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   Music offers a rare window into other cultures and other times. Because it is both a tangible artifact of a civilization and yet can become, through performance, a living and immediate sensory experience, it offers the unique potential to evoke the past in a way that moves beyond cerebral speculation into embodied, emotional experience.
 Vocal music, in particular, can reveal multiple layers of a culture through the interplay of text, melody, harmony and rhythm. Words can reveal one layer, while the musical details and contour may yield another more subtle shading or paradoxical meaning
. This paper  examines the extraordinary musical collection compiled by the Benedictine monastery of Montserrat, Spain in 1399, the Llibre Vermell, as a window into the Medieval world, reflecting the themes of pilgrimage, devotion to the Virgin Mary, the rise of lay piety, the omnipresence of death and the tensions (as well as the intermingling) of the sacred and secular domains. 

   An hour’s drive from Barcelona, Montserrat rises from the red earth like a strange apparition (see next page). Its geological formations are unlike anything seen elsewhere: the lyrics of the Llibre Vermell refer to its “sacred serrated mountains”. Folk legend claims that the mountains were sawn with the jagged scissors at the moment of Christ’s crucifixion as an act of mourning by the angels
. The twenty minute funicular ride up the steep mountainside is not for the faint of heart. It is humbling to imagine the centuries of pilgrims walking up this long and intense ascent.
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Montserrat and La Moreneta
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  The focus of devotion is, as it has been for centuries, the statue  La Moreneta, the Black Madonna of Montserrat (see above). She is not a depiction of Mary as a young virgin, meek and mild. Like so many other Black Madonnas, she is an image of raw power, deep presence and stillness. She sits enthroned in a posture evocative of Persephone as Queen of the Underworld, or Isis with Horus, and her solemn gaze bears more in common with Black Artemis
 than many of the sweet and sentimental Christian depictions of motherhood. In her hand she holds an orb, evoking her embrace and protection of the whole world.  It was here, at her feet,. that Ignatius of Loyola laid down his sword in 1522 and changed the course of his life from knighthood to sainthood.
 

    Montserrat is a place of legends, finding its way even into stories of the Holy Grail.
 Saint Luke himself was said to have carved the first image of the ebony Madonna in Jerusalem (hence its original nickname, “La Jerusolimitana”), and it was repeated that St. Peter and the angels brought it to Catalonia. In the 8th century, this statue was moved for safe hiding into a cave during the wars with the Muslims, and apparently forgotten. In the year 890, she was found again. It is said that a holy light and angelic singing radiated from the mountainside. First children, then shepherds and finally clergy saw the glow
. Inside one of the caves that meander through the “fingers of God” the statue was found. The Bishop of Manresa arrived and attempted to take the statue with him to his See,

but as soon as it was lifted up, it became so heavy that it could not be moved. The Bishop interpreted this as the manifestation of the will of the Virgin to stay in that place. He ordered 
a chapel to Mary to be built and that she be worshipped 

    on the mountain of Montserrat.
.

  A hermitage dedicated to the Virgin was immediately founded, and by the end of the 9th century there were three other chapels of devotion on the site. In 1025, Oliba, Bishop of Ripoli, established a Benedictine Monastery dedicated to Mary. 
 Tales of miracles proliferated and by the 12th century (from whence the current statue of La Moreneta dates), pilgrims began arriving in vast numbers.

Traditions of Pilgrimage

   The original model for Christian pilgrimage was, of course, travel to the Holy Land to trace the earthly path of Jesus.  By the 4th century, a desire for both scholastic research and an affective, imaginative spiritual experience drew individual pilgrims to Bethlehem
.  Pilgrimage to the Holy Land was an established group practice by 1054, when Liedbert, the Bishop of Cambrai, led 3000 pilgrims to Jerusalem
 .  

   In the High Middle Ages, pilgrimage was seen as an act of contrition, evidence of piety 

and devotion, a portal to sacred powers of healing and miracles, and the crowning achievement of a Christian life.
  When lay devotion flowered in the 11th century, the rise of the cult of saints and the predominance of the belief in the magical powers of relics created a proliferation of pilgrim sites and shrines throughout Europe. Chief among these were Rome (site of Saint Peter’s death), Vezelay in France (thought to be the resting place of Mary Magdalene’s body) and Santiago Compostela, at the tip of western Spain, where the relics of Saint James (Santiago) were believed to reside.  Of this last, it was said by the ambassador of the Caliph of Cordova in 1121 that he saw more pilgrims on the route back to Leon than he thought “could be found in all of Spain” 
. 

  For many, if not most, pilgrims there was a penitential element to pilgrimage, and several of the most important pilgrim sites, like Montserrat, could only be reached by passing though rugged, mountainous terrain and the serious threat of assault by bandits. One report in 1350 asserts that half of the pilgrims who set out for Rome that year were robbed or murdered.
  Such perils emphasized the underlying idea of symbolically walking in Christ’s footsteps, beset with physical suffering and the possibility of dying amongst thieves. The demands implicit in such a lengthy and hazardous journey have led the anthropologist Victor Turner to note the similarities between Christian pilgrimage and initiation rituals of tribal cultures, including the requisite rituals of affliction
. Such a journey was to serve as both a spiritual threshold and rite of reconciliation between God and man.

Music for Pilgrimage in Spain

   Of the numerous shrines which developed as places of pilgrimage in Europe, the two most popular sites in Spain are also most renowned for inspiring Medieval musical devotion as well: Montserrat and Santiago at Compostela
. Both were sites whose popularity was immeasurably increased by the devotion of the Kings of their regions. In the 13th century, Compostela was located in the kingdom of Alfonso X, ruler of Castile, Leon, and Galicia and known, quite justifiably, as El Sabio (The Wise or Learned) 
. A flowering of philosophy and the arts, as well as the study of math, chess, and astronomy characterized Alfonso’s court, and he wrote major works of literature, law and history in Castilian, bringing the language to new heights. In contrast to other rulers of his time, he exhibited a marked political tolerance of Jews, Muslims and Christian heretics
, and authorized the translation of the Qu’ran, Aristotle, the Talmud and the Cabbala
. He himself was a deeply devout Christian, and after a cure he attributed to the miraculous healing powers of the Virgin, he compiled (some say co-wrote) 420 songs in Gallego (Galician-Portuguese) dedicated to Mary, the Cantigas de Santa Maria, based on legends his scribes collected from all over Europe
.  
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The musical architecture of the Cantigas de Santa Maria is beautifully symmetrical.  After a prologue, there are cycles of 10 songs. Nine songs in a row narrate legends of healing and miracles attributed to the Virgin; every tenth song is a hymn of praise. Many of the Cantigas chronicle stories of pilgrims on their way to Santiago Compostela.  For example, in Cantiga No. 175 a German father is on his way to Compostela when his son is falsely accused of theft and hung. The grief stricken father continues on his pilgrimage to venerate the Shrine of Saint James. On his return, as he is passing by the place of the hanging, he hears his son’s voice reassuring him that he is not dead; the Virgin held him up with her hands on the scaffold and kept him alive. Witnesses are called, and the treacherous accuser is condemned and executed by the town judge, father and son are reunited, and justice is restored

    Over 1200 exquisite and intricate illuminations portray an encyclopedia of humanity
. Depictions of Arabs and Jews are included with illustrations of European Christians; men and women of all classes are portrayed.  The images of court musicians are especially noteworthy (see below), and have been an invaluable resource to musicologists.
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  At Compostella, there is a replica of the statue of La Moreneta. It is not known when this was placed in the Cathedral, or if Alfonso X had a role in its creation, but given that his wife was the princess of Aragon (which encompassed Montserrat at that time), it seems likely that he or his descendants could have been instrumental in bringing it to Compostela. It is documented that the later Kings of Aragon and Castile, which included his progeny, were said to be assiduous visitors to Montserrat
. The subsequent rise of pilgrims to the Catalonian mountain may have been further influenced by the general increase in Marian devotion that Alfonso X helped flame through his collection of stories and songs. The Cantigas de Santa Maria were remarkably popular, cutting across lines of class, gender, and nationality
 and may have been influential in inspiring the monastery’s own body of pilgrim music for the laity. 

The Music of Montserrat  

 Montserrat, as a Benedictine Abbey, observed the daily offices in chant that were set out by the Rule of Benedict
 in the 6th century and established in Roman liturgical books by Pope Gregory II towards the end of the 8th century
. Hence, music was an important part of the monastery from its founding.  By 1223, documents attest to the presence of a revered choir school, La Escolonia, which is still in existence today. 
 

  The collection of the pilgrim songs of Montserrat, the Llibre Vermell , is remarkable for the glimpse it affords of Medieval devotion and culture. The interpenetration of sacred and secular musical influences, and the rise of Marian worship and lay devotion are all reflected in this collection. The musical compositions showcase an internationalism and diversity of form that reflects the broad intellectual scholarship the Abbey was renowned for.
 Together, the music and the lyrics paint a vivid picture of pilgrimage in the 14th century.

Sacred and Secular Tensions: Music and Dance

   As Chaucer portrayed so piquantly in The Canterbury Tales, pilgrimage during the 14th century was not all quietness and demure piety. As large groups of international pilgrims descended upon this eremitical site, they brought with them a lively secular culture of song and dance. Most pilgrims ended up spending the night sleeping (or rather, not sleeping), singing and dancing in the Sanctuary itself. The anonymous scribe of the Llibre Vermell narrates it thus in his preface:

Quia interdum peregrini quando vigilant in ecclesia Beate Marie de Monte Serrato volunt cantare et trepudiare, et etiam in platea de die, et ibi non debeant nisi honestas ac devotas cantilenas cantare, idcirco superius et inferius alique sunt scripte. Et de hoc uti debent honeste et parce, ne perturbent perseverantes in orationibus et devotis contemplationibus.


(Translation: "As it happens that the pilgrims, while holding night vigil in the church of the Blessed Virgin from Montserrat, sometimes desire to sing and to dance and even so during the day, in the Church Square, where only virtuous and pious songs may be sung, some suitable songs have been written down here for this need. These should be used in a respectful and moderate manner, so as not to disturb those who wish to continue their prayers and religious contemplations.")
 

The scribe here is perhaps emulating the respectful and moderate tone he wished pilgrims would convey by phrasing this so politely. If other accounts from the Middle Ages and the Early Renaissance are any indication, the lyrics of many of the popular secular songs of the time were often bawdy and the music frequently downright raucous.  And yet, it was a common practice to convert these popular tunes to sacred, even paraliturgical works
. During Savonarola’s reign in Florence, for example (1494-1497), former carnival songs with worldly (some might say obscene) poems were converted into songs of praise to be used in lay religious services through the substitution of new lyrics.
 

  For modern Christians who have only experienced a formal style of worship where the sole forms of bodily movement during the service are communal genuflection and crossing, the idea of dancing in a sanctuary might seem odd, pagan or sacrilegious. Certainly, dancing was associated with the worship of both Apollo and Dionysus in Ancient Greece
  and dance was an important element in the festivals of Ariadne 
and Eleusis, as well as serving a sacred role in the cult of Orpheus. 
    During the flowering of mysticism in the Middle Ages, dance reclaimed an important symbolic role in religious practice
. Images proliferated of Christ as the leader of the dance to Heaven. The Virgin Mary, surrounded in her coronation by a choir of musician angels and dancers, was a scene that originated in Provence in the 11th century and gained great popularity in painting throughout the Renaissance
. Cantiga 409 begins "May the Crowned Virgin who is our hope be praised by us with singing and dancing." Cantiga 120 contains a vibrant illustration (below, right)  of a round dance (also known as a rondeau or carole),
 with a smiling Mary, Baby Jesus and King Alfonso X all beaming on the joyous company.

[image: image2.jpg]


         [image: image3.jpg]



ANDREA DI BARTOLO  (1405-1407)

DANCING PILGRIMS, Cantiga 120



The image of music and dance also flourished in the writings of mystics throughout Europe in the 13th-14th centuries. Wrote Beguine Mechtild of Magdeburg (1210- 1285) :

That I might dance the true dance of Life,                                                               following your sweet Piping                                                                                            dear Jesus Christ”
.
Christine Ebner (1277-1355) penned the following lines about the Virgin Mary:
Da sah sie einen Tanz im himmel

There she saw a dance in heaven                                          Da war Gott selber an und unsere Frau.
In which the Lord took part, As did Our Lady                       Du Maria gest in vor doe tenze

You, Mary, will lead the dancing                                      dort in dem paradise


in paradise.

   As horrors of the bubonic plague beset Europe in the 14th century, a new form of dance emerged in response: the Danse Macabre, or Dance of Death. Although Kathi Meyer-Baer in her book Music of the Spheres and the Dance of Death (1984) notes that there is a lack of historical information on how this dance might have been actually performed, she discusses at length the images of this dance that appeared in artistic depictions from the 14th through 16th centuries. In many of these paintings and woodcuts, a skeleton (often playing a musical instrument) is leading a line of humanity, representing many different professions and ages in a procession or a round dance.




         Bernt Notke (1435-1508) Danse Macabre, in St. Nicholas Church, Talinn

The Llibre Vermell  

The songs and dances that comprise the Llibre Vermell were meant to replace the secular works the pilgrims would be inclined to indulge in. As such, it was important that the tunes were either already familiar (because they pre-existed as popular folk music) or could be very easily assimilated and learned. This is one of the charms of the collection: refrains for several of the songs are easily learned orally and are melodically of very high profile
. Of the ten pieces, eight have texts in the “church language” of Latin; the remaining two (Imperayritz de la ciutat joyosa and Los set goyts) are in the local dialect of Catalan, reflecting again the bridge between sacred and secular. At least four of them are believed to have been danced as well as sung
.

     It is conceivable that attention was given to intentionally representing a diversity of national and expressive styles to better reflect the array of the pilgrims
.  The first song in this collection, O Virgo splendens, is an antiphon whose style is most similar to the Benedictine chant found fairly uniformly in European Catholic monasteries
. The other melodies show a closer relationship to the more markedly popular folk and secular court music of what is now the countries of France, Italy and Spain. Many of the tunes exhibit a strong Arabic influence
.  This is not too surprising, given the intermingling of Muslim, Christian and Jewish musicians in the court of Alfonso X in the preceding century, and the lasting influence the music of the Arab world had on Spain.
 The diversity and internationalism present in the Llibre Vermell may have arisen from both the lay pilgrims coming in and the monastics going out, as the monks themselves were known to travel afar in order to copy and collect music and other manuscripts.
 

  The second song in the collection, Stella Splendens, is one of four virelai , a song in AbbaA form (particularly popular in France and brought to its height by Guillaime Machaut , 1300-1377). The etymology of the word (from “virer”, meaning to turn) suggests that the virelai most likely were performed as round dances. The text of this two part polyphonic piece beautifully conveys the sense of the universality of pilgrimage to Montserrat. The lyrics contain a veritable catalogue of Medieval peoples, of every class and profession, as they process together on the miraculous serrated mountain
, united in their quest and in their devotion to Holy Mary, the resplendent star
 

Stella Splendens

 Stella splendens in monte ut solis radium miraculis serrato exaudi populum. (refrain)
Concurrunt universi gaudentes populi divites et egeni grandes et parvuli ipsum ingrediuntur ut cernunt oculi 
et inde revertuntur gracijis repleti. 

Principes et magnates extirpe regia 
saeculi potestates obtenta venia 
peccaminum proclamant tundentes pectora 
poplite flexo clamant hic: Ave Maria. 

Prelati et barones comites incliti 
religiosi omnes atque presbyteri 
milites mercatores cives marinari 
burgenses piscatores praemiantur ibi. 

Rustici aratores nec non notarii 
advocati scultores cuncti ligni 
fabri sartores et sutores nec non lanifici
artifices et omnes gratulantur ibi.

Reginae comitissae illustres dominae 
potentes et ancillae juvenes parvulae 
virgines et antiquae pariter viduae 
conscendunt et hunc montem et religiosae.

Coetus hic aggregantur hic ut exhibeant
vota regratiantur ut ipsa et reddant 
aulam istam ditantes hoc cuncti videant 
jocalibus ornantes soluti redeant.

Cuncti ergo precantes sexus utriusque 
mentes nostras mundantes oremus devote 
virginem gloriosam matrem clementiae 
in coelis gratiosam sentiamus vere.

____________________________

23. Translation by Saraband  from liner notes, JARO, 1994

Stella Splendens (English translation)

Resplendent star on the miraculous serrated mountain, like a sunbeam glowing, hear the people. 

All joyous people come together:   rich and poor, young and old, 
climb the mountain to see with their own eyes, and return from it filled with grace. 

Rulers and magnates of royal stripes, the mighty of the world, possessing grace, 
proclaim their sins, beating their breast, and call on bended knee:     Ave Maria. 

Prelates and barons with their noble suite, all monks and also priests, 
soldiers, merchants, citizens, sailors, townspeople and fishermen are praising here. 

Peasants, ploughmen and also scribes, advocates, stone-masons and all carpenters, 
tailors and shoemakers and also weavers, all craftsmen thank here. 

Queens, countesses, illustrious ladies of power and maidens, young girls, 
virgins and old women and widows, climb the mountain, and also nuns. 

The community is gathered here to make a vow, to give thanks and to fulfill the vow for the glory of this place, 
so that all may see and return in joy, partaking of salvation. 

We shall all - of both sexes - pray, and full of humility confess our sins to the glorious virgin, 
mother of clemency, so that in heaven we may be with the merciful.

  Stella Splendens is followed by two shorter pieces in canon form, to be sung in 

two or three parts, which emphasize the penitential aspect of pilgrimage :
 

Laudemus virginem mater est 

We praise the Virgin Mother               et ejus filius Ihesus est. 


and her son Jesus.                  Plangemus scelera acriter 


Bitterly we mourn our sins,     Sperantes in Ihesum jugiter. 


Perpetually hoping in Jesus.


Splendens ceptigera 



Shining sovereign

     Nostris sis advocata 



Be our advocate,                            Virgo puerpera. 



Virgin Mother

            Tundentes pectora 



Beating our breast

   Crimina confitentes 



We confess our guilt,

      Simus altissimo.



To you in the highest

  The other round dances in the collection, Polorum Regina and Cuncti Simus, both conform to the virelai form, but have contrasting moods. Polorum is most frequently recorded very slowly and gently, like a lullaby, emphasizing its chant-like melody.  Current performance practice inclines towards presenting Polorum a capella or with the simplest, most spare accompaniment. The lyrics here honor the perpetual virginity (”permansisti inviolate”) of Mary.  Cuncti Simus, on the other hand, is typically delivered in a manner that emphasizes its internal strong rhythm and syncopation: with a rollicking tempo, often with vigorous, lively accompaniment by percussion, oud, winds or vielle that underscore its resemblance to Middle Eastern music.
 The lyrics of Cuncti Simus exult in the appearance of the Angel Gabriel, with the repeated refrain “Let us all sing together: Hail Mary”

  The most haunting songs in the collection, Maria Matrem and Imperayritz, are in the French Ars Nova style. The first consists of one voice with text accompanied by two voices without words. The lyrics repeat the themes of refuge, asylum and protection. The second contains two different poems Imperayritz and Verges ses par to be sung simultaneously in the style (by then very antiquated) of a motet. The lyrics of this piece are in Catalan, and bear a resemblance to the imagery of Troubadour songs of Southern France (“Empress of the joyous city of paradise”, “Fragrant Rose of true goodness”, “Flower of flowers”).

   The other song in Catalan is Los set goyts , a ballata  set in the Italian style. It narrates the story of the seven joys of Mary’s life: the annunciation, the birth of Jesus, the arrival of the Magi at Epiphany, the resurrection, Christ’s ascension on the Mount of Olives, the arrival of the Paraclete on Pentecost and finally, her coronation as Queen of Heaven.

 The last song in the collection is the only surviving music of a Danse Macabre from the Middle Ages
. The text incisively sums up the age, which by 1399 had seen Europe ravaged by the horrors of the plague
 and grown weary with the Papal Schism. Yet despite the grim title and its foreboding warnings, this is a remarkably joyous song in a major key mode. Ad mortem festinamus is a great favorite with performers because of how easily it lends itself to vocal effects to illustrate the word painting.
 

AAAdX. AD MORTEM FESTINAMU 
Ad Mortem Festinamus (Translation mine, see appendix for Latin original)

Towards death we hasten, we must stop sinning. (refrain)

I have resolved to write about the contempt of the world,                                                                               so that this degenerate age will not pass in vain. 
Now is the time to arise from the evil sleep of death. 

Life is short, and soon it will end; death comes sooner than anyone believes. 
Death annihilates all and holds mercy for no one.

If you do not repent and become pure like a child and change your life by good deeds,
you will not enter the blessed  kingdom of God. 

When the horn sounds for the last day, the Judge appears                                                the chosen he calls forever to his kingdom, 
the damned he dooms to hell. 

How joyous they will they be, who will reign with Christ, seeing him face to face                 they will all call:  Holy Lord of the Sabbath. 

And how wretched will the eternally damned be, 
they will not be able to free themselves and will be ruined. 

Woe, woe, cry the wretched ones, 
they will never escape from Hell. 

All kings of the earth, all powerful men of this world,                                                                  all churchmen and all mighty officials must repent;
they must become like children, renouncing vainglory. 

Alas, dear brothers, it is right that we should contemplate the bitter sufferings of God, 
and weep, vowing never more to sin. 

Merciful Virgin, crowned in heaven, be our advocate with your Son, 
and be our mediator after this earthly exile. 

(Spoken) You will be a worthless corpse; why do not guard against sinning? 
Why are you filled with anger? Why are you greedy for money? 
Why do you wear such costly clothes? Why are you filled with such pride? 
Why do you not confess your guilt?                                                                                          Why do you not treat your neighbor with kindness? 

Towards death we hasten, we must stop sinning. 

Note that the last verse is to be recited, not sung. This suggests that the song may have been performed as a mystery play 
 with the “skeleton of Death” taking the spoken part. 

   While each piece of this collection is a gem, the sum total is much more than its parts. 

The lyrics encompass the dichotomies of joy and sorrow, penance and mercy, Heaven 

and Hell, while  the music flows from the hypnotic serenity of chant to the visceral pleasures of gypsy dance. The music itself evokes the theology of Psalm 139: 

Where can I go then from your Spirit?  

Where can I flee from your presence?  

If I climb up to heaven, you are there; 

if I make the grave my bed, you are there also.

   The cumulative effect of traversing this vast musical terrain points to the transcendent function Jung wrote about when describing the union of the opposities, where the ability to withstand paradox results in contact with the Sacred.
 In the Llibre Vermell, we are able to enter through the gateway of music into a vivid  experience of 14th century life in all its paradox, an experience that touches the essence of the human pilgrimage that includes us all.

Coda: The Llibre Vermell in My Life

In the spring of 2003, I traveled to France on the first of many pilgrimages. The twin highlights of my experience were singing Vespers at the Chapel of Reconciliation in the Taize Community and a private Labyrinth ceremony conducted by Lauren Artress. Something ancient and archetypal was touched in both these experiences, and they have been the twin mustard seeds from which most of my work the past five years has sprung. Both of these experiences are connected by the golden musical thread of the Llibre Vermell .

   When I stepped out of the crypt to walk the Labyrinth at Chartres Cathedral, a sound of aching beauty tugged at my heart. Behind a stone pillar, a small group of early music performers sang songs I had never heard before, but which touched some deep and unfamiliar place in my soul.  I was haunted by the memory of these melodies when I returned to California.

  Two years later, I helped to create (with Shira Kammen and Devi Mathieu) a women’s early music vocal ensemble, Vox Flores, dedicated to bringing the stories, music, dance and images of the mystical 12th-14th centuries to audiences as a spiritual practice. We had performed two successful programs of Medieval music- one of Hildegard of Bingen, one of English and French music dedicated to the Virgin Mary. I was given a cd made from an out of print record by another member of the ensemble, and I was stunned to find that it contained the melodies that had so arrested my attention in Chartres. Now I knew the names of the songs (Imperayritz and Stella Splendens), and I began to search for every piece of information I could find on the Llibre Vermell as we planned our next concert program.

   In May of 2007, Vox Flores combined with a male vocal ensemble, Vox Terrae, to recreate as closely as possible in the modern world a concert experience of pilgrimage to La Moreneta. Before the program, I told the story of the Black Madonna and Medieval Pilgrimage through slides of 52 images I had collected, and we invited the audience to enter a place of contemplation and prayer, with only silence between songs. Twenty-two singers processed singing Stella Splendens, accompanied by harp, vielle and percussion, with a Middle Eastern dancer wearing a puppet of the Black Madonna of Montserrat following us. We ranged in age from thirteen to sixty three, with religious backgrounds as Episcopalians, Catholics, Buddhists, Sufis, Jews and Pagans. Though a few of us were professional musicians, others were teachers, psychologists, poets, students, physical therapists, engineers and science writers. We embodied the image, inherent in the songs of the Llibre Vermell, of pilgrims gathered from all walks of life, united in our shared love of mysticism and our search for the sacred.

   The response to this event was extraordinary. Not only was the performance sold out (as have been three repeat concerts we have done in San Francisco, Rohnert Park and Albany), but the audience sat entranced, many swaying in their seats, others singing along by the end refrains, some with tears on their cheeks.  In the weeks that followed, I received letter after letter from audience members who wrote to tell me how much the event had moved them.

  A month later, I left again for Europe. I took my twelve year old daughter, the youngest member of Vox Flores, on a pilgrimage designed to mark her own coming of age.  Starting at the Basilica of Mary Magdalene in Vezelay (one of the original gates to Compostella), we followed the Camino Frances for four weeks, visiting Benedictine monasteries, exploring Cro-Magnon initiation caves, rafting down the Dordogne River, climbing to the peaks of Montsegur, Queribus and Peyperetreuse, and finally crossing the snow covered Pyrenees to arrive at Montserrat. We sang the pilgrim songs the entire way. I learned on my return to Taize that Brother Roger had also visited Montserrat, and that it was the experience of singing the simplest Llibre Vermell rounds that had inspired the development of Taize’s unique musical liturgy, which, in turn, had inspired me several years ago to begin creating ecumenical music and prayer services throughout the Bay Area.

   When I returned from this journey, I had a dream about GTU. I dreamt that I was walking down “Holy Hill”, trying to discover my vocation. At the end of the street there was an open field with hundreds of hungry, but happy, people. They were waiting for me, and I had a job to do: to teach music history and to tell stories.

  This paper is my first attempt to do just that. I hope I will have the opportunity to share many more of the tales I have collected on my pilgrimages: the story of the tiny community La Madeleine in the Dordogne Valley; the legend of Brother Jacoba (Lady Jacqueline Settisole di Frangipani), who fed Saint Francis almond cake on his deathbed at Assisi; the tale of the nuns of Las Huelgas Monastery who defied Cistercian edicts in order to sing polyphony; and especially, the history of the Lauda Cortona, a collection of music gathered by lay people of the 14th century, the first music written in the vernacular Italian language, another collection of songs that stir my soul to its depths, and a model in so many ways for lay worship for our own time. These are the songlines of my soul- and I yearn to share them with other hungry pilgrims.
Ad mortem festinamus peccare desistamus (Original Latin)

Scribere proposui de contemptu mundano ut degentes seculi non mulcentur in vano. 
Iam est hora surgere a sompno mortis pravo. 

Vita brevis breviter in brevi finietur mors venit velociter quae neminem veretur. 
Omnia mors perimit et nulli miseretur. 

Ni conversus fueris et sicut puer factus et vitam mutaveris in meliores actus 
intrare non poteris regnum Dei beatus.

Tuba cum sonuerit dies erit extrema et iudex advenerit vocabit sempiterna 
electos in patria prescitos ad inferna. 

Quam felices fuerint qui cum Christo regnabunt facie ad faciem sic eum adspectabunt 
Sanctus Dominus Sabaoth conclamabunt. 

Et quam tristes fuerint qui eterne peribunt pene non deficient nec propter has obibunt. 
Heu heu miseri numquam inde exibunt. 

Cuncti reges seculi et in mundo magnates advertant et clerici omnesque potestates 
fiant velut parvuli dimitant vanitates.

Heu fratres karissimi si digne contemplemus passionem Domini amara et si flemus 
ut pupillam oculi servabit ne peccemus. 

Alma Virgo virginum in celis coronata apud tuum filium sis nobis advocata 
Et post hoc exilium occurens mediata. 

Vila cadaver eris cur non peccare vereris. 
Cur intumescere quearis. Ut quid peccuniam quearis. Quid vestes pomposas geris. 
Ut quid honores quearis. Cur non paenitens confiteris. Contra proximum non laeteris

Ad mortem festinamus peccare desistamus
� For a discussion of the privileged role that music plays within the brain to organize experience, see Tramo (2005) 


� One of the greatest examples of this is in the operas of Wagner, where the orchestra often contradicts the surface melody. In Tristan und Isolde, for instance, the lovers sing innocently of their passion for one another but the orchestral score underneath is intoning the leitmotif of death, prefiguring the action to come.


� Information obtained from the Visitor’s Center Office at the Abbey of Montserrat, Spain (May, 2007). Also see Begg, Cult of the Black Madonna (1996)


� The connection between Black Madonnas and earlier pagan images of  Isis, Cybele, Artemis and Persephone has been explored by Ean Bigg, China Galland, Jean Markale and others.


�  Ignatius of Loyola, Spiritual Exercises and Selected Works, p.75-76


� Wagner set Parsifal on “Montsalvat”, a thinly disguised reference to Montserrat 


� This parallels the Biblical theme of “and a little child shall lead them”, as well as calling to mind the Nativity story of Luke where the shepherds see the star of Bethlehem.


� See the Abbey website at  http://www.abadiamontserrat.cat/angles/index_espirit


� http://www.abadiamontserrat.cat/angles/index_espirit


� See particularly the stories of St.Jerome and  Etheria which are narrated in Sumption (1975).


� Durant (1950), p.752


� See Haskins (1995), Chapter Four and Sumption (1975)


� Sumption, p.163


� Sumption (2003), p. 256


� Turner (1976)


� The pilgrim songs for Santiago de Compostela includes the magnificent 12th century Codex Calixtinus, also known as the Liber Santi Jacobi .This extraordinary work consists of five parts: legends of  Saint James, travel itineraries and suggestions, the accounts of Charlemagne in Spain, sermons and pilgrim songs, including the first written song in three parts, Congaudeant Catholici.





� See Durant (1950) Chapter XXV; The Oxford  University Cantigas de Santa Maria Project, online.


� Alfonso X sheltered many troubadours and possibly Cathars who fled from the persecution of the Albigensian crusades that were brutally being conducted in the Languedoc and Provencal regions of southern France. 


� See Robert I.  Burns, S.J. , Stupor Mundi: Alfonso X of Castile, the Learned , on the Library of Iberian Resources Online at http://libro.uca.edu/alfonso10/emperor.htm


�  See Robert I. Burns, S.J, The Worlds of Alfonso the Learned and James the Conqueror on the Library of Iberian Resources Online at http://libro.uca.edu/worlds/worlds.htm








� A retelling of Cantiga No. 175  also occurs in Horton (2007)


� Kosmer and Powers, � HYPERLINK "http://libro.uca.edu/alfonso10/emperor.htm" ��http://libro.uca.edu/alfonso10/emperor.htm�


� It is in part because of the acuity of the portraiture that we have been able to reconstruct instrumentation and re-imagine historically informed performance. See Scozzi .


� Sumption, p.380


� Traces of the music have been found in different forms as far away as Iceland.


� The monastic life is divided into a regular cycle of work, study and prayer. The cornerstone of prayer is the Divine Office, which is conducted throughout the day and night, in fairly even intervals, totalling approximately four hours a day of singing. The cornerstone of these liturgies are the psalms; all 150 Psalms are to be chanted in the course of a week. See also Taruskin (2005), p. 10.


� Taruskin (2005), p. 7


� Information from Abbey website: http://www.abadiamontserrat.cat/angles/index_cultura.htm


� This is confirmed by noting the number of highly prominent members of nobility from different regions who resided there, as well as by the extraordinary library that was in existence until it was destroyed by Napoleon’s troops in 1811. Montserrat also lays claim to possessing the oldest surviving printing house, established in 1499.


� Quoted in liner notes, Hesperion XX: Llibre Vermell. 


� Taruskin (2005), see Chapter Four.


� Hughes (1960). This tradition of substituting religious texts for secular ones is  perhaps most famously observed by examining the transformation of “Lady Greensleeves”, published as a ballade in 1580 into  the well known Christmas song,“What Child is This?” which appeared with new lyrics by William Chatterton Dix in 1865. The original ballad is quite clearly about a failed love relationship with a woman of dubious moral virtue; the more modern text. a hymn of praise to the Virgin Mary and baby Jesus.


� Though the kind of dance and music of these two gods was radically differentiated: worship of Apollo followed principles of order, balance and harmony, whereas the music and dance of Dionysus (later known as Bacchus) was linked with ecstatic trances, madness and dismemberment. Nietzsche had much to say about these two archetypes of artistic expression in The Birth of Tragedy.


� Three rites were celebrated during the yearly festival marking the marriage of Ariadne to Dionysus, which was celebrated in early January: swinging from trees, the turning of water into wine, and dancing.


� See Kerenyi (1959), Guthrie (1935). Three rituals which were performed in honor of the marriage of Dionysus.


� Meyer-Baer (1994)





� Meyer-Baer, p.315


� See Kendall (2002), accessed online at the-orb.net/encyclop/culture/music/kendall.htm


� Meyer-Bair, p. 316


� Ibid


� A phrase musicologists like to use which means “catchy”.


� Program notes from El Libro Rojo de Los Peregrinos, Musica Reservata (2002)


� The concept of using music as a means of hospitality exists in our time at the Taize Community in France, where songs in many different languages and styles are used to extend a sense of universal welcome. Roger Schutz, the founder of Taize, was deeply affected by his own pilgrimage to Montserrat. 


� See  p. 33 of Donald J. Grout and Claude V. Palisca’s, A History of Western Music for a brief but incisive delineation of papal contribution to monastic musical liturgy in the Middle Ages.


� See Scozzi (1998) for support of the idea of Arabian influence in the Llibre Vermell.


� Even in the classical music of the 18th century, elements of this “Arabian” sound can be clearly detected in the so-called “Iberian” keyboard sonatas of Domenico Scarlatti, written when he resided in Seville and Madrid. The use of the Phrygian mode, the guitar like figurations and the repetition of dissonance and certain types of ornamentation are a marked departure from Italian Baroque style. See Kirkpatrick (1960).


� Program notes for Llibre Vermell by Saraband, http://www.sarband.de/Programs/Fran%8Dais/FR-Llibreall.html#Llibreprogramm.


�The lyrics of Stella Splendens evoke the title Alan Jones often uses in his sermons and workshops,” Here Comes Everybody!” In his book Passion for Pilgrimage: Notes for the Journey (2000), Jones writes, “" The indiscriminate welcoming of all people to the Supper of the Lamb is very threatening. The notion that everybody is welcome radically reorders the world." (p. 192).


� The origin of Mary as “Stella” may originally have been a mistranslation of St Jerome, however, St. Bernard of Clairvaux frequently compared Mary to a star. See Pope Pius XII’s Encyclical, Doctor Mellifluus in which he quotes Bernard in one of his most moving texts in which he exhorts the faithful,  “When the storms to temptation burst upon thee, when thou seest thyself driven upon the rocks of tribulation, look at the star, call upon Mary, When buffeted by the billows of pride, or ambition, or hatred, or jealousy, look at the star, call upon Mary. Should anger, or avarice, or fleshly desire violently assail the frail vessel of thy soul, look at the star, call upon Mary.”


�  In research for this paper, I listened to samples of all recordings currently available commercially, as well as several recordings which I purchased on my own pilgrimage to Montserrat in 2007 and which are listed in the Discography. I concur with Scozzi’s assessment that the more historically informed the performer, the greater likelihood that the Arabian/Andalusian influence will be emphasized. 


� Mayer-Baer, p.308


� In 1347 alone, Florence lost three-fifths to fourth- fifths of its population. See Tuchman (1978).


� For example, modulating the voice to expressively mirror the verses that refer to becoming like children and the cries of the wretched; arranging instrumentation to evoke the horn of Judgment Day, and using percussion instruments to conjure the sound of bones.


� See Taruskin , Chapter Three for a description of liturgical drama of the age.


� In the earliest liturgical morality play, Ordo Virtutem (c. 1150) by Hildegard von Bingen, the roles of the Virtues and the Soul were sung. The part of the Devil, however, has only a spoken part.


� Carl Jung was fascinated by the Medieval alchemists, and their work inspired many of his later psychological theories. Several psychologists have suggested that encountering the Black Madonna is a form of “negredo”, the first step of alchemical awakening, and that the end result of holding the tension of the opposites is transformation and contact with the holy. China Galland movingly refers to this process of “negredo”  in her own personal journey in her book Longing for Darkness: Tara and the Black Madonna  See the also works of Marion Woodman, Robert Johnson, and Carl Jung.
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