 

circumstantl~l eVldence, that thelr use of the Instruments was 

lnaccurate from a historical perspectIve. The only exceptIon to 

thls observatIon should be made for the rendltions of Cantigas 10 

and 166 by the New York Consort for Poetry and Muslc. Though they 

emphasl:e the narratlve quallty of each cantlga by settlng the~ 
\ 

for a solo slnger with lute accompanlment, the .:haracter .:.f the 

accompaniment lS clearly unstylistlc because the lutenlst 

harmc.nl=es the ple.:;:es like an Engllsh lute-song ot the 

"-
RenaIssance period, wlth IdentIfiable modal chord progressions. 

In the r~cordlngs ~a listeney is e:r.posed te groups of 

different Sl:es. They range trom solo slngers wlth one or two 
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instruments {New York Consort, Mary Cr1swlck, Atrium Musicae-

Prologue, Clemenc1c-Prologue, Studlo-Cantlgas 49, 103, Grupo 
l 

Univers1tario-Cantiga 11), continuous use of a full chorus with 

accompaniment (Studio-Cantigas 184, 253) and slmple alteration of 

strophes between two slngers CClemencic-Cantigas 7, 79) to more 

elaborate forms of responsor1al slng1ng Wh1Ch 1nvolve a soloist 

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

Cantigas 2, 159, Grupo Universitario~Cantiga 176, Schola Cantorum, 

all rendItlons). Antiphonal settings were nct found in any of the 

recordings. 

With the exception of the Schola Cantorum and Criswick r.n-

d1tions the perfor~ances generally follow the rhythms indicated 

by Anglés ln his ed1tion. Cr1sw1ck 1nterprets the rhythm of 

Cantlga 1 as a pattern of the fIrst rhythmIc mode with an 

anacrusIS, whIle Anglés indlcate~ a duple rhythm in 4/4 meter. 

In her performance of the second cantlga from the FIestas de 

JesUCYlsto lAnglés-Appendlx no. 2) she reads every liaêtura 

guaternarla as a group of four eighth~notes, rather than the four 

quarter-notes glven by Anglés, but follows Anglés for aIl other 
. 

rhythm~. In the Grupo Unlversltario verSIon of Cantlga 176 the 

flfst guaternarla IS conslstently glven ItS proper Franconian 
\ 

re~dln9 of two eighth-notes and two quarter-notes rather than the 

four ~lght-notes glven by Anglés, an~ all conluncturae are read 

as two elghth-notes and a quarter note eventhough Anglés writes 

sorne of them as trIplets. 

Thomas Blnkley and the ensemble of the Schola Cantorum a~. 

the most adventurous ln dealIng with rhythm. Only in their 
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yendition of Cantiga 100 do they follow Anglés e~actly. ln 
f 

Cantiga 181 they reduçe to elghth-notes aIl blnary ligatures 

~hlCh Anglés reads as two quarter-notes. The ensemble gives an 

isochronous readlng for Cantlga 389, ~hlCh completely ignl:on~_~ 

b6th the Anglés verSlon and the rhythmic symbols indlcated in the 

Escorial codlces. 

An even more drastlc approach is taken with Cantiga 195. In 

order to maintain interest in' this narratIve of 21 strophes, 

Binkley divides the work as fOllowsc-a 

Prelude-Arab style of improvisation. 

strophes 1, 2, 3 in 4/4 meter 

Il 4, 5, 6 ~ 3/4 meter 

Il 7, 8, 9 4/4 meter 

Instrumental interlude 1 

St r op h es 1 0 , 11, 12 8/4 meter 

" 13, 14, 15 5/4 meter 

" 16, 17, 18 4/4 meter 

Instrumental interlude 2 

Strophes 19, 20, 21- - 6/8 meter 

., 
Foy each group of three strophes a dlfferent soloist sings 

the stan:as whlle the chorus responds ~lth the refrain. The 

rhythms WhlCh are used bear no resemblance elther to the orlginal 

notation or te the rhythms suggested by Anglés. Binkley dees nct 

state why he chose to perform this cantiga ln thlS manner, but it 

ha" to be admltted that he has found an effective ~ay of main'-
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taining the~listener's interest through a performance that la.t. 

almost 27 minutes. In the reeordings with the SchOla Cantorum 

and the Studio der F"rlühen Musi k, Binkley show5 that a certain 

amount of experimentation i5 -indeed necessary bef~r. an effective 

performing solution may be found for the cantigas. Thou;h Binkl.y 

had come- to the conclusion that Cant1Ç~as 184 and 2:53 (Studio der ... 
F"rühen Musik) needed instrumental interludes, ha •••• ntially 

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

the entire performance. This made the rendltions slightly 

monotonous th.::.ugh the per formances took less than h.1 f the time 

-of his later rendition of Cantiga 195 where he changed the 

rhythms and introdu.:ed responsorlal slnging. 

Experimentation 15 just as necessary for obtaining a suitable 

tempo as it is f.::.r findlng the most effectIve form of respon-

sorial sinçung. The range of templ in the recordings sho .... s that 

the Indlcatl.::.ns M.M. 40-4'4 (for the longa perfecta) suggested by 

Apel and Besseler should not be applied tao rigldly becaus. they 

.... ere Intended for polyphony rather th~n monophonYI the tempo 

shou1d be selected to suit each Indivldual cantlga. Generally the 

ensembles have chosen templ between M.M. 40 and M.M. ~O for the 

pérfect longa. Cantlgas .... hich are melismatic beneflt from mueh 

higher tempi as i5 seen ln "the case of Cantiga 2e,~ (Schola 

Cantorum) whlch is given an effective rendltion at M.M. 112. On 

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

-.M.M. 75 for the brave, which equals M.M. 25 for the perfect 

longa, is obviously toc slow becaU5e the slngers are fo~ced to 

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

r 
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cantigas have b~en recorded by more than- one grcup, the tempi·of 

only thr •• ,.ntige in different performances. 

ror the M. M. 40) and 

Cant1ga 1 (A~~~' • • 60, Cr 1 swi c~, M. M. 48) the di f ferences stay 

within the M.M. 40-60 range commonly used in the recordlngs. A 

faster tempo is preferred fôr Cantiga 100, wherecthe tactus is an 

imperfect longa (Schola Cantor'tm M.M. 80,. Clemencic M.M. 63). 

4. Cohsiderations for-future research: 

The 1 i turgical usage of the Cant i gas 

Ali of the research which has been dlscussed in thlS theslS 

has foeussed on very speei fic ayeas 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 ln 

the second chaptar, and from the work whieh perf6rmers in 

ganaral, and Thomas Binkley in partieul~r, h~ve done to fi~d ways 
\ , 

of maintaining the attention of an audlence during the rendition 

of a long and cbmplicated poem. Not one ensemble however, ~as 

ventured to find a proper performance conte~t for the cantlgas, 

because they either limit themselves to presenting a complete 

recording of cantigas, or they place a few cantigas on a reco~~ 

which ineludes other Medieval music. 80th of these procedure~ can 

probably be defended on esthetlc and ev en commercial grounds but 

they avoid an interestlng issue which is ralsed by some evidenee 

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

conte~t which could be useful for performers. 
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Documents trom medieval Spain show that it wa. & constant 

struggle for bishops and cardinals te pr.vent.the Active partici-' 

pation of unordained men and women in celebration of the Divine 

Office. Ordonan,:es such 'as those. trom Cardinal Gil Toyre5o for the 

chuych of Segovla (1247), and those from the synod at-Cuéllar 
, 

(1325) attest a conflict between the bishops and the pariStl 

priests which frequently allowed under-age boys to sing in their 

ch.oirs, and who allowed lay peysons ,te. assiBt at Mass ... • 
. 

A decree trom the Counell of Valladolid (13~2) was .ven more 

explicit, in that it banned f~om the church the .ong. and 

instrumental pleces'which Jewish and Moorish musiciAns performed 

In spite of these objections ther. seems to have baen an 

attempt by peet-pyiests ~uch as Bercee and Ju.n Ruiz to provide 

materlal which would help their congregations relate more 

directly to rellgious celebrations. Berceo wyote a series of 

three hymns which aye Spanish payaphyas,es of the Latin hymns ~ 

Creator Spiritus, Ave MarJs Stella and Christe, gUl luX es et 

dies. Rui~ includepr a similar Spanish paraphyase of the Aye Mari@ 

in his eplc Llbro de Buen Amor. Both poets also wrot. Locres 

(poems of praise to the Vlrgin) and Berceo wrate a series,of 

Mar i al"! mi rac 1 e poems ..... 
\ 

There is also evidenee that in many Spanlsh ehurches 

vernacular rel iglOUS drama was a common part of the M ••• on f ••• t 

" days such as Chrlstmas and East~r. There are spec.ifie 

descri'ptions of services at t'(~ cathedral of Toledo, which 

included a Sybil play for Matins on Christmas Eve, ·a pastoral 
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plAy for the Mass of Christmas Day, and a pastoral p}ay for 

Christmas Lauds. AlI of these inserts were' in Spanish, and ..... 

involved the use of costumes, song and dance. S~me of the texts, 

and directions for stag~ng and cestumlng ar~ ~tlll extan~ but 

'" t,he music for these plays has been 10~t.,04" 

\3.-
Cant i gas have',lal sc' been, ment). oned ln the context of the 

Mass. Anglés briefly descrlbes Escorial MS III, x, 3, which {s a r .. . 
~ dO,c:ument} entitled Cm"c:.nadl!.n de Reyes y ceremonias gue ~n ella se: 

.. , . 
lt 1s a ehr?nicle by Archbi~hop Rambn of Toledo, who suardan .. 

describe.s the c':.ronat ion of Al fonso VII 1 (,,1158-1214). Acc.:.rding 

to Rambn the ceremony included the ~yrle, Glorla, prayer, eplstl~ 

" re,adlng and Alle.luia, and he spaci fically mentions that sorne 
, -

'"young ladles sang a cantiga aftar the Alleluua. 'Angl'és then 
" 

'points'out that a n~arby illustration ln the manuscript lndeed 

'shOWS: fiye ladies,. twc. of whom sing while holdlng a sheet of 

parchmeRt, one plays a. vihuela, and two others play cymbal s. !!IO 

\. 

--"':0 The.re is rTo'W<iY of es-t abli sh 1 n9 ~xactly hew the cantigas 
0 

"-
were uosed during t,he li fet i me of Al fonsc. X; they may have been 

u.sed at COI.U"t, in chuych Oy both. -lt i5 hc,weveY qUlte eleay that, 
" .0 

Alfonsc, intended them to, be u-sed in church during the Flestas de 
l, 

SantaO Mal"i~a, bec~use he inc;ludes a speclal pi:\l"..agraph te, that 

.ffect in hi~ testament 'of 1284.D~ Th~ testament ~lso states that ., \ 

" ( .' the book~ o( cantigas al"e to be kept at the'~hurch of Sevi Ile, 

wher _ he i s to be bur 1 ed''- 1 
The fi)"st twel~e fOl'}OS of MSj'j.b.2 

cA,ntig&s fol" ,the' Marian feasts but these 

indeed contain sp~cific 
, 

show no indications as 

l', 
.to ~h.r. they might ~ave been pla ed in the liturgy. The clue t~ 

. , 
6 
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. the liturgieal 'use cornes from the Codex Toledo, which includ •• 

sorne, of these same melodies. 82 Margin notes specificAlly indicAta 

that the cantiga'" Des guando Qel.!s Sa madre aOs ceol l""ou (~r.wl'., 
tt~ j 

Appendn. In.:.. '3) was intended to be sung at the Vigil of Mal"y, 
..---

and the fol10w1ng cantiga Beeita es Maria fllla [Dtdre e criada 

(Anglés, App. l no. 10) was lQ~ended for the pyocesson on the 

.10110"-'1n9 feast day (Assumptlon of Mary, August 1:5). There i5 
! .~ 

also an indlcation that the cantiga Aver n.:.n pctderia lasrima. 1)l.\e 

-4 chorasse <Anglés, App. lIno. 7) was intended fo., the feast of 

Pal tn Sunday. e:a 

The state of research jl.lst descrlbed ind1cates that ït may 

well be possible to pe.,fo.,m ~antigas-~ a .litul"gical contaxt. 

Before this can b~ done however, an attempt mu~t be made to lind 

the musl.: and te!t.t S whi ch may--have been used in the Mal" i an ' 

lituygles c.f Tc.ledo and Seville in the Thirteenth Centuriaa. In 
B' 

the ca!?e of 1 i tuqp es at Toledo theY'e i s th~ added dimension 

of conslderlng tl)e relatl0n of the canti9as with the Mozarabic 
, . -

1 i tl.1Y' gy whi d'l "las allowed t.:. be used at the TQl ed.:. Cathedral long 

after it had been banned from other Spanlsh cities. Moye research 

will be Y'equil"ed before it is clear i 1 the M':t::aY".abi"c U<tur:gy 

boo~,s ~nown as Cantorale A a'nd Cantorale El of Toledo Cathedreal 

al"e 01 any value to r8Seal"Cr dealing with the liturgieal use of 

'_ the c""hg.s. a~ Such resea/c,~/WOUld' not onl)1 a;d peT for .... T. in 

.their quest ta place the cantigas in theH p~op'eY mU~ical 
, 

context, but it would alsa bè' i~portant to the 5t~dy ~f 

'iiturQ1Cal history because it will document how an existing 

ri~e "las amended for local use with in~ert5 in the ~.I"n.cul.r. 
1'" 
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Conclusion 

To conclude thlS .tudy on rhythm and performance style in 

a the cantigas, l would like to propose one solution for the 

". performcilnce of Cantlgas 1 and 2 in a concert setting. tor these 

--cantigas to be placed in theiY' intended musical environmEmt, they 

should, at least accoY'ding to oUY' study, be presented in 

conjunction with the complete peY'formance of' a Gy~gor-lan Mass. 

The search for an appropl"i.ùte Mass lS !acilitated by by the text 

of Cant i ga 2. lt Y'ecounts how the vi rgl n:-maY'tyr St. q.lcy 

annQunced to Archbi shop St. Al fonso of ToI eeo that the Vi rgi n 

Mary would give hll.-an alb'if h,e promissed to dedicate his llfe 

to heY'.ss The Archbishop obliges and, mysteriously, a beautiful 

alb appears- around his shouldeY'S. Because of the refeY'ences to 

St. Lucy, the music of the Mlssa Santa Lucia,Virginis et Martyris 

i5 a good choice; the chants foY' this Mass may be fc.und ln-the 

( 

Liber Usual i S.SA 

, T.J,e narrative 
--.----"<J 

~ 

quallty of Cantiga 2 seems to indicate that it 

should be placed outside -the Mass, and therefore it should be 
, 

used as a processlonal befor~ the IntY'oit. Cantiga 1 is a Cantlsa 

de Loor or song of praise to the Vlrgln whlch can be interpolated 
~ 

into the llturgy, and shc.uld be sung after the AlleluIa. A group 

of six singers, soprano soloist, baritone SOlOlst, and a chorus 

of two women and two men should perform Cantlga 2; Cantlga 1 

__ ~hould be sung by a sc.prano sololst. A male chorus of not more 

than ten VOlces, flve tenors and five basses, should 51ng the 

chants of the Mass. Table 3-3 indlcates how the refrains and 

stanzas of Cantiga 2 should be divided between the SOIOlSts and 
'\~ 
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chorus. F'clr both cantigas 1 recommend untlccompanied renditions 

because the use of instruments might detract the listener'. 
\ 

attentIon trom the text~. Cantiga 2 seems to work bast .t • tempo 

of about M.M. 54, while a slower temPf between M.M. 42-44 .pp.tlrs 

more appropriate for Cantiga 1, but ~ither of these tempi should 

be applied rlgidly; ample time should be allowed for breathing .. -., -~ 

and care must be taken to avoid Any sensation of metrically 

aCI:ented beats. 

--, 

"'. 

.' 

1 
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Arab-_rhythmic cycles ,. 

2. R .. m .. J Il: t t 'f[f 
, 

-two even beilts 
and • rest 

3. F"irst raki! 

4. Second rakil 

Il: -~ t t ~ 1 :11 

Rhythmic 

(showing the di fferent lengths of 
\ 

1. fi yst or'do . 

',/ JJ'J'1{ 
•• cond ordo 

,-JJ'JtIJ1 
3. fir.t ordo 

1 J. t J /J. ~ . 
•• cond ordo 

., J. t J 1 J. t J 1 J. !. 
:5. fir.t ordo 

1 J •• I./J.t-· , 
.... cond ordo 

( J. J,P.J.I J,i. .. 
84 

-three even beats 
tand a rest 

-three beilts of 
unequal length 
and • yest 

-four be.ts of 
unequal length 
and a rest 

modes 

the first and second QUQ) 

2. first ordo 

_ ItJ/Y71 
second ordo 

t. t J f J 1 t 17 
4. fi rst- ordo 

• 

, f j J./ t J t· 
second ordo 

1 t J J · '/ t J J ·11' J 
~ 

6. fir.t ordo 

I.(JJ t71r 
•• cond ow:-do 

' I.m ml1'11 
... 

'\ 
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Rhythmic sy.aol. ~hich An;l'. lnterprets throu~ cro •• -ref.r.nc •• 

Symbol 
fy' om J. b • 2 (E 1> 

Pl"ologu_," 
69 

3 

7 .. 
47 
193 ,. 

. 
88,11!5 .J. 
89,116 

- ~ . 
...-:>-

es L-\. 
IH5 .. 
17:5 Il 

8!5 

Symbol An;l'.'. 
fro. T. J.1 (E2) tr.n.cr ipUon 

.. 

, 

,11. 

1 
• • 

~II 

", 

-fT 

~ 

rm. 
~' 

Fm 

J j . 

{.J. (t,)) 

).~ifV 

i ) 

)J 
f]]] 

) ) 
\ 

nJ 
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Exampl •• fro. Canttoa. wh .... rhythmic symbols cannot be-­
int.fpr.t.d througA cross-r.f.r.nce. 

Canti;. Symbol from both ~.b.2 Aggl •• '. transcriptiort 
and T.J.t· . , 

l ~ Il d. 
-of 

~ 
1 ,~ d. J 

li 

37 ,., J. 
281 •• J . , 

, 
,~ 

(CanUga 281 orily exist. in J.b.2) , 

~ 1(.) 

~<--~ . ~ 
.d . 

-..:, 
-; ~ 

(~, 

... 

• 
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-, Table 1-:4 

, Cantiga. ",ith ..lodi •• from othe ... sourc •• ~ 

Cantiga Other example of same m.lody 

216, 

. MS Du Roi fol. 91 , (Raynaud no. 416) 

290 Notr. Dama conductu. "ridelium .on.t vox .obri. quo. 
-unie. red.mit gratia." 

MS rlor.nc. fol. 46~. 
" 

340 Cadènet "S'.n fui balh. ni pr ••• da" 
( 

Paris, B.N. f. fr. 22~43 fol. ~2.(Van der Werf,Ext.nt 

o Troubadour Melodies p.76.) 

o 
/> 
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T.bl~ 2-1 

The relationship of accents to rhythmic sy.bols 
1 

(Rhym~ syllable. o.itted fyom syllabl. coOnt) 

Prologue 

NumbeY of syllables with 
el •• r tonie distinction. 36 

1, 

no. of ", •• k "" no. of stronQ 
.ccents (~) 1 16 accents ( V) 1 19 

no. 0: ~ no. of 
breV.Slt 5 11 br.vesi 6 longaël 13 

number of conflicts. 18 perc.nt.ge of conflict.i ~O~ 

Number of syll.bles with 
, cl •• r tonie distinction. 27 

number of conflicts. 17 

no. of strong 
.ccents (-) 1 9 

no. of 
brev.s, 3 10nga5: 6 

p.rcentage of eonfliet~1 70.8~ 

C.ntiga 2 

Numb.r of syllables with 
cl •• r tonie distinction. 47 

no. of we.k 
accents (U ). 30 

no. of ~ 
breves, 9 long.s, 21 

number of eonfliets. 28 

no. of strong 
acc.nts (-) 1 17 

no. of no.of 
breves. 7 10ngas. 10 

percent.ge of conflicts. 59.6~ 
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, ,Table 2-1 cont inued 

C.nti'~. 83 

Number of .yllable. with 
cle.r tonie di.tinctionl.24 

• 
no. of weak 
.ccents (V). 17 

no. of .tron; 
accent. (-) 1 7 

J, 

no. of ~ no. of 
breve.. ~ 

no.of 
brev.s. 9 long~s. B 

number of conflict'I 13 

Number of .yll~blas'with 
clear tonie di.tinctions 34 

no. of weak 
~cc.nts (V) 1 24 

no.b, ~ 
brevesl 17 10ng.s. 7 

no. of .trong 
.cc.nt. (-) 1 10 

long •• , 2 

" 

no.of 
long ••• ~ 

number of conf! letsl 1,2 p.r~.nt.ga of conflict.' 3S.3Y. 

• 

N.8_" The number of brave. 1 ne lAolc:t •• pli c. brebi • • nd c. o. p. 
ligatura •• nd the number of longa. 1nclude. ligature. which 
are equiva1ent to or longer tha" one long •• 

,,~'89 
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,Table 2-2 

,', 

" 

,/ 

1\ 

\, 

Th. r.lation.hip of accents to rhythmic .ymbol. in C.nti~. 2 
, " 

CRhym. syllabl •• includ.d in th. syllabl. count) 

Number of .yl1abl •• with 
c'lear tonie di.tinction. 73 

no. of weak 
acc.nts (V) 1 43 

no. of strong 
accents (~,,) 1 30 

no. of ~ n~. of 
breveaf 7 

no.of 
br.v... 20 long ••• 23 longasl ,23 

, 

\ \ 
1 

\\ 

number of eonflict., 30 percentag. of conflictSI 21.1X 

" ., 
.' 

"f .. ,~ 

ft·; 1'~>:~ 

.. 
• \ " • ',b 

" 
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1. 
· r 

Th. Imbity. of th~ Prologue and Clntiga. 1, 2, ~ JOO. 

( 

R.'./ue: 
.. 

-
j , Ô'; " \ 

\. 
t: ... 

J(; ( 

: ~\~ 1. 
-<lb! , 

.. 

'. ~. ;g:9 ~ 

0 ~ 

1~:l .. 
'. 

i: 
1110 

0 

" 

~~ 
- , .. 

0 ., 

0' -- l' 

0 ~ .. 
~t 

1 
, 
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Tabl • 3-2 ) 

.. 
Styl.s of p.rfor.ane. in unaeeompani.d renditions of cantig.s ' 

Canti.o~ n'o. 11 (F'i.stas d. Santa Marta) Atrium l'IUSiC •• , 
, 

Soprano solo for strophe and childr.ns' chorus 
for the refrain. ' 

{ 

can~~no. 30 

Cantiga 

Cantig. 

--

, 

- Soprano solo with crotal •• for occasional 
rhythmie .êcompaniment 

no. 

.-

no. 

• 

'320 CI.mancie Consort 

Bari tone solo 
, " q n , 

207 Clameneie Consort 

" Refr.ins in uni.on and octave with thre. singer. 
(soprano, counter-tenor, baritone) 

Strophe •• 'Soprano accompanied by voc.l drone <tonie 
. .nd fi fth) 

.. 
r 
,« 

'/ , 

. ., '-

, 
r' , , 
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1 Tabl. 3-3 

Sugg •• t.d p.rforMlng SCh~. for C.ntlga 2 

Section ~of Cantiga 
1 

Opening refrain 
and 

Stanza 1 

R.frain 
, / 

Stanta 2 

R.frain 

St.nz. 3 

Refr.in 

St.nzii 4 

" 

Refr,lin 

/ 
1 

St.nza 6 

• 

• 

93 

solo sopr ano 

-4> chor~s 

solo bar i ton. 

chorus 
j, ,~ 

solo \~opr.no 

\ 

with tonie drone trom . 
chorus women 

solo soprano and 
chorus wOmen (uni.on) 

.010 bar i tone 
with tonie drone from 
chorus men 

• 010 baritone and 
chorus men (uni.on) 

.010 soprano 
with

6
tonic drone from 

chorus men 

solo soprano and bariton. 
in octaves . 

chorus men. drone tonie 
chorus wom.na drone 'i,th 

solo sopr ano 



t".!'f"'" tIrI, __ , 

4~! Ji Jl 1 JI , 31 ~'HP J :rd! lU' 1: JI l Il 
- 4Q •• ~l pOf -; ,.. 10. ta la, .... tat HI por • tu' _ aa d •••• 

~'! JîJj'iJl~JîI! 1")1] illÎl h)le JlJîli )l~) 11' 1· 
bl.LCa.L.llor~lII, • "Ij f.' 14./1" ~" u,_ft, .' •. ""_~.,I.IIo,ÛI U,.",. . 

. , . 

, .•.. " El boa , J i I! ) .r. 

;.6 1 1 J 115 A 1 Il JI J J ) ~ D r , 
y r.l .. 'a ta • ou. tar, tI boa r.' 1 la ... -el - .a. 

( 

from. Angl ••• YOle Ill, parte .usical, p. 4-S. 
U •• d by permi.sion of the publisher. 
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~~J J '1 rl· J 1:rEl] l j=Hlik--i:a 
c SIIl. ta Ma. ri • .. StrI • la do ~ cU • .. Iloa • Va aOl 

1 

, 

~~tt=rr:î4r:::~ F'lml r rœ 
der cie que mllj cWJp,.do, Sonjma" ptr U' lOI plf-do-

O' u'-
. Ji • a Mai, que DOD di.. ri. L 

-~ -F-:; 
8,a - ta Ma - ri • a. Stre­

::/ 
( . , .... \ ~ ,-;-. 

~~Jftçj:---:141 -J ; 1 J J J) lA-~4J:r5:$J) 
la do di - ., )lot- tn DOl Yi • • tr~.n DIUI .~ ,DO. J'Ii. a. 

- , 
froma Pi.rre Aubry, 'Iter Hi.p.nicuM Ill,' Sa .. alblnd. der 'IMG., 

IK, (1907-1908), p. 32. 
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c • , . . .. . .. .1. . .\ a •• 

S",,· fi /I((j - ri • .,",Ift." do dl." .01- trG-nOI 

1 • • • • • • • • 1 • • ln , • • • ~ a' , • • • • 1 ... , ,1 , , ,... • • 1 • , ,1 , • 1 • • • • , 
" r' , .., . • 1 a , ,1 , 1 

?t 
., 
J 1 J 

, 

J 1 J 
, 

1 J J trtfs; 1 r J IW j J J J J J r r, 
" - (1 " - '" D,u," MI ~II' -.. C~ n - er fa - ,.el-ol er .. u • dO:) 

1 a ln ••••• ail' Ir- ..". 
~ ,....... . " l' ,~! , ~ .,.... .." . 

( 

'1;/' , , '/1 ...."1 1 , , .,.. •• n' • 
~ ~ J 1 rf$'11 E ~ J ~ 1 ~ (t r r 1 ex--? 1 r r EJ J 1 

~, 

que per· der 10_ tu pet po .. ca doe ~D - teD - d.:r de quo mlli cul· 

• al • • • • • l' , t t • .. • .1 • • • 'n 
1 • • 1 , ,1 , • • ~ 

., • , , 
• • • • , .,1 , • • , .1 a ~, 

1 r r J r lU J4[J J J 1] "u lU J J J 

,1 , , t) " 

,1 .,~' .., 
ir tr r=' g:;d 

pa • do. IODj maia PIt tl 101l per-dëS. a .. dos da ou· 1& - di • a que Ues la. 

• • • • • • • . ., 
,,' ,.. , • • • • •• ~", , • a , al. ., 

) ,,' ~. a , • • a • •• , " !=:]' , .,. ., 

~ J ;'"(]' q 1 J /J 1 J J J J. 1) J tu J IJ, j"J 1 J 
al.. & ta •• cr to • U· a mal. 'lue DOD del-••• ri .~. Sflfl,. ta /tG • ri .. _, ,tr, - '" 
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Exatlpl. 1-4. 

Cantiga 2 •• tran.cribed by Angl •• 

d "IU ~,. u tI4 • f"" por 1 .1. /, ..... 
-'I)-T-. -. 1-. 4-·-lar.~I" •• ,l fi '9111 ', 'h.' 0 Qj( 

\ 

T. r-: 
n ., 
F1 

Se. lIlul . 'a d. bI . & na. . • •• q ... d.u • an 

~'l 
l, ., . 

1-- ~ • ~ , .1 • 1 , n , ., 
, ' 

4i (j 1 
1 l' [J 1 r 1 2 J UJIU 

.~ 

J 
1 

J J J tJ EJ c::o 

.. 1 prl • la., cio, CId pri - .,. cio loi 4' E. ,.. p. • ••• 

hrJ " 
• -n. ft .r-- ~.,.I 

~ IS_ 

J 1 Ani j tu 1 j i 1 J lJ3 1 fA P 
et Ar • 10111' • • ra cU .• • •• cIoj •••• u·.. .. • la • . 

. ' . 

f 

\\ 

i7 
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.J" If 
'h. ~ • , • • • , ft • ,.. , Il 

" 
J Gaf 1 r re(r rn ; 

Ir u 1 r iq 1 J J :1 
v ••• U d. . r. Cid trOll . •• cil pa. rI. 1 -10, 

•• r- fUI Vs ,., l' ra n 

,.« J br 1 Ff U 1 J 6r ri 1 J J ' (J hr 1 fF' EJ 1 
bel t,y - ta • ..a dl. .u • ra, por-ClWl IDe - ta • 

( 

r. ~ 

... JI' .. .J -,.... \..... ~ .1 , • ln n 1 ~ ,.1 
~ ,1' 1) 

,. __ U Lt!) 1 U j 1 J J 1 t7t F 1. 1 J tu 1 J J 1 
r. ••• l'. 10. •• 1 10 - u noy" •. dl - a. 
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EXA",pt. 1-:5. 

C.ntigA 11 •• tr.nscribed by Angl •• 

-

a \, ' • an n.~,,'· 1 1 r- -, l' i') 
~ r cfa 1(r ft 1 n tJ~ 1 J ~11 br J 1 (J 1, Ji tfr r 1 

". • 11011 it.' • Il - ft' i.· ~ .". rI • 110. Por. ID , , hn 
", n r- ., a,1 .' , a) n ~ ., a,1 

\ -4 Ë....... ' ~ , 1 -~ fil ~ - ' , 
=i1 3 Mt 1 r r 1 ( r tr i ç lU rf 1 r r 1 r f 1 

- cli. r.1 to • da '1 • a COID' .a Ilil· a a • ba • cl\· & 

• 1 ., • L-e. ,\, • en n.J ," 
'1:.... ~' ~z: ~ f Air r rr QG 1 r G='J '1'1 ft 1 .q g; 1 J ::Jt~ 

1ID l' • lO .... rel· ro a vi • a, 1D00-1', ClII. tra - ,er COD 

1 -. \.a'. r ,'" • ~ • L .. •. • .. 1 
::1=. ~, I" I~' t::!:J " i1 br J 1 4(, 1 J.. 1 J tr 1 r r 1 rUGI r Eî'~ 

IDal f.· ca 1 - 40 & tu la-uo. cS" Il • bl - l, 

." r. - il. 1 • an n aJ "..J. ~ , .• ., 
~~ A'"'" ~ ,1 « 

~ r Fr 1 ij J::J 1 A J 1 br J 1 tJ 1 J! 1 J Er 1 r r ,. 
por a Deus pu • der 0 mal. lA - dl • do. NII-"I' , •• , 

,e> 
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\ 

'E)CMpl. 1-6. 

A Spani.h folksong which Angl" f •• l. ha. som. siml1arlty 
to tant!;. 2. 

tl?1' G ~ 1 Ji n 1 ê p /II J il tJs .Lm 
Qian D. pu •• a. va per 90. ra de l'ai.Ru" 

~ lil ma."eJ.uatell:llllet.dol.VI\ tr' •. tort El' UD' "". 

, -g~ r ~ 1 ~ p ~ 1 r ; 1;' Ji Ji 1 n ) 1 e Ji;1I î 1 
.. Ie.uren,d'altre. no gal. rel trill detraeu cor no .... :. le.gra IDoil. : 

, , 

from. An;l •• , vol. III, p. 243. 
Us.d by permission of the publi.her. 

'. 
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To, 17, r.17 ,-4 
13., ••• '.3' .. 
E., 14, r. ~a ci 

.1 

't' " J 
\ 

flr 

• 
• 

• 
• 

• , 
i J ~l 1 J 

NOD pod' 

• n , n 

't. je • .1'" .. 1 

• ra • " L., r- ri 

!b ,k9['~' J 11''5;3 J I.â ® 1 J j J j 1 
/ia - ftrt dt IhIlS, 'Olt ,or ,,"'" .. 

• 

. , 

• ., n -~ 
, 

• , n 
r If CJ 1 rJ) 
cr • rar Ileu ,. 

r- , ..., 
"'1 r- ~, ra' 

ra 
n 

~ ... 
rD 1 J J J 

............. -" Il • M 

.., rel • 
~ 1'" • 

Ê r r , 1 {j} 
,r 

U 
,,, 

~r qu..,(o] 

• r- r- • 
• r- • , 

1 

• , 
J 
10 

. ., 
1.-1 

fI. 

.. 

1 

• 
• 

r 1 
u 

,~ r Qlr;o:J 610 1 tJ " J 1 F9 il J JJ11J 1 
t. nb', ' te • met. 

• n ~ 

" • n . .. , 
fJ 1. J"J .... J _ 1 J 1 

que .. ro, que fol CD Fr~D ç~. 

. 
fyoms An;1 •• , vol. Il. U •• d by p.rmission of th. publtsh.r. 
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Ex."'pl. 2-1 

\ 

1 

A diplo •• tic transcription of the Prologue, 
showing the .ccent. in th. texte 

r '0 • '%, · if' · n , 

, , Î1 , 

, 1 , 7iil 
J.V . ' - /fe 1 ~_ :ter f""'Z..) 

l' 
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EXAmple 2-2 

A diplomAtie tranaeription of CantiQA 1 

: , . , . " . , 4 • , 1 

.. 

) 

• 

o 
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Exa"pl. 2-3 

A diplomatie transcription of C.ntiga 2 

êr . pI.t). • E ;!! , • 1 

,. c;7, '2---=-==-.,J81 1 

ft 

( 

( 
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o Ex .. mple 2-4 

, 

o 

o 
U •• d by Aarmi •• ion of the p~bli.h.r. 

10:5 

• 
\ 
• ---'1. 

1 -=:II> • 

1 
1 , 

1 
J , 
" 

l 

, u 



c 

g. sr'" (",MS ",ml". tnqIU 

_'I~ _~' _1 _t-:-Î _, ~' ! ~: 

c 

U •• d by p.rmi •• ion of th. publish.r. 
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~~- ~ ___ ~_~c~ ~--~-~-""-"""---_i_. _~---

.. 

; 

r 
Ir: • 

1 .. 
.,1' 
" 

A fac.imile of Cantiga 83 , 

. 1- .-' 

J. 

U.ed by per.ission of the publisher. 
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EXAmpl. 2-8 

o 

, 

'1 

o 
Used by permission of th. publi.her. 
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A transcription of th. Prologue 
II/.. .. 

,-
~ 1 

Cft .. te., - J.... .ef $ca" - ~,.~ 

.. 

.f 
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EXAmple 2-10 v-

A trAnscYiption of ,C~tlg. 1 

kt j J J j J j J :J ; 
, Pu o ••• ouh ~_ •• !.. •• _._.L~ ... ____ . 

: J fVuritjD J 
J 

t 

b,e- Cf" t.. & SG.." ,..... .. .. ,la. 

-J D ni J n uu J 

J F r TfJ iB J j 

.le. v;· J... ,er· lOIr 1"' - J. .. 

cf J J YJ 1t ftJJl 
je" Q.- ve,. - ""J ''';'$ Q. P"''''· 1&" 

1 J J D V TT Ïffl' J 
.pe.~ tnOr't' oc.c. ... tt. "e - ,. .. - - • J.Q, • 
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EXA"'P le 2-11 

CAntigA 2 

t ~ .. f';- "'. -J.. r., lr. - - pOo-'" 

·U J rQ tH 'Rd ] 

t ,. J .u ij' e 21 flJt pU 
_po~- ~1oC1. MC -.t~ -- ra. _ $fI( SI. - 10 ___ _ 

: ; J / (if !J J Tf J J 

112 





4t Ex •• pl. 2-13 

C.ntigA 100 

Su-ta. Ha.-n-: ___ .. __ if J J J J ) 

." 

lM, - CrA.~b.S '" - ta. ~_ 

~JJ J,J1JJ 

c 

JG, 0&4.' Sa. • .I~ . CL 

f j J J j j 

'C 
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Ex_,.l. 3-2 

11111111" i"". 
!l!' :t 

IImlf·n. 

Sagpip. prelud •• collected by c •• to Sa.pedro 
y F'olgar 

• 
'10' I;,,;, .. rll 4. 1. A,fr '';., 

<;' 1"'''''''' ,,, .. ,,.,.,,.,,..,. 

---------->----

~ 
",.1 -1 .. IV"'J"', ,: . ..fu",.1", l' •• " t ,-(r.,. 

'J!'fl~T4+ftJl'l~; • :mmh~f#pg E 

." 
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1- EXAmple 3-2 continued 

" 
L .. nlo, '/,', /l'!.,' f IIi Il, "" " 'J' '. "AMI •• • ... ' ..... 

300.~:...,_~?;Jt-R--j_-~:::~·- r-;,~.- :~1~'~::J.~-8 
~~ ",." J~ .. f· J" 1 * ~ • -;,;---..,_. i 

,'J 

,. ,., Vil. • t:'\ r,. 

If} j r] J; ;+4111±eEA 'r i ;;r-~~.1 -.5-=~~ ...... ~"#, - .~~~t#....,.~ .. ~-
r.. ",' .... 

:'} 01. bS-'L;#js! L ~~=r ~ '-=-10~ê-f. -iTI-9~li·1 P'J; 
~~ F - -:...é::;j-:" .. -;;:- .. rYI1' -* t#~ f ... t# -- -

, 
f':'. \ 

~~--~-:---1~~~j==f:i}E·1r.tmlmEr~?:Jd ~I .. + ,.r~;~ 
,/,' ·1, ,.1' ... ,1, ~ .. ,. ", •• ,: •• , • .. ·1./ .. , ..... ,. ,. .. ·1 ... 

l' /1'1'. '~' 
:,)O!l.b.=t~:i-~~ç-~1f1ilj·J112 --::; 

AI -- "lF~ ~ ~p-. ~... • , ., ..... 

fi ,.,,. ... , 1 

~ 3 ~._--~ .-.--.. r' ---=---:;u~, 4;:; ;-=--J~:r - ... S-="'--..:l .. - .,...! • .., .:ii~ ::Jl.- .r- _ .... - _ ..... -" -..' -- -, •. 
.. 1 __ _.,... " ". -.' •• - ,6-'" .. -,.-

\.. --.. .. .... " ... 
o ~ -.fZ?i-.-7~ ~~~ ,a:i -:.:~ --:ï: _-:'1-.:'::.: ~-~-;W __ T..... .... -. " ,.. .. - . .." #1 .. . 

'" . ... - - . . • • .., · . i' . ~ -~" ... - -
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