The Cantigas de Santa Maria comprise a singular collection in the history of Western
music, the likes of which cannot be entirely described or explained by an individual genre, style
or tradition. This work, which has survived in four manuscripts, is an amalgamation of poetry,
visual art, and music. The Cantigas de Santa Maria (hereafter denoted by Cantigas or CSM)
originated at the Castilian court of Alfonso X (called el sabio or “the wise”), who ruled Castile
and Leon from 1252 until 1284. Between 1257 and 1283, Alfonso worked to compile a
collection of songs to the Virgin Mary which were named Las Cantigas de Santa Maria. As the
story goes, Alfonso fell sick in 1257 and attributed his miraculous recovery to the grace of the
Virgin. In his resulting fervor of Marian devotion, he was inspired to create this collection of
songs, which consisted of Marian miracle stories set to music, or Cantigas de Miragre, and
Marian praise songs, referred to as Cantigas de Loor or Festas.1 Narrative prologues included
with the songs contain a description of Alfonso’s purpose in compiling the Cantigas as well as a
recounting of his own miraculous healing.
The extant manuscripts have a lot to convey about Alfonso’s life and medieval life in
general, thanks to the descriptiveness of the poems and the detail of the accompanying
illustrations. Among the four codices, labeled the Toledo Codex (To), the Códice Rico (T), the
Códice de los músicos (E), and the Florence Manuscript (F), the T and the F manuscripts are the
most ornamented. Though held in different libraries, these two codices are thought to represent
two volumes of a set, comprising 400 total poems.2 Together they present many detailed
miniatures featuring illustrated scenes of the miracle narratives and images of musicians and
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instruments. In contrast, the first codex, To, contains only 100 of the poems, while the E codex
contains 400 but is considered to be more of a reference version due to its lack of detail.3
420 individual cantigas exist between all four manuscripts: 357 are cantigas de miragre
and 63 are loores and festas. The authorship of the collection has historically been attributed to
Alfonso himself, but such a claim is controversial. Nowadays it is commonly agreed upon
among researchers that the king himself is not responsible for the composition of all of the
Cantigas, but rather that he served as more of an editor in chief for their compilation.4 Many
researchers have noted plot similarities to preexisting Marian miracle stories within the
narratives of the Cantigas,5 as well as melodic and rhythmic similarities with popular songs of
the period in their accompanying musical notation.6
The poems of the CSM are written in Galician-Portuguese, which was the standard for
lyric poetry of Alfonso’s time and region, and was thus chosen over the native Castilian of the
court. This penchant for the language of lyric in this compilation is consistent with Alfonso’s
reference to himself as a troubadour of Mary in the Cantiga narration, effectively singing her
praises in the Cantigas de Loor as a troubadour would sing of a courtly maiden.7
The subject of much debate and speculation, the CSM have undergone musicological
examination for several decades now, with the first investigations into the background of the
CSM dating to the beginning of the 20th century. One notable contributor to Cantigas research
was Albert Poncelet, who catalogued 1,783 versions of Latin miracle stories from various
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sources in 1902.8 This provided researchers a resource with which to compare the Cantiga
narratives and determine the origins of some of the stories. This also pointed out to scholars
which stories from other traditions had been “Marianized” for the purposes of inclusion in the
Cantigas.9
Research seeking to understand the CSM within the context of what we know about
medieval music has established a handful of basic viewpoints, regarding potential traditions from
which the Cantigas draw influence. A few of these time-tested standpoints can roughly be
categorized using the labels of liturgical, Arab, and folk influences. Research from the liturgical
angle approaches the Cantigas manuscripts through the lens of chant and other sacred music
traditions and applies existing concepts from the French liturgical tradition, such as neumatic
notation, Franconian notation, and rhythmic modes. Research that considers the role of Arab
music varies significantly in the amount of influence it credits to that tradition. Some scholars
have applied elements of Arab music theory, such as rhythmic formulas, to the music of the
Cantigas, while others explain only the forms of the Cantigas as deriving from the Arab
tradition. Still others employ the context of Andalusian music, or the local Iberian Arab
tradition, to explain elements of the Cantigas. Research from the broad standpoint of folk music
tends to address indigenous musical forms including romance lyric and dance music in the
interpretation of the music of the Cantigas.
The prevailing arguments by Cantigas researchers have cycled back and forth between
these standpoints over the course of the past century. Julian Ribera’s 1922 attempt at a
performing edition of several Cantigas10 sought to apply the Western musicological world’s
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youthful understanding of Arab music to the music of Cantigas, due to the proximity of Moorish
influence to their place of origin.11 A few decades later in the 1940s, Higinio Angles began
presenting work strongly supporting the influence of liturgical music.12 The work of later
researchers, such as Ferreira and Wulstan in the 80s and 90s, began to acknowledge the probable
influence of multiple styles, including many elements of folk traditions, though their work is still
somewhat stylistically slanted toward Arab and liturgical traditions respectively.
In the CSM research of the last few decades, the interpretation of the musical notation of
the CSM manuscripts has raised several specific issues. The opinions of modern researchers still
tend to be colored by one of the basic viewpoints established many decades ago. Angles’ early
work approaches the music using late 13th century mensural notation theory, including rhythmic
modes, a position which is strongly rejected by Hendrik van der Werf in his work of the 1980s,
who states in turn that the Cantigas notation cannot be explained by any semblance of
Franconian notation and is only semi-mensural at best.13 However, Manuel Ferreira in his own
1980s work from the standpoint of Andalusian music corroborates Angles in his position that the
notation is mensural. He also presents a separate idea of employing rhythmic formulas
characteristic of Arab music in the interpretation of the CSM notation.14 Later on, David
Wulstan also corroborates Angles’ viewpoint in a 2000 work in which he interprets the music
using rhythmic modes, but groups the notation in the general category of pre-Franconian.15
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Unlike medieval art, the field of medieval music is still limited by a dearth of available
information on style, notation, and performance practice. By comparison, those studying the
poetry or the visual art of the Cantigas manuscripts benefit from the greater survival of sources
within those fields over time. Modern Cantigas research tends to focus a lot on more
controversial topics such as musical manuscript interpretation and issues of performance
practice, which has resulted in a few areas that have been left neglected from the musical point of
view. These are areas that prominent researchers may touch on but do not cover in detail.
One such area is the source of the melodies and rhythms that make up the Cantigas.
Since it is accepted that most of the music probably did not come directly from Alfonso’s pen,
the door is open for studies into the sources of the tunes and the means by which they came to be
used for the CSM. Only a few researchers have explored this area in any depth, and even then
the discussion is brief or limited to one or two Cantigas. This includes work such as Gerardo
Huesby’s, which focuses on similarities between the CSM and other songs in the GalicianPortuguese tradition, especially highlighting Cantiga 73;16 Israel Katz’ study on Cantiga 10’s
extended presence in Spanish oral folk tradition;17 and David Wulstan’s discussion on the use of
dance rhythms in the CSM.18
Even this small amount of extant evidence, when taken in the context of other historical
trends motivates us to speculate that most of the music contained in the CSM was preexisting, or
at least highly shaped by preexisting tunes. As the concept of art as intellectual property was
non-existent until well after the advent of the printing press, the practice of using preexisting
16
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music as the base for new works was widespread, and can be easily observed in the genres that
survived in greater numbers, such as motets and chansons. Due to the wide variety and high
volume of music in the Cantigas, it is reasonable to believe that during its compilation period,
this collection was also highly shaped by prevailing tunes of the region and period, including the
tradition of dance music.
The issue of dance music as it relates to the Cantigas is a particularly interesting one. Due
to its close relationship to secular monophony and its significant cultural presence, the
established tradition of dance music was likely one of the shaping influences in the construction
of the music of the Cantigas. For much of the middle ages, dance music was a vocal genre.
Dance song seems to have predated purely instrumental dance music or at least coexisted with
the latter for much of the period.19 As Peter Dronke states in his classic work on Medieval lyric,
“one of the prime functions of lyric throughout the Middle ages was to accompany dancing.”20
Many scholars have observed connections between secular poetic forms and the forms of dances
of the period, especially for the forms rondeau, ballade, virelai, and carole, for all of which the
etymology suggests dance or dancelike motions.21 It is the potential implications of the broader
dance tradition on the music of the CSM that I plan to explore for the remainder of this paper.
During the time of the Cantigas’ compilation, dance (and its music) permeated all levels
of society, including the church, the court, and the working class. We have record of all of these
groups engaging in dance in one way or another, for besides the standard celebratory or
entertainment dancing practiced by both the nobility and the peasant class, liturgical dance was
still a part of certain Christian ceremonies during Alfonso’s lifetime.22 The period in which
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dance music was expanding its usage- working its way from the vocal lyric tradition into the
territory of instrumental music, with which it would eventually become solely associated, is also
the period in which the Cantigas came into existence. The stories and music of the Cantigas
bring together many of these same societal elements that came into contact with the dance
tradition. They represent a lyrical adaptation of various elements of daily life, both sacred and
secular, courtly and common.
In gaining an understanding of dance music’s possible effect upon the CSM, it is helpful
to first look at the broader implications of the dance tradition as it relates to the Cantigas and
then to examine instances in the music of specific Cantigas that display specific links. Though
many individual Cantigas would serve this purpose well, I will be focusing on five songs in
particular whose musical forms encompass significant connections to the dance tradition. Many
of these Cantigas incorporate additional elements that invoke the influence of dance, including
melodic and rhythmic character, manuscript evidence, and aspects of poetic form, all of which
are hereafter described in the context of the individual songs.
One significant link between the CSM and the dance tradition is the relationship between
the verse and refrain structure of the Cantigas and dance forms that survive from the same
period. The dance form that most readily corresponds to the musical forms of the Cantigas is
that of the estampie. This dance is especially associated with France due to the locale of most of
the surviving manuscripts, but it is suspected to have been popular throughout Medieval Europe.
Most of the information pertinent to early dance forms and their connection to other
forms comes to us from a treatise by Johannes de Grocheio, which represents the earliest
surviving discussion of dance music. Written but a couple of decades after the compilation of
the Cantigas, it describes pre-existing traditions that can be safely assumed to be relevant for at
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least most of the thirteenth century. Two descriptions of the estampie in Grocheio’s treatise
along with the volume of surviving estampies lead us to believe that estampie-style dances
experienced a fairly widespread popularity. International practice is evidenced by references
from other sources to similar versions in Italy and England, such as the Istanpitta and Nota.23
This is reason enough to believe that similar music would been known in Spain at the same time,
especially considering the advanced international relations of Alfonso’s court.
The estampie is the only Medieval dance form for which both labeled manuscripts and
written descriptions survive.24 It has a basic form that relies on the alternation of body phrases
with puncta, endings which appeared after each phrase. These were commonly paired in the
style of first and second endings. In the most common type of estampie, each individual phrase
was set to the same pair of puncta, so that each phrase was repeated, heard once with each
ending. While the musical material of each phrase differed, the puncta remained the same
throughout the dance. The puncta pairs themselves were typically very similar musically, as the
musical material of each individual ending contained in a pair of puncta usually only differs
from the other by the material of the last few rhythmic units.25
Fig. 1. First phrase with puncta from La Tierche Estampie Roial, instrumental estampie26
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In vocal estampies, which represent some of the earliest surviving, the sung verses
(forming the body phrases of the dance) alternated with a single punctus, so that the same ending
passage was used for each individual verse. Both the verses and puncta in the vocal estampies
tended to be longer than the corresponding sections in the later and more standardized
instrumental versions. Instrumental estampies differ in both the length of the phrases and the
difference of musical material between the two endings, but the difference between the two
endings is so small that it is easy to see how they may have come from the same basic refrain,
over the course of their transition from the vocal version.
Fig. 2. Souvent Souspire, a vocal estampie of five verses with a single punctus (in brackets) for
each verse27
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The poetry and music of the CSM are also based on an alternation of several verses with
both textual and musical refrains. In comparing the Cantiga’s forms to estampie forms, the basic
Cantiga structure includes elements that relate to both the vocal and instrumental versions, as the
sung verses alternate with a single sung refrain, while the form of the music underneath is
generally more similar to the shorter verses and multiple endings of instrumental estampies. To
illustrate these similarities, I will be considering Cantigas No. 159, 195, 211, 293, and 297.
Cantiga 159, Non sofre Santa Maria de séeren perdidosos, is one of the most
recognizable Cantigas. It is frequently performed due to its particularly catchy melody and the
delightful absurdity of its text. This Cantiga is sometimes more informally titled “The Lost
Steak,” for the storyline of the miracle centers around a group of pilgrims who arrive at an inn
and order pork chops for dinner, only to find that one of the pork chops has disappeared. The
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chop is recovered, found bouncing around inside of a closed chest, with the aid of the Virgin
Mary.
The music of Cantiga 159 lends itself to fast, percussive performances, another factor
which has helped make it a favorite among concert audiences. The rhythm of the verse music
consistently alternates longs with pairs of shorts ( ♩♪♪♩♪♪♩♪♪ etc.), creating a strong, dancelike
sense of forward motion. David Wulstan has discussed the dancelike connotations of the rhythm
of this Cantiga in his 1998 work, Contrafaction and Centonization in the CSM, stating that the
long-short short rhythm (♩♪♪) that is the building block of the above pattern “may be assumed or
suspected”28 to have been taken from dance music, since this rhythm is established as a common
dance rhythm by slightly later French and Italian repertoire.29 This rhythm also appears in a few
of the other Cantigas later discussed.
A separate rhythmic pattern that results of the naturally accented notes in the melody also
has a dancelike feel; short-long-long-short-long (♪♩♩♪♩), where the first two longs and the
second short are accented. This pattern forms sort of an underlying rhythmic ostinato, (not to be
confused with melodic ostinatos that will be discussed in later cantigas), since it repeats
consistently throughout the music of both the verse and refrain. This pattern can also be
considered also a type of hemiola, as it occurs independently of the prevailing metric divisions of
the melody.
The musical form of Cantiga 159 is almost a perfect example of estampie form when
compared to the forms of surviving estampies. This Cantiga contains six complete estampie-like
sections, each of eight bars. In this case, the first six bars of each section form the main phrase
28
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while the final two bars serve as the ending or puncta. Each pair of eight bar sections contains
the same musical material for the main phrase, which is consistent with the typical phrase and
ending pairs of most estampies. The poetic verse is set to two musical phrase and ending pairs,
and the poetic refrain contains one complete musical phrase and ending, with one poetic phrase
set to each eight-bar musical phrase.
Fig. 3. Refrain and first stanza of Cantiga 15930
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The poetic form of this Cantiga has dancelike connotations separate from its music as
well. The poetry is organized in the style of a French virelai, in seven stanzas with a rhyme
scheme of AA| bbba.31 McGee lists virelai form as one of the forms that most likely originated
as a dance form.32
The next Cantiga I will discuss, No. 195 Quena festa e o dia, features a rhythmic and
captivating verse melody and an elegant, hemiola-filled refrain melody. The natural accents of
the text fall at unexpected places throughout the music for an extra sense of hemiola. Quena festa
is another with the dancelike quality that begs an especially percussive interpretation, to make
the most of the hemiolas and the contrast between the two sections. Several popular
interpretations make use of castanets, maracas, or tambourines for this particular Cantiga.
One of the most distinctive features of this Cantiga has to do with the contrast between
the verse and refrain sections of the music. The verse section is in a triple meter, interpreted by
modern transcriptions as 3/4, while the music of the refrain clearly switches to duple, represented
by 6/8. This switch, undergone while all of the notes keep the same rhythmic value, is what
makes the refrain section feel like hemiola. The presence of this rhythmic trait is an element that
scholars have traditionally associated with dance music, and most notably Spanish dance music.
Wulstan has also brought this up in reference to this particular Cantiga, relating it to
dance music from other traditions, including select Italian dances from the Trecento MS33 and
even later dance repertoire from the Fitzwilliam Virginal Book.34 Wulstan goes as far as to
invoke the traditional pavane and galliarde pairings of the Renaissance, in which the contrast
31
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appears in the coupling of the duple-meter pavane and the triple-meter galliarde, though the
transformation does not occur within the context of a single piece.35 I agree with him that the
latter interpretation does highlight a certain dancelike tendency towards the combination of duple
and triple, but to exemplify this on such a broad scale using pairs of pieces that often were not
even written by the same composer can be a bit troublesome, as the most convincing similarities
with dance music presented by this collection tend to be on a smaller scale.
As far as form, Cantiga 195 is another piece that easily meets the qualifications for an
estampie. This time, each phrase has a total length of four bars, with the final two bars of each
section making up the ending. This format applies within both the verse and refrain sections of
the music, despite the different meters. It is also worthwhile to mention that this Cantiga also
contains frequent instances of the long-short-short dance motive mentioned by Wulstan.
Fig. 4. from Cantiga 19536
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The text of Cantiga 195 is much more winding than the stories of many of the others
discussed here, containing 25 total stanzas. It begins with a knight who, on his way to a
tournament, catches sight of a beautiful maiden. He finds the girl’s father and offers to provide
for her if he can have her. The father agrees and he takes the girl, who is very upset that her
honor will be ruined outside of the sanctity of marriage. The knight feels sorry for her after
finding out how religious she is and drops her off at a convent. The knight then proceeds to the
tournament and is killed and buried there on the field. The girl at the convent suspects that the
knight has died, and the Virgin Mary confirms it to her and tells her to tell the abbess to go and
give him a proper burial. The abbess refuses, after which the Virgin appears to the girl again and
tells her of some grave sins that the abbess has committed, which the girl goes and repeats to the
abbess. At this point, the abbess listens to the girl and goes to find the knight’s grave, has him
disinterred, and gives him a proper burial.
The poetic form in this case is similar to that of the later forme fixe ballade, with a rhyme
scheme of ABAB | cccabcb for each of the 25 stanzas. According to the Oxford Cantigas de
Santa Maria Database, the form of Cantiga 195 can also be considered a zejel, an Arabic form
that in this case gives credit to possible Andalusian influence.37 In any case, early ballade-type
forms, as part of the family of Medieval secular poetic forms, are considered by many scholars to
have significant ties to the dance forms of the period. According to McGee, “the most popular
secular poetic forms of the late Middle Ages were intimately connected with dance.”38 In the
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case of many of the forms, the etymology of their titles suggests dance or dancelike motions,
including the root of ballade: ballare, “to dance.”39
One important category of vocal dances can be labeled generally as round dances. These
had many names, including rotundellus, rotta, rond, rondellus, and rondeau. According to
Grocheio, the more familiar poetic forms of virelai and ballade also fall into the category of
round dances due to the typical uniformity of music used for both verses and refrain.40 The
poetic forms of most of the Cantigas are similar to the later virelai and ballade type round forms
as previously seen in the poetic forms of Cantigas 159 and 195.
The next Cantiga I will detail, No. 211 Apostos miragres faz todavia, has a lyrical
melody that lends itself to a more gentle interpretation (less percussion, soft instruments) than
the previous two. Interpretation of tempo, as always, is up to the performer, but this particular
Cantiga seems to sit well at a more moderate tempo. The form of this song is again divided into
estampie-like eight-bar phrases, but differs from other estampie-based Cantigas in that the music
of the refrain comes back in full during the second half of each stanza, in effect making the
estampie phrase endings derive from the same material instead of different material, as is the
case of many surviving estampies. This song provides a third example of the presence of
Wulstan’s long-short-short rhythmic motive, which prevails in the music of the refrain.
Another characteristic that I find helps give this particular Cantiga a dancelike quality is
the conciseness of the melodic phrases. Its phrases have very clear, if abrupt, endings, resulting
in an acutely sectional structural quality that is conducive to the orderly motions of dance. This
is not to suggest that Cantiga 211 was put together with dancing in mind, rather that the
preexisting tune that inspired or was employed in its composition was likely a dance.
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Fig. 5. Cantiga 21141

The text of Apostos miragres relates the charming story of a Pentecost service in which
the paschal candle melts down completely on one side to the dismay of the congregation. While
the priest continues to pray, a swarm of pure white bees find their way into the church and
promptly repair the candle with their wax. Upon witnessing this miracle, the congregation gives
41
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thanks to the Virgin and then the bees remain thereafter and produce a lot of honey for everyone.
The rhyme scheme of this text is nine stanzas of AA | bbba, a virelai-type poetic form in the
same style as that of Cantiga 159.
David Wulstan has compared Cantiga 211 to a preexisting estampie, Kalenda Maya, 42
using the dancelike quality of a quintuple meter as criteria. Chris Elmes’ edition, which I have
provided here, has this particular Cantiga transcribed with a quadruple meter instead, but as the
use of bar lines is at the discretion of the transcriber, it is possible that it could also be interpreted
in a five-beat pattern. Examples of dance music performed in a quintuple meter have also
survived from France during this period.43 The difference in the meters seems to be affected by
whether the performer or transcriber decides to interpret the rhythm at the end of the first phrase
of each section as a triplet or as a part of a duple metric scheme.
Cantiga 293, Par Deus, muit’é gran derito, has a pleasant, albeit repetitive melodic
pattern. The melodic and textual contours of this Cantiga do not match up particularly well.
The text is set especially melismatically, suggesting that neither aspect (poetry nor music) was
composed to fit the other. This is magnified by the fact that the musical phrases are much
shorter than the textual phrases, which results in musical accents that are not consistent with the
meter of the text.
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Fig. 6. Cantiga 29344
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The story behind this Cantiga is of a minstrel known for his skill with impersonations.
One day this minstrel decides to imitate the statue of the Virgin and her child that is perched
above the town gate, only to become physically mangled and struck down by angry God. The
townspeople, upon seeing this happen, take the minstrel into the church and pray for his
recovery, at which time the minstrel repents for his sinful act. The next day during mass, the
Virgin cures the minstrel. The townspeople give thanks for her miracle and the bishop gives a
sermon about it.
Poetically, this Cantiga is organized in the recurring nine-stanza AA | bbba virelai-type
form. The musical form is in the eight-bar phrase four-bar ending estampie layout common to
these virelai-type Cantigas, as described in 159 and 211. Because the melodic pattern in this
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Cantiga is made up of a repeated phrase that varies minimally throughout, scholars like Wulstan
have been led to conclude that it is based on a pre-existing ostinato. This argument is very
convincing due to the visible repetition of the music and the reappearance of a similar ostinato in
other Cantigas, such as in 297, below. The presence of an ostinato is a quality often associated
with dance music. Ostinato patterns are important in later Spanish and Italian dance music, and
Wulstan even compares the pattern of the above Cantigas to the example of Arbeau’s basse
dance.45 The similarity between 293 and 297 imply a preexisting idiom commonplace enough to
permeate at least a few of the songs that made it into Alfonso’s collection.
Cantiga 297’s melodic pattern is also made up of short, repetitive phrases, which are
almost identical to those of 293, containing only slight embellishments. This similarity along
with the established presence of ostinato as a dance idiom supports Wulstan’s conclusion that the
two must have been based on the same preexisting piece of dance music, and as 297 has the
same estampie-like formal structure of eight-bar phrases with four-bar endings.
Fig. 7. Cantiga 29746
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The text of Cantiga 297 comprises a different miracle story, although like the miracle
used in 293, the action also incorporates a statue of the Virgin. In this case, the story is about
friar who mocks a wooden statue of the Virgin that a king carries around with him. The friar
constantly states that the statue has no powers and accuses the king of believing in idols. The
king publicly denounces the friar and proclaims that the affairs of the friar will always turn out
badly, which with the help of the Virgin, comes to pass. Cantiga 297 has the same virelai-type
poetic form as 293, but in a total of ten stanzas.
Aspects of the manuscripts themselves offer an alternative route by which to examine the
relationship between the entire collection of the CSM and the dance tradition. Many of the lavish
illustrations in the Cantigas manuscripts, especially those of the highly illustrated Codice Rico,
are depictions of instrumentalists at work. In fact, due to their scope and detail, these images
have become an important source for scholars of medieval performance practice. These images
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and their suggestion of instrumental involvement in the performance of the music of the
Cantigas also imply a connection with the dance tradition. This is not to say that instruments
indicate secular music which indicates dance music, though, admittedly, this can be a tempting
surface conclusion based on persistent stereotypes of Medieval music. Rather, the wide array of
instruments (winds, plucked and bowed strings, percussion) pictured as well as images of
instrumentalists performing in groups, suggest the possibility that instrumental participation in
the (monophonic) songs would have been based heavily on improvisation. Since instrumental
dance music of this period is thought to have been highly improvisatory, it seems as though there
would be a large amount of crossover from the techniques used in the performance of dance
music, especially in popular instrumental forms like the estampie, which due to the relatively low
number of transcribed examples surviving is thought to have relied on improvisational
formulas.47
In the cases of the five Cantigas described above, the elements that give the strongest
indication of the influence of dance music tend to be formal, relating to what we see in
comparison to the estampie. A second area in which we see dance influence among the Cantigas
involves the idiomatic elements of specific songs. This category encompasses many of
Wulstan’s specific observations on rhythm and contrafaction, which in this case refers to the
borrowing of preexisting melodies and smaller dance idioms.48 A final category includes
evidence based on cultural context, which includes information garnered directly from the
manuscripts or surviving extraneous sources like Grocheio’s treatise.
The evidence from the above three areas, when taken together, is fairly convincing. In
analyzing the music of the Cantigas, it is difficult not to take note of the many individual
47
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features that hearken of the dance tradition. Taking form alone, the similarities between the
surviving French estampies and the organization of the music of several Cantigas are such that
perhaps one day we may be able to additionally categorize some of tunes under the label of
Spanish estampie, thus further expanding our collection and understanding of extant estampie
repertoire. From the evidence we see in the music of the Cantigas and what we know about the
importance of dance music in Medieval society, it is very likely that dance music was one of the
most significant influences upon at least the form, melody, and rhythm of Alfonso’s collection of
songs, which so uniquely bridges the gap between sacred and secular, vocal and instrumental.

