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Abstract 

 
The lineage of pilgrimage music in the Western tradition begins with the Hebrew 

psalter, extends through Dufay, the Codex Calixtinus, all the way to Wagner and 

Vaughan Williams in the modern era. Since the year 2000, three British composers have 

written significant works for choir examining the subject of pilgrimage, first Joby Talbot 

with Path of Miracles in 2005, then To the Field of Stars by Gabriel Jackson in 2011, and 

Footsteps by Owain Park in 2017. This document will examine how these composers 

intersect with the pilgrimage tradition, and how these works create new paths for twenty-

first-century choral composers and conductors. The music’s formal structure will be 

examined, noting the composers’ use of pitch and rhythm, important tonal schemes, and 

significant harmonic activity. These elements naturally evolve from the poetry, so the 

document will closely consider text-settings and manipulation of texts to achieve artistic 

goals. Word painting or programmatic features will be highlighted when these devices 

contribute to the work’s overall message. The document will examine style as it relates to 

each work’s unique compositional language and to the work’s placement in the larger 

body of choral repertoire. Finally, connections between the three works will be explored. 

Talbot, Jackson, and Park demonstrate common approaches to composition that 

might find special resonance in a postmodern age. Imitating great composers and proven 

techniques of the past; assimilating an array of historic, cultural, and musical styles; and 

embodying the lived experiences of modern performers and audiences, these composers 

make a strong and direct connection between their choral works and the lived experiences 

of twenty-first-century musicians, be they of sacred or more secular constitution.  
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Chapter One 

First Steps 
 

There is a long lineage of pilgrimage music in the European tradition. With roots 

in the Hebrew psalter, it extends through Guillaume Dufay’s setting of the eighth-century 

hymn, Urbs Beata Jerusalem, to the plainsong and polyphonic songs of the Codex 

Calixtinus in the twelfth century, to the “Pilgrim’s Chorus” of Richard Wagner’s 

Tannhäuser in 1845, to works by Ralph Vaughan Williams in the twentieth century, 

including the opera, The Pilgrim’s Progress, and the motet, Valiant for Truth.1 Since the 

year 2000, three British composers have written significant works for choir examining 

the subject of pilgrimage, first Joby Talbot with Path of Miracles in 2005, then To the 

Field of Stars by Gabriel Jackson in 2011, and Footsteps by Owain Park in 2017. My 

introduction to Talbot’s work through the thoroughly modern platform of social media 

led to the other two pieces, and the question arose: how do these composers intersect with 

the pilgrimage tradition, and might these works create new paths for twenty-first-century 

choral composers and conductors?  

The idea of pilgrimage resonates with modern audiences or at least sparks 

curiosity about far-away destinations and unconventional modes of travel. It is a timely 

and a timeless topic and seems especially apropos as Talbot, Jackson, and Park have now 

engaged with it. Their works are exemplars, not only in the pilgrimage tradition, but as 

                                                        
1 Joseph Camilleri, “Pilgrim Songs: Spiritual and Musical Journeys Through the Ages,” 
(Accessed July 13, 2017, http://corymbus.co.uk/pilgrim-songs-spiritual-and-musical-
journeys-through-the-ages). 



Texas Tech University, Jeffery Goolsby, May 2018 
 

2 

models for twenty-first-century composers writing in all choral music genres, both sacred 

and secular. 

Three major choral works have been written by three composers in the span of 12 

years, each piece exploring the pilgrimage tradition with its own perspective. Talbot’s 

Path of Miracles, Jackson’s To the Field of Stars, and Park’s Footsteps are standalone 

works, and I will consider each work’s singular musical language as well as its particular 

treatment of texts. I will then offer brief considerations for choral conductors desiring to 

program these works with their choirs.  

These pieces vary according to their authors’ unique musical style, though there 

may be significant points of correspondence. These similarities might point to common 

modes in which twenty-first-century choral composers deal with ancient texts; not only 

texts but subjects, themes, and metaphors unfamiliar to modern sensibilities. In this 

document, I will connect the dots where possible, highlighting points of parallel styles 

and musical language, and will delineate idiosyncratic elements in hopes of revealing 

common ground.  

The advent of major choral works by outstanding active composers—artists who 

might contribute additional important works to the body of choral music repertoire—is 

cause for celebration. I will boldly promote these works for their artistic merit, their 

captivating beauty, and their spiritual gravity.  

 

Joby Talbot: Path of Miracles 
 

Path of Miracles by English composer Joby Talbot was commissioned by the 

professional choral ensemble, Tenebrae, and their conductor Nigel Short and was 
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premiered on July 17, 2005, at St. Bartholomew-the-Great Church in London. In 2017, 

Tenebrae revived the work for an extensive anniversary tour throughout the United 

Kingdom. The music is scored for a mixed choir of 19 voices (five sopranos, four altos, 

four tenors, and four basses) and percussion (crotales and temple bells). Talbot utilizes 

texts from the Codex Calixtinus; the Miragres de Santiago, a medieval manuscript in the 

Old Galician language; the Carmina Burana, the famous collection of poems and 

dramatic texts from the eleventh and thirteenth centuries; the Bible; and contemporary 

English poet Robert Dickinson (b. 1962). The score is published by Chester Music and is 

dedicated to the composer’s father, Vincent Talbot.2 Path of Miracles has been recorded 

by Tenebrae (2006; 2017)3 and by the Texas-based choir Conspirare (2015)4 and their 

conductor, Craig Hella Johnson. 

Talbot, born in 1971, studied composition at Royal Holloway and Bedford New 

College. He earned the Master of Music in composition at the Guildhall School of Music 

and Drama where he studied with Simon Bainbridge. He has written across a number of 

genres and for a wide variety of ensembles, including string orchestra, instrumental 

chamber ensembles, and choral ensembles. He composed an a cappella madrigal for The 

King’s Singers’ 2002 BBC Proms performance. Talbot has a penchant for dramatic 

works and has written many works for the stage, including the ballets Chroma (2006), 

Genus (2007), Alice’s Adventures in Wonderland (2011), and The Winter’s Tale (2014). 

Chroma has gained an international reputation and has been performed by The Royal 

                                                        
2 Joby Talbot, Path of Miracles (Chester Music, 2005). 
3 Tenebrae, Path of Miracles (Signum Records, 2006); Tenebrae, Path of Miracles & 
Footsteps (Signum Records, 2017). 
4 Conspirare, Joby Talbot: Path of Miracles (Harmonia Mundi, 2015). 
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Ballet, The Bolshoi Ballet, and Alvin Alley American Dance Theater. He has written 

works for television and film, including BBC Two’s comedy series The League of 

Gentlemen and the films The Hitchhiker’s Guide to the Galaxy (2005), Son of Rambow 

(2007), Franklyn (2008), Closed Circuit (2013), and Sing, an animated movie released in 

2016. Talbot’s one-act opera, Everest, was premiered by the Dallas Opera in 2015 to 

critical acclaim.  

 

Gabriel Jackson: To the Field of Stars 
 

Gabriel Jackson’s 2011 cantata, To the Field of Stars, for mixed choir, cello, and 

percussion (seven handbells, tubular bell, crotales, and glockenspiel) is based on texts 

from the Codex Calixtinus; the Carmina Gadelica, a collection of sacred and secular texts 

gathered in the Gaelic-speaking regions of Scotland between 1860-1909, translated by 

Alexander Carmichael (1932-1912); John Adams (1735-1826); William Cowper (1731-

1800); Emily Dickinson (1830-1886); and Walt Whitman (1819-1892). To the Field of 

Stars was commissioned by the Melbourne Symphony Orchestra Chorus, the Netherlands 

Chamber Choir, and St. Jacobs Chamber Choir (Stockholm) and premiered on October 

24, 2011, in Stockholm. It is published by Oxford University Press5 and has been 

professionally recorded by the St. Jacobs Chamber Choir (2015),6 conducted by Gary 

Graden, and the Nonsuch Singers (2016),7 conducted by Tom Bullard. 

                                                        
5 Gabriel Jackson, To the Field of Stars (Oxford UP, 2011). 
6 St. Jacobs Chamber Choir, To the Field of Stars: Gabriel Jackson, Hans Schanderl, and 
Enrito Miaroma (Naxos Sweden, 2015). 
7 Nonsuch Singers, To the Field of Stars (Convivium Records, 2016). 
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Jackson was born in Bermuda in 1962. He sang as a chorister at Canterbury 

Cathedral before studying composition at the Royal College of Music. He served as the 

Associate Composer to the BBC Singers from 2010-2013. Nominated for seven British 

Composer Awards, he has won three times since 2003. Jackson’s choral music is 

performed around the world; his liturgical music for choirs is particularly noteworthy. He 

has successfully written in many different genres, many of which can be heard on over 70 

commercial recordings. Large-scale works include a Piano Concerto (2009), Doonies 

Hill Antiphon (2010) for string ensemble, and vocal works In Nomine Domini (2010), 

written for the BBC Proms, La musique (2013), and Spring Rounds (2015), a half-hour 

work for soprano, choir, and orchestra.  

 

Owain Park: Footsteps 
 

Tenebrae commissioned a new work from Owain Park to celebrate their fifteenth-

anniversary season in 2017. Footsteps was designed to allow choirs of all abilities, and of 

different voicings, to perform alongside Tenebrae during their extended tour of Talbot’s 

Path of Miracles. Both pieces were recorded on a 2017 disc.8 Published by Novello,9 the 

introductory material outlines options related to performing forces.10 Choirs may be 

comprised of these various combinations: Tenebrae with a choir of upper voices 

(sopranos and altos); Tenebrae with a mixed choir singing the chorus part; Tenebrae with 

a mixed choir singing the semi-chorus part; or Tenebrae covering all the parts. Learning 

                                                        
8 Tenebrae, Path of Miracles & Footsteps (Signum Records, 2017). 
9 Owain Park. Footsteps (Novello, 2017). 
10 The publisher has requested that no public performances of Footsteps be given until 
May 2018 when the score will become available commercially. 
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tracks and a score, along with other educational materials, are provided on the Tenebrae 

website.  

Footsteps incorporates texts from nine different poets and authors: Elizabeth 

Barrett Browning (1806-1861), Emily Brontë (1818-1848), John Burroughs (1837-1921), 

Emily Dickinson (1830-1886), Gertrudis Gomez de Avellaneda (1814-1873), William 

Sydney Graham (1918-1986), Thomas Hardy (1840-1928), Sir Walter Raleigh (1552-

1618), and Princess Shikishi (1149-1201). 

Composer and conductor Owain Park was born in 1993. An active performer, he 

sings in The Choir of Trinity College Cambridge and is a Fellow of the Royal College of 

Organists. He is currently a postgraduate student in composition at Trinity College 

Cambridge. He founded the vocal sextet, The Gesualdo Six, in 2014. The ensemble 

specializes in the performance of Renaissance polyphony and modern works and has 

toured across the United Kingdom and abroad. He also serves as the director of the 

Cambridge Chorale. Park’s choral compositions have received numerous prizes in the 

U.K. and have been recorded by Tenebrae, ORA, the Choir of Wells Cathedral, and The 

Choir of Trinity College Cambridge.  

 

Methodology 
 

Important choral works are written all the time, but rarely are works of such 

caliber as Path of Miracles, To the Field of Stars, and Footsteps produced in such a 

narrow period of time, by composers of the same nationality, on an obscure and 

overlapping theme. The notion of pilgrimage is largely forgotten in the twenty-first-

century information age. The ability of technology-wizened concert goers to quietly focus 
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for extended periods of time seems to be increasingly difficult: to attend to and 

thoughtfully consider lengthy works of music (115 total minutes between these three 

pieces), performed by the barest of performing forces (a chamber choir and one or two 

instruments—or none), makes the task more daunting. That Path of Miracles, the longest 

of the three and arguably the most demanding on the listener, has been revived for an 

anniversary tour, a new commercial recording, and is now enjoying performances in the 

United States and beyond, what accounts for the interest in such music? 

 A pilgrimage is an embodied practice, whether one walks the Camino or simply 

walks through everyday life. This music, too, is embodied and experiential. The listener 

is asked to make this journey with the medieval pilgrim, to live the cycle of the seasons, 

with ancient manuscripts and modern poets as guides. There is a strong and direct 

connection between these choral works and the lived experiences of audience members 

and performers alike. Listeners, whether they be of sacred or more secular constitution, 

may find this relationship between art and life is dramatized most clearly in the creative 

use of performing space in Talbot’s work, where the performers, as they move about the 

room, stand in for the listening pilgrim. The flexible voicing provided by Footsteps 

makes possible a performance by ensembles comprised of children and professional 

singers or some other combination of variously-skilled ensembles in between; all singing 

from the same score.  For this reason, these works will have lasting impact on all those 

fortunate enough to hear and live them. 

These works are relatively new; therefore, the number of available print resources 

is limited. In this study, the musical score serves as the principal source material. 

References to recordings available online by the commissioning ensembles and 



Texas Tech University, Jeffery Goolsby, May 2018 
 

8 

conductors are also cited in order to provide the reader primary source contact with the 

music. 

Another significant source of primary research derives from interviews with the 

composers, Talbot, Jackson, and Park. Collaboration with living composers is invaluable: 

gaining access to their thoughts related to their own compositional process, disclosure of 

personal and historical influences, and reflection on the context of this music in their own 

body of work and in the larger environment of choral music. Composers will have 

reactions not only to their own work as they see it, but they may be willing to reflect on 

how the music has been received in the milieu of contemporary choral music culture.11 

Performances of these works in recent years have elicited substantial investment 

from conductors and choirs. Program booklets or liner notes from performances and 

recordings have yielded important source material, mostly in the form of notes from the 

conductor. The conductor’s comments speak to one professional musician’s insights into 

the process of preparing a complex score. Some booklets include notes from the 

composers, a helpful window into a particular performance as well as background on the 

work. 

The following chapters will be organized according to the music, beginning and 

ending with the two pieces most closely related, Path of Miracles and Footsteps, with To 

                                                        
11 Mr. Jackson responded to my electronic correspondence and indicated willingness to 
be in conversation regarding the project. Email communication with Mr. Talbot and Mr. 
Park went through an intermediary; the likelihood of reaching them directly is unknown. 
Short of personal contact with the composers, newspaper and journal articles are 
sufficient: interviews by music critics, including reviews of public performances and 
commercial recordings. 
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the Field of Stars as a contrasting axis. This order proceeds from the longest work to the 

shortest: 

1. Path of Miracles (Talbot): c. 64 minutes 

2. To the Field of Stars (Jackson): c. 34 minutes 

3. Footsteps (Park): c. 17 minutes 

The music will be examined with regards to formal structure at the global level 

across the length of the work and in a more focused manner within individual movements 

or sections. Use of pitch and rhythm, important tonal schemes, and significant harmonic 

activity will be noted. These elements naturally evolve from the poetry, so the document 

will closely consider text-settings and manipulation of texts to achieve artistic goals. 

Word painting or programmatic features will be highlighted when these devices 

contribute to the work’s overall message. The document will examine style as it relates to 

each work’s unique compositional language and to the work’s placement in the larger 

body of choral repertoire. Though the narrative and related examples attempt to elucidate 

the score, the reader might find it beneficial to read the document with the complete 

musical score in hand.  

Finally, connections between the three composers and their works will be 

explored, culminating in a final chapter surveying new opportunities for contemporary 

composers and conductors. Portions of the musical scores will be reproduced for 

illustrative purposes. Complete texts will be included in the appendices. 
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Chapter Two 

Advancing the Journey 
 

The Camino de Santiago 
 

A pilgrimage begins by putting one foot in front of the other. A pilgrimage 

involves walking, often over great distances. It is a physical manifestation of an inward 

spiritual journey. In the Christian tradition, there are many holy places, thin spaces where 

heaven comes closest to earth. In medieval Europe, there were three pilgrimage 

destinations of particular importance because of their associations with biblical 

geography; they were purported sites of miraculous events; or they housed the relics or 

the remains of a martyr, virgin, or doctor of the church. Jerusalem, the land of Jesus, 

Mary, and the apostles, was long a destination for crusaders and common folk alike. The 

tombs of Saints Peter and Paul in Rome were a holy setting for believers to offer their 

prayers. The third great medieval pilgrimage terminated in a small dusty town on the 

western edge of the continent.  

Santiago de Compostela is the capital of Galicia in northwest Spain. The name 

derives from the Latin, Sanctus Iacobus, “Saint James,” and Campus Stellae, “Field of 

Stars.” St. James the Great, the apostle of Jesus and brother of John the apostle, is the 

patron saint of Spain and played a seminal role in the formation of Spanish identity. The 

“field of stars” pointed to this corner of the Iberian Peninsula. Trade routes predating 

Christianity followed the Milky Way all the way to the Atlantic and to Cabo Finisterra, 

90 km west of Santiago. Finisterra was believed to be the western most point of the 

continent, literally the “end of the earth.”  
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For the medieval European, the pilgrimage to Santiago de Compostela, known as 

the Camino de Santiago or the Way of St. James, had a particularly strong attraction. The 

Cathedral de Santiago, which began construction in 1075 and was consecrated in 1211, is 

said to house the remains of St. James. The hagiography of St. James describes his 

journey from Jerusalem to Spain, where he preached the faith to the Iberian people.12 He 

returned to Jerusalem and was martyred there around 44 CE by Herod Agrippa, and 

through miraculous intervention his body was translated across the Mediterranean and up 

the Atlantic coast of Spain in a rudderless boat made of stone, piloted by an angel. The 

body landed in Galicia where it was buried in a cave and forgotten for 800 years. 

Discovered during the reign of King Alfonso II (792-842), the relics were finally interred 

in Compostela.13 

From the tenth century or before, pilgrims have walked to the shrine at Santiago 

as an act of worship or penance, or in hopes of making a special, perhaps miraculous, 

connection to St. James. The journey was complicated and fraught with danger. 

A pilgrim’s lot was not easy. He had to endure all manner of obstacles and 
problems, not least of which were surely such mundane difficulties as blisters, 
tendonitis, heat stroke, frostbite, gastroenteritis, wolves, thieves, murderers, and 
very high mountains. Many didn’t make it to their destination; even fewer made it 
back home. They all too often got sick and died, or fell into the hands of brigands 
and died, or froze and died. What would make them take these risks? Faith. Faith 
that God and his friends [the saints] would truly assist them in dealing with life’s 
many tribulations.14 
 

                                                        
12 A hagiography is a biography of a saint, sometimes embellished and overtly 
reverential. 
13 Catedral de Santiago de Compostela (Accessed January 12, 2018,  
http://catedraldesantiago.es/en), “Cathedral: History.” 
14 Kevin A. Codd, To the Field of Stars (Grand Rapids: Eerdmans, 2008), xii. 
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Some pilgrims came for less spiritual reasons. The Camino provided an escape from 

domestic hardships and was perhaps an adventurous distraction from everyday life. 

The height of the Camino de Santiago was in the twelfth and thirteenth centuries, 

though in the twenty-first century, the Camino has attracted an increasing number of 

modern day pilgrims. In 1985, 1,245 individuals completed the Camino; that number 

grew to 272,703 in the Holy Year of 2010.15  

There are various routes that lead to Santiago. Medieval pilgrims began the 

journey at their own front doors. The most commonly walked path today begins in Saint-

Jean-Pied-de-Port, France and climbs over the Pyrenees, traversing northern Spain for 

800 km. A pilgrim setting off in France might expect to be on the road for a month or 

more before arriving in Santiago, though the timing varies depending on the pilgrim’s 

mode of transportation. Most arrive on foot, though some travel on horseback, bicycle, or 

automobile. To receive The Compostela, the official certificate of completion, the pilgrim 

must certify that the final 100 km were traveled by foot or on horseback. The Camino de 

Santiago ends at the Tomb of Saint James.  

 

The Codex Calixtinus 
 

A lengthy journey along uncertain terrain, one that is imbued with both spiritual 

and temporal complexities, requires some form of guidance. The medieval pilgrim, 

unaided by twenty-first-century technology, was particularly needful of both spiritual 

instruction and practical advice. The Codex Calixtinus was compiled by 1170 and was 
                                                        
15 Pilgrims Reception Office: Cathedral of Santiago (Accessed January 10, 2018, 
https://oficinadelperegrino.com/en/), “Pilgrimage: Introduction.” 
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named for Pope Calixtinus II (1119-1124), its purported author. The collected texts are 

divided into five books and two appendices of sermons and liturgical texts concerning St. 

James; hagiographic accounts related to the saint’s translation from Jerusalem to Galicia 

and his subsequent appearance to kings and knights; tales of miraculous events attributed 

to St. James on behalf of Camino pilgrims; descriptions of the physical route to Santiago; 

insights into such practical matters as where the pilgrims should rest for the night, relics 

the pilgrims should visit, particular foods the pilgrims should avoid. 

The music is found in the first book and the appendices and includes both 

monophonic chant and around two-dozen polyphonic compositions, some of the earliest 

extant polyphonic music in writing. Some of the polyphonic pieces are written in 

organum style with a sustained voice carrying the original chant and florid counterpoint 

written above it, a festive iteration of organum probably intended for use in a cathedral 

setting.16  

The most famous piece from the codex is the conductus, Congaudeant catholici. 

Two separate contrapuntal parts are added to the chant voice, one in a more florid style 

on a separate staff above the chant, the other in a note-against-note discant style written 

in red ink on the same line as the chant. The cumulative harmonies are extremely 

dissonant, leading some scholars to believe today that this is not a piece for three voices 

as was long thought.17 It may be the earliest polyphonic music to provide attribution to a 

                                                        
16 Richard Taruskin, Music from the Earliest Notations to the Sixteenth Century (New 
York: Oxford University Press, 2010), 162. 
17 Meanwhile, other scholars note that conductus is often quite dissonant, especially in 
cadential passages. 
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named composer, one “Magister Albertus Parisienis” or Albertus who was cantor at the 

Cathedral of Notre Dame from around 1140 to 1177. 

 The Codex Calixtinus informs the musical works that are the focus of the next 

chapters. Talbot and Jackson, in particular, are dependent on texts from the Codex, 

particularly from the Dum pater familias portion. All three composers are inspired by this 

rich historical document and in their own ways honor its musical and cultural legacy. 
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Chapter Three 

Triptych I: Path of Miracles 
 

 
 Joby Talbot demonstrates his extensive experience and successful capacity for 

composing works for the stage, namely opera and ballet, in this, his longest work for 

choral voices, Path of Miracles. Talbot’s dramatic timing and narrative arc are manifest 

in the unfolding of both ancient and modern texts and in the seamless flow of emotion 

and pathos, even the characterization of the work’s protagonist, the Pilgrim. The work is 

divided into four movements, each a place name along the Camino’s French Way: 

Roncesvalles, Burgos, Leon, and Santiago. 

 As the story unfolds through Talbot’s music, it does so in a contradictory manner. 

Talbot is both a minimalist and a maximalist. As a minimalist, there is an economy of 

means evidenced by music for solo voices or choral voices portraying a singular 

character; in the spare, neo-Medieval harmonic language; and in the frequent use of 

unison. In terms of harmony, there are non-functional chord spellings, chord 

progressions, and modulations, but by and large, consonant harmonies are the norm and 

are colored chiefly for rhetorical purposes. The repetition of melodic cells, and the 

looping of these motives across voices and across time, is a significant marker of Talbot’s 

Path of Miracles style. The close repetition of pitch, rhythm, or text results in an 

unrelenting pulse, a motoric rhythm that only gradually yields to contrasting textures, or 

more and different kinds of repetition. In contrast, time seems to stop in passages of 

homophony or in the literal (and abundant) silences of the score. 
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 Talbot the minimalist is also a maximalist. There is the sheer breadth of Path of 

Miracles, a work an hour in length for professional-level choral ensemble, largely a 

cappella. Pitched percussion accompaniment, a welcome aid for choral intonation, occurs 

only in the opening and closing movements; these instrumental entrances are spaced over 

1,400 measures apart. Seventeen voice parts are at times reduced to chamber-sized 

textures and solos. Vocal tessitura, dynamics, and tempi are striking in their variety and 

intensity. The cumulative dramatic, even psychological, impact on the performer and 

listener leaves a most significant impression. More than a simple description of the 

geography of northern Spain, Path of Miracles is a profound twenty-first-century 

document, exploring timely issues of fear and anxiety, communal healing, and ultimate 

redemption. 

 

Roncesvalles 
 

Joby Talbot’s pilgrimage begins in Roncesvalles, a small village in the northeast 

of Spain. It is situated in the Pyrenees and has long been a starting point for pilgrims 

traversing the Camino. This path, known as the French Way, begins in Saint-Jean-Pied-

de-Port, France and proceeds through Roncesvalles. It is the most popular route for 

Camino pilgrims.  

The music appears out of the mountain mist, with a unison pitch sung by tenors 

and basses. Beginning on the pitch A2, the tessitura is low and very soft. In the first 

measure, the singers crescendo to a triple piano dynamic. Singers are asked to produce a 

variety of vowel sounds; suggestions include [a], [ɔ], [o], [ʌ], [aʊ]. Talbot asks the 

singers to avoid the [i] vowel, presumably to avoid a more forward or bright vowel 
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placement. Per Talbot’s instructions, tenors and basses enter from off-stage and create an 

inwardly facing circle. 

For six measures, the music is unmeasured and largely indeterminate. Additional 

pitches are added until the choir rests on an open E-flat chord and begins a series of slow 

glissandi. As the pitch rises, the glissandi become faster; singers then breathe, re-enter 

below the written pitch, and repeat the process. The dynamic slowly builds. 

This opening chant was inspired by Pasiputput, the polyphonic song of the Bunun 

people, an indigenous Taiwanese tribe.18 The introduction is atmospheric, more Eastern 

than European. Metered time appears to be non-existent. The texture evolves slowly and 

deliberately (two minutes and 22 seconds in the 2017 Tenebrae recording)19 before the 

layers of sliding pitch, forceful dynamic, and desperate chromaticism transform into the 

first entrance of the women’s voices. 

Sopranos and Altos emerge suddenly and dramatically in a minor tonality. They 

announce for the first time the Pilgrim’s Hymn from the Codex Calixtinus: 

Herr Santiagu    Holy St. James 
Grot Sanctiagu   Great St. James 
Eultreya esuseya   Now and evermore 
Deius aia nos     God help us 

 
The women sing a triple forte E-minor second-inversion chord in homorhythmic patterns. 

They are the foil to the men’s persistent ambiguity: tenors and basses continue their 

pattern of chromatic movement blurred by glissandi. Rhythmic values vary in 

overlapping patterns of quarter-note triplets, eighth-note triplets, quarter notes, and eighth 

notes.  

                                                        
18 Conspirare, Path of Miracles by Joby Talbot (Harmonia Mundi, 2015). 
19 Tenebrae, Path of Miracles & Footsteps (Signum Records, 2017). 
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 This text comes from the Dum pater familias hymn found in the Codex 

Calixtinus. Sometimes called the “Song of Compostela,” it is a monophonic song 

invoking the aid of St. James. After the second verse, there is a four-line multilingual 

interpolation, a representation of the array of languages that are found among the pilgrims 

on the Camino. Talbot will use this macaronic text and this exact chordal style seven 

times in Path of Miracles. 

 Altogether Talbot employs at least eight different text sources in “Roncesvalles,” 

including texts from the Codex Calixtinus, the Bible, the Breviarium apostolorum, the 

Miragres de Santiago, other early legends, and the modern poet, Dickinson. These texts, 

ranging in date from the first to the twenty-first centuries, are presented in seven different 

languages: Greek, Latin, Spanish, Basque, French, German, and English. 

 In one of the work’s few instances of instrumental accompaniment, the first 

entrance of the crotales, on a descending arpeggio (m. 19), counterbalances the long 

choral ascent of the previous pages. The sudden move from E-minor to an F-major 

harmony underscores this moment where the instruments enter and Talbot instructs the 

tenors and basses to process to the main stage. The men repeat the word “nos” (us), 

emphasizing the collective experience of the Camino, and altos sing a simple four-note 

chant, mostly on a single reciting tone. The text comes from the Breviarium apostolorum, 

a seventh-century biography of the Twelve Apostles derived from Byzantine-Greek 

sources. The “Herr Santiagu” refrain is repeated by sopranos from the back of the 

performance hall. All voices collapse to an A-minor chord with Sopranos intoning small 

glissandi. 
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 The next scene begins with monophonic altos in Latin (m. 25), and we begin a 

parade of languages. Talbot directs the women to walk to the stage while altos, sopranos, 

and tenors recount the story of St. James’ martyrdom: 

Now about that time Herod the king stretched forth his hands to vex certain of the 
church. And he killed James, the brother of John with the sword. 

 
The jaunty mixed-mode melody, illustrated below, is passed among the voices, all 

singing in unison. The line is repeated and fragmented almost extemporaneously. This 

melody will return two times in the movement and again in “Santiago,” the final 

movement. 

 

 

 

Example 1: Path of Miracles (Roncesvalles), mm. 55-62, Alto 1-220 

 

 Basses then enter in Spanish on accented dotted-half-note rhythms (m. 92). The 

range is small, only a major third, and provides a pedal point to the repeating text in the 

upper voices. The pedal becomes ostinato in measure 123 as the low basses sing in the 

Basque language. The pitch E2 is repeated in a duple pattern against the ongoing triple 

meter melody. A solo soprano expands the original melody, now in French. The range is 

extended to a ninth; the tonality is maintained with strong reference to the octave, though 

now the lowered seventh scale degree is introduced. Men’s voices, Soprano 4, and Alto 

1-2 repeat previously heard material.  

                                                        
20 Transcription by the author, after Talbot, Path of Miracles (Chester Music, 2005). 
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 A new melody is introduced by Alto 4 in measure 210, shown below. This 

melody is disjunct and tonally unstable: the first interval is a tritone and is followed by a 

major third, a minor second, and a leap of an augmented fifth.  

 

 

 
Example 2: Path of Miracles (Roncesvalles), mm. 210-213, Alto 421 

 

The opening phrase of the melody repeats and ultimately arrives on B-flat. This section is 

in English and is followed by the high basses singing in German on a narrow, chant-like 

line.  

 Rhythmic intensity increases beginning in measure 229 with syncopated and non-

patterned exclamations by the upper voices. Entrances are placed on various beats.  

Phrases are spaced by variable and diminishing lengths of rest. Silence is progressively 

compressed between large sections, beginning with ten beats of rest between phrases, 

then shortened to six beats before the disjunct melody from measure 210 returns (see 

Example 2 above).  

In one instance, illustrated in the example below, the number of rests is 

compressed within a single phrase: “James (four beats of rest), the (three beats), brother 

(two beats), of John.” Chords are comprised of stacked tritones: F-B and G-C-sharp.  

 

 

 
                                                        
21 Ibid. 
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Here, Talbot paints the violent death of St. James at the hands of Herod.  

 

 

 

 

 

 
 

Example 3: Path of Miracles (Roncesvalles), mm. 236-241, Soprano 1-5, Alto 1-2, and Tenor 1-422 

 

 Then, the third iteration of the Pilgrim’s Hymn is treated to diminution in measure 

258, adding to the rhetorical intensification of this section. This “Herr Santiagu” rhythmic 

pattern is repeated 26 times. A widely spaced melody in the Tenor 3-4 and Bass 1-2 tells 

of St. James’ mission to Spain. After leaping the octave E-flat, it alternates between E4, 

E-flat4, and D-flat4. In measure 285, one of the few examples of melisma in the 

movement, even the entire work, is evident; the line, illustrated below, descends by a 

diminished fourth (D-flat to A) on the word “Jerusalem.”  

 

 

 
Example 4: Path of Miracles (Roncesvalles), mm. 285-287, Tenor 3-4 and Bass 1-223 

 

The words “truth” and “Gospel” are treated likewise. 
                                                        
22 Ibid. 
23 Ibid. 
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 The layering of elements, both similar and contrasting, is a hallmark of Talbot’s 

style. While six of the voices carry on with the Pilgrim’s Hymn in measure 296, Soprano 

1-2 and Tenor 1-2 sing a countersubject on repeating and monosyllabic pitches. Sixteen 

bars later (m. 312), all Altos and Tenor 3-4 sing in the style of melismatic organum, with 

the cantus firmus in the upper voice and the organal voice in the lower. Simultaneously, 

the other choral voices intone long pedals on the word “Galizia,” alternating between F-

major and D-minor chords.  

Talbot employs hocket—a device that originated in the Medieval period—

beginning in measure 336 as women’s and men’s voices sing contrasting rhythms to the 

same text. Panning back, the audience experiences continuous sound from the choir, but 

examining the parts more closely, the line jumps from women’s voices to men’s voices 

and back again via syncopation and varying combinations of triple and duple rhythm. In 

the middle of the section (m. 348), all the voices are locked in exact rhythm, though the 

text does not line up, and by the end (m. 360), the voices have diverged again, now with 

the women in a 5/8 grouping and men in a 3/4 grouping.  

 Finally, Talbot recapitulates the Pilgrim’s solo, the movement’s and the work’s 

primary melodic theme (see Example 1 above). Sopranos sing the melody in exact 

repetition (m. 368), now transposed to C instead of E. Altos and Tenor 1 share the chant 

in alternatim with sopranos while low tenors and basses sing a sustained open C pedal. 

The chant is fragmented into three-note cells, and interior phrases repeat as if on a loop.  

 The crotales return (m. 440), this time on an F-minor arpeggio, as does tempo 

primo, and singers double the percussion and return to the word “nos” with staggered 

entrances and whole-note rhythms. Far below the atmospheric, angelic vox, the Bass 4’s 
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sing the reciting tone chant originally found in measure 25. A final verse from the Pilgrim 

in measure 472 leads to the movement’s last statement of the multilingual strophe from 

the Pilgrim’s Hymn, now embedded in the texture. All voices sing in identical rhythm 

before the basses drop to B-flat1 and begin an ascent to the next octave via quarter-note 

triplets. Glissandi appear between every pitch. This rounded form brings us back to the 

work’s opening Bunun chant.  

 All voices arrive on the final B-flat-major chord by falling motion, an illustration 

of the pilgrim’s descent from Roncesvalles high in the Pyrenees to the plains below 

leading to Burgos. Sopranos emulate the crotales’ downward arpeggio. Their penultimate 

note, a G-flat, scrapes into the final pitch F. Altos, tenors, and basses reach the closing 

harmony and then fall further, sliding either a fifth or an octave into their final positions. 

A third is noticeably absent from the last chord. 

 

Burgos 
 

Burgos lies 250 km to the west of Roncesvalles. One modern pilgrim describes 

the difficult, non-stop walking and the desperate wish to find lodging after a long day’s 

journey: 

Additional stretches of walking at the end of the day when all a pilgrim’s hopes of 
imminent arrival are dashed are terribly deflating and these final unexpected 
kilometers, especially in a city, are accomplished only through the exercise of 
sheer gut force. There is nothing fun or interesting or worthy of note in them. In 
fact they are the most awful kilometers of the camino.24 
 
Talbot captures this anxiety in the second movement of Path of Miracles with 

warnings of both physical and spiritual dangers along the Camino. Unscrupulous 
                                                        
24 Kevin A. Codd, To the Field of Stars (Grand Rapids: Eerdmans, 2008), 101. 
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innkeepers and thieves along the road are nothing compared to the devil, who is found 

disguised in the form of a saint. Who is one to trust along the way? The peregrino, or 

pilgrim, recites fantastic tales of St. James’ translation to Spain and other European 

locales: his arm is in England, his jaw is in Italy; miracles like a boy who hanged for 26 

days without dying; or the waylaid pilgrim who was saved by the Saint and the Virgen 

del Camino. The pilgrim pleads for their prayers. 

 The movement opens with halting steps in contrasting duple and triple rhythm. 

Soprano 5’s sing on the reciting tone B-flat while three voices accompany in their own 

parallel chord progressions. The frequent rubbing of a B-diminished chord against the 

soprano’s repeating B-flat is particularly jarring due to the close dissonance of the B-

natural and B-flat and the chordal tritone. Phrases of identical rhythm highlight the 

pilgrim’s plight: “we beat our hands against the walls of heav’n.” It is an ominous way to 

begin this stretch of the journey.  

 The close harmony of the opening section leads to a more expansive prayer. A 

widely spaced F-minor chord in measure 30 introduces the movement’s primary thematic 

material. The rising and falling minor third, heard here in the Soprano 1 voice and seen in 

the example below, will return three additional times.  

 

 

 
Example 5: Path of Miracles (Burgos), mm. 31-35, Soprano25 

                                                        
25 Transcription by the author, after Talbot, Path of Miracles (Chester Music, 2005). 
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The mediant relationship is reinforced by a move to D-flat-major three bars later, again 

presented in wide blocked chords. In the final cadence of this section, the augmented D-

flat chord is shaded by the G tritone, a colorful twist to the pilgrim’s prayer. 

 The contrast in texture between chamber voices and tutti choir follows the 

soprano melody. The rising minor third pattern is accompanied by full choir, while the 

soprano’s monotone chant is more hollow, sparse in number of voices and austere in 

harmony. The sopranos return to their reciting tone in measure 41. The parallel triads and 

B-diminished chord return in the tenor section, though now in counterpoint to a separate 

group of three sopranos singing a wordless text. Two sopranos deliver the chant, which is 

sometimes delivered in close canon, separated by one beat.  

 These contrasting sections of reciting tone and rising minor third melody are set 

apart by long periods of rest of up to ten beats and no less than six. Internally, particularly 

in the full choir sections, there are pregnant quarter-note rests that aurally appear to be 

much longer than what one sees on the page. The Camino pilgrim must stop and rest, if 

not for the night then at least for a moment to catch his breath. 

 The crux of the movement begins in measure 80 and proceeds for a third of the 

movement. Bass 3-4’s begin a slow repeating pattern that lasts for 126 bars. The pattern 

is illustrated below:  

 

 

 
Example 6: Path of Miracles (Burgos), mm. 80-83, Bass 3-426 

                                                        
26 Ibid. 
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Basses “walk” a half-note pattern on the words, “Santiago Peregrino,” one pitch for each 

syllable of text.  

Talbot sustains the bass ostinato 65 times in exact repetition. The 66th pattern ends 

on a descending tritone. The devilish 66th pattern is a parallel to the third chapter of the 

book of Lamentations in the Old Testament. Lamentations chapter three has 66 verses. It 

is an acrostic poem based on the letters of the Hebrew alphabet and begins this way: “I 

am the man who has seen affliction by the rod of the Lord’s wrath. He has driven me 

away and made me walk in darkness rather than light.” Talbot’s setting of Robert 

Dickinson’s text echoes the biblical lamentation: 

 The apostles in the Puerta Alta 
 Have seen a thousand wonders; 
 The stone floor is worn with tears, 
 With ecstasies and lamentations. 
 We beat our hands against the walls of heaven. 

The devil is at hand even on the Camino. The rising third melody, now in four of the 

women’s voices in octaves, returns at measure 207. 

 A third contrasting section begins at measure 223 and features mixed meter 

groupings, forming a two-bar hypermeter. The uneven rhythm shows the pilgrim’s 

internal discomfort in attempting to reconcile whether this vision before him is the saint 

or the devil in disguise. Three repetitions of “tricked by the devil” culminates in measure 

251 on a B-diminished-nine chord with a B-flat-minor diad in the treble voices on the 

word “hell,” pictured here: 
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Example 7: Path of Miracles (Burgos), mm. 25127 

 

This extreme dissonance is followed by seven beats of rest and a silent fermata, then a 

unison pitch in all voices. 

 Talbot returns to in the movement’s original line of text and to the pilgrim’s 

lamentation (“we beat our hands…”) at the end of the movement. Homorhythm gives 

way to a wandering line in the Tenor 4 voice in measure 283, seen below. It is highly 

syncopated and tonally indistinct.  

 

 

 

Example 8: Path of Miracles (Burgos), mm. 283-285, Tenor 428 

 

Against this meandering path is the familiar rising third melody heard in the Sopranos 

and Basses. “Burgos” ends with a 16-measure appeal for St. James’ aid and a prayer from 

Psalm 61: “From the end of the earth I cry to you.” Bass voices sing in pianissimo 

dynamic with low open E chords tinged with neighbor tones. The medieval consonance is 

torn by this close dissonance.   

                                                        
27 Ibid. 
28 Ibid. 
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Talbot’s unrelenting use of repeating melodic material, transformed by harmony 

and rhythm, is a prominent element in “Burgos.” Complex music is made more familiar 

for both the performer and the listener by the composer’s deft use of simple melodies: 

one dominated by a single pitch and the other with a prominent rising-third profile.29 

They return again and again to bring coherence to the lengthy movement’s form, but they 

are also fraught with emotional content, both instruction and solace for the pilgrim.  

 
Leon 
 
 Some Camino pilgrims refer to the gravity of Santiago, that it attracts, even pulls, 

one toward itself by some mysterious force. From the town of Leon, some 300 km from 

the pilgrim’s destination, the gravitational pull of Santiago becomes increasingly intense. 

Talbot’s realization of this experience is demonstrated in the third movement. 

 If “Burgos” is filled with existential angst and spiritual crisis, “Leon” is infused 

with light. Illustrated in the example below, it begins in brilliant E-flat-major with four-

part sopranos singing in high tessitura. Two voices are paired in duet and are followed in 

canon by two more voices. The pattern repeats eight complete times until it blurs into 

augmented rhythmic values and sustained pitches. A double cross-figure is formed by the 

passing of melodic material from one voice to the next voice and one pair of voices to the 

next pair. 

                                                        
29 Talbot’s approachable melodic style in Path of Miracles is perhaps influenced by his 
work in narrative genres for the stage and in film.  
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Example 9: Path of Miracles (Leon), mm. 1-4, Soprano 1-430 

 

 The movement is structured around this cross-figure, which makes seven 

appearances in the course of 12 minutes of music. “Leon” is the shortest of the four 

movements in Path of Miracles. The reference to seven, a number of completion and 

spiritual fulfillment, is appropriate as the pilgrim nears the completion of the journey and 

arrives in Santiago. 

 The texts come from anonymous thirteenth-century sources and the book of 

Psalms. The words themselves evoke the light and the anticipation of heavenly rest:  

m. 1 
 

Li soleus qui en moi luist est 
mes deduis et Dieus est mon 
conduis. 
 

The sun that shines within me is  
my joy, and God is my guide. 
 

m. 121 Quam dilecta tabernacula tua, 
Dominum virtutem. 

How admirable are thy tabernacles, 
O Lord of Hosts. 
 

m. 160 Beate, qui habitant in domo tua, 
Domine; in saecula saeculorum 
laudabant te. 
 

Blessed are they that dwell in thy 
house; they shall still be praising 
thee. 
 

                                                        
30 Transcription by the author, after Talbot, Path of Miracles (Chester Music, 2005). 
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These texts are infused with a sense of the ecstatic: the repetition of melodic material in 

colorful and undulating hues along with sustained, elemental chords in major tonalities. 

Spanish Catholicism has produced famous mystics, including St. Theresa of Avila and St. 

John of the Cross. Here, Talbot seems to evoke the Spanish mystical tradition.   

 We have seen in previous movements the use of homophony and sustained 

rhythmic values along with prominent periods of rest. The role of the narrator, the voice 

of the Pilgrim, continues in “Leon,” now in the men’s voices. Talbot utilizes unison 

pitches and then contrasts this with open harmonies of octaves and fifths or fourths and 

then bitonal harmony.  

There is constant variety in the application of the narrator principle. In the 

opening section, the low tenors and high basses sing in unison. In the second section, 

beginning in measure 28, Tenor 1-2’s assume a more soloistic role while four-part basses 

accompany in harmony. Above the men’s voices we continue to hear the cross-figure in 

the alto voices. Talbot’s application of unity through diversity holds through all vocal 

sections.  

He continues to use long, pregnant silence (mm. 26, 40, and 151) or the 

appearance of silence (mm. 56 and 138). In the latter situations, a single pitch is sustained 

by only one or two voices, holding the mood while allowing the air to clear before a new 

phrase begins. These silences support the music architecturally as they help define the 

composer’s formal plan. They also serve a rhetorical function; the space gives the listener 

time to reflect on what has just passed and anticipate what is to come. And there is value 

in silence for the sake of silence, a concept Talbot employs prodigiously throughout the 
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work. The rests are also practical, giving singers a moment of respite from the heavy 

vocal demands of the score. 

The text refers to miracles, much like the previous movement. This time, 

however, there is no irony or cynicism. The pilgrim need no longer be vigilant against the 

snares of false saints. Now the rumors on the road are not of robbers and cheats but 

whispers of grace and wonder: “Here is a miracle. That we are here is a miracle.”  

The widely spaced chord in measure 74 involves every choral voice and is 

reminiscent of the “Herr Santiagu” pronouncement that appeared first in the opening 

movement (m. 8) and will appear again in the final movement (m. 171). The fermata here 

momentarily suspends time, another example of Talbot’s use of active stasis, either aural 

or silent.  

The pilgrim arrives in “Jakobsland” in measure 79 and the opening E-flat-major 

tonality and tempo primo return. The cross-figure appears in alto and tenor voices. At this 

point, the choir is instructed to process to the back of the performance hall. They will stay 

here until the beginning of the fourth movement when the singers will return to the stage 

one-by-one. The choir dramatizes the pilgrim’s physical journey to Santiago.  

The Sopranos name towns along the Camino, and Basses 1-2 sing in measure 104, 

“Each day the same road, the same sun,” describing the path from place to place. It is an 

example of Talbot’s word painting and is seen below:  
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Example 10: Path of Miracles (Leon), mm. 104, Bass 1-231 

 

The monotony of the road is described in long rhythmic values, all on the same 

pitch. Breath marks are indicated between textual phrases. The performers embody the 

pilgrim’s physical exertion, taking the extra breaths that have become necessary on this 

demanding walk. They are echoed by the Tenor 1-2’s and Bass 3-4’s. Altos and Tenor 3-

4’s sing the cross-figure in the original rhythmic values while Soprano 3-4’s and Alto 1-

2’s sing the cross-figure in augmentation. 

The loudest dynamic thus far in the movement has been mezzo-forte, and the 

preponderance has been softer than this. In the fifth section, the choir introduces a new 

next, the “Quam dilecta tabernacula tua,” from Psalm 84, in measure 121. The cross-

figure appears for five measures in the soprano voices. The other voices proceed to the 

new text until the climax of measure 125 when all voices, now at a triple forte dynamic, 

sing in identical rhythm, “Dominum virtutem” (O Lord of Hosts). Harmonically, the 

passage is quite simple; nineteen voices are doubled extensively to produce a four-part 

chord. A subito piano in the next phrase sets up a more delicate repetition of the text. The 

section ends on a unison C4 sung by Alto 3-4’s. All other voices rest with fermata. 

The penultimate section of the movement, beginning in measure 139, introduces 

two new motives. Sopranos 1-4 and Altos 1-2 take the narrator role while low sopranos, 

                                                        
31 Ibid. 



Texas Tech University, Jeffery Goolsby, May 2018 
 

33 

tenors, and basses sing on a long hum. Altos sing quite low, down to F3. The women 

begin in unison before the fifth and octave are added; they progress to a C-minor/F 

bitonal chord, return to the open harmony, and finally back to unison. This chiastic 

pattern, specifically the expansion of the harmonic profile from single pitch to 

consonance to dissonance and back again, is found throughout Path of Miracles.  

A solo Soprano 5 sings a final blessing in measure 160. The range is narrow, 

reciting primarily on B-flat4, though briefly touching on the thirds above and below. It is 

pictured below: 

 

 

  

Example 11: Path of Miracles (Leon), mm. 160-163, Soprano 532 
 

Altos, tenors, and basses accompany her on a wordless B-flat-two chord. The last 

transition, beginning in measure 168, involves more word painting and chant-like 

contours. The phrase begins with three voices in a single octave and slowly expands 

higher and lower to a D-major chord encompassing over three octaves. Elongated 

rhythmic values and rallentando contribute to the palpable sense of musical arrival. 

The seventh iteration of the cross-figure returns in the closing bars of the 

movement (m. 177), now in majestic D-major. Soprano and alto voices sing softly while 

the lower voices “burn” with expanding and contrasting dynamics. Elongated rhythms 

lead to the final cadence where lower voices return to the expected tonic key while upper 

                                                        
32 Ibid. 



Texas Tech University, Jeffery Goolsby, May 2018 
 

34 

voices retain the leading tone and second scale degree. The bitonal chord diffuses into 

silence. 

 

Santiago 
 

The final movement of Path of Miracles and the arrival of the pilgrim to Santiago 

combines elements found previously in the work. The opening alto solo, seen below, is a 

copy of the same melody in the first movement. In “Roncesvalles,” the choral Alto 1-2’s 

sing the melody with a tonic of E; now solo alto sings the line with a tonic of C-sharp. In 

the first movement, the alto tells of the murder of St. James; now she describes the 

geography and landscape of northern Spain.  

 

 

 

 

 

Example 12: Path of Miracles (Santiago), mm. 1-9, Alto 433 

 

Accompanying the soloist in this opening section of “Santiago” are the Alto 3’s 

and Tenor 4’s, singing a Latin prayer from Psalm 84: “Beate qui habitant in Domino tua, 

Domine,” (Blessed are they that dwell in thy house.). It is the same text found at the end 

of “Leon,” the movement prior. In the former case, the Psalm was sung by solo soprano 

in a chant style. Here, the “Beate qui habitant” is sung softly in open harmony by choral 

voices, moving by thirds between C-sharp and A chords. 
                                                        
33 Ibid. 
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 The final push to the Camino’s terminus is illustrated by Talbot’s stage directions. 

At the end of “Leon,” the choir was instructed to walk to the back of the performance 

hall. Here, the singers are instructed to return to the stage one by one. The choir 

apparently may take the stage by any route and at any time. 

 Additional voices are layered upon the opening trio texture in the next section (m. 

33): a new soloist, fragments of texts, and wordless patterns in a three-note range. The 

innocuous phrase, “by meadows of fern, by fields of rye,” is repeated as if on an endless 

loop. Soprano 4-5’s and Alto 1-2’s sing the phrase at least 12 times, passing the melody 

back and forth in ceaseless motion. 

 Simultaneously, in measure 49 a trio of sopranos picks up the final words of the 

Latin prayer initially sung by the Alto 3 and Tenor 4: “Laudabant te” (I praise you). The 

text repeats six times within each musical phrase, and the sopranos sing this complete 

phrase six times (36 times total); then it is shortened to three repetitions per phrase with 

four repetitions of the complete phrase (12 times total). Altogether, the sopranos sing 

these words 48 times. Each phrase is sung on a singular pitch with tenuto articulation. 

Pairs of sopranos sing together, creating triads sounding against the lower treble voices, 

still undulating on the three-note, “by meadows of fern, by fields of rye.” 

 The Pilgrim narrator appears in the Bass 1-2 voices in measure 56. The text is 

Robert Dickinson’s. It names small towns and villages along the Camino and describes 

the pilgrim’s experience passing through these shadowy locales. A pilgrim is a nomad, 

making the passage of time and geography ephemeral, almost ghostly. The incessant 

repetition of “Laudabant te” is concrete evidence of the passage of time. The end of the 

section is marked by short, single repetitions of “Laudabant te.”  
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 The qualifier “Then” in measure 149 is a turning point in “Santiago.” It is set 

apart in octave F-sharps, surrounded by rests. From this point the Pilgrim’s ultimate goal 

is no longer a dream but a reality. After a final climb to the summit of Monte de Gozo, 

the “longed for final descent to Santiago” is achieved. Talbot has given us 48 minutes of 

music to arrive at this summit of spiritual ecstasy. 

 The arrival in the Cathedral de Santiago is sung in hushed tones. The Pilgrim’s 

Hymn, first heard in movement one, returns in measure 171, this time softly and 

punctuated by dotted repetitions of “Santiagu” by Alto 4, Tenor 2-4, and Bass 1. 

Sopranos and altos sing “esuseya” in bell-like tones of half notes and augmented 

harmonies while tenors and basses sing “eultreya” in a more rhythmic pattern of eighth- 

and quarter notes.34 For 18 measures the choir increases in volume and tempo, traveling 

from piano dynamic to fortissimo and a metronome marking of 72 to 144 beats per 

minute. The tenors and basses introduce the next section’s new melodic material early. 

Syncopated eighth-note patterns contribute to the intensification of the overall texture and 

serve a significant role in setting up the next theme. 

 From measure 201, the new theme will pervade every aspect of the choral texture 

for almost 100 continuous measures. It is illustrated below. A bright, fast tempo with 

texts from the Carmina Burana, extolling the return of spring and the proliferation of 

nature’s bounty, it embodies the pilgrim’s joy upon seeing the destination of Santiago for 

the first time. The 5/4 time signature is altered by the addition of accents, making groups 

of 3+3+2+2. 

                                                        
34 Difficult to translate, “eultreya esuseya” is rendered “onward and upward” by Enns; it 
is a greeting among Camino pilgrims. Da Capo Chamber Choir, Path of Miracles, 
Concert program (Leonard Enns, conductor, March 2-3, 2013). 
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Example 13: Path of Miracles (Santiago), mm. 201-20435 

 

The theme can be traced through the remainder of the movement: 

 
m. 201 Tutti voices, expanded in m. 209 

m. 213 Soprano 1 though Tenor 1, with Tenor and Bass counterpoint 

m. 217 Tenor 2 through Bass 4, with Soprano and Alto counterpoint 

m. 221 Alto 2 through Bass 2, subito mezzo-piano dynamic 

m. 225 Tutti voices, forte dynamic 

m. 229 Alto 2, Alto 4, Tenor 1-2, Bass 3-4, with Alto and Tenor counterpoint 

m. 233 Tutti voices, with Alto 1, Alto 3, Tenor 1-2 counterpoint 

m. 237 Tenors, elongated by one beat on the word “totaliter” (completely) 

m. 241 Alto 3-4 and Basses, with Soprano and Tenor counterpoint 

m. 249 Soprano 2-5, Alto 1-2, Tenors, with Soprano and Bass counterpoint 

                                                        
35 Transcription by the author, after Talbot, Path of Miracles (Chester Music, 2005). 
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m. 253 Tenors, with Bass counterpoint 

m. 257 Altos and Tenors, with Bass counterpoint 

m. 262 Tenor 4 and Basses, elongated by one beat, with Soprano counterpoint 

m. 270 Alto 3-4 through Bass 4 

m. 279 Soprano 1-5 in canon 

m. 287 Soprano 1 through Bass 3, with Bass 4 counterpoint 

 
 
Following a respite of both new and familiar material, the theme returns: 
 
 

m. 388  Alto 1 through Tenor 4, now in 3/4 meter and slower tempo 

m. 406 Soprano 4-5 and Bass 1-4 

m. 422 Soprano 5 through Bass 3, with Alto and Tenor counterpoint 

m. 434 Alternating Soprano 5 through Alto 4 with Tenor 2 through Bass 3 

 

The cumulative effect is beguiling. It illustrates the gravitational pull of Santiago 

and the unadulterated joy at achieving one’s hard-fought destination: constant change 

(musically every four to eight measures); changes in texture, voicing, meter, and 

dynamic; change tethered to familiar comforts of melody and rhythm.  

 This section slowly evolves into the next, and the new material is characterized by 

a more subtle and contemplative motif. Thirteen of the 17 choral voices sing unbroken 

repetitions of the word, “totaliter” (completely), beginning in measure 290. Soprano 1-

2’s, Alto 3-4’s, and Bass 2’s sing alternating half-steps. Soprano 4’s through Alto 2’s 

repeat the same pitch again and again. Tenor 1-2 alternate singing cascading stepwise 
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lines until they land on a single-note pattern. Bass 3’s remain in the 3+3+2+2 grouping. 

Against the gentle barrage of “totaliter,” the Soprano 3’s and Tenor 3-4’s sing the 

Pilgrim’s Hymn: “Herr Santiagu. Grot Santiagu. Eultreya esuseya.” The rest of the tenors 

and basses take up the hymn with both familiar rhythms and sharp attacks on the word, 

“Herr.” Beats of rest between the “Herr” decrease; the contracting silence adds to the 

intensity of the moment. An eight-measure crescendo and the first choral homophony in 

168 measures leads to the work’s final statement of the Pilgrim’s Hymn. 

 The seventh iteration of the Hymn (m. 337) is the strongest of them all: triple 

forte dynamic, sung tutta forza. The same rhythmic and textural patterns established in 

the first movement are followed here. The “full force” singing melts into a three-note 

ostinato in the alto voices, the same three-note pattern found at the beginning of the 

movement. Sopranos return to their “Laudabant te” pattern also heard first at the 

beginning of the movement. The Pilgrim voice, now sung by the basses, describes the 

“Western edge of the world,” the pilgrim’s final path to Cape Finisterra. The pilgrim has 

passed Santiago and has reached the “end of the earth.” 

 The concluding section (m. 451) begins in unison just as Path of Miracles began 

in unison. The initial pitch opens to a C/D bitonal chord and then pivots a third away to 

B-flat-major, noted below: 
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Example 14: Path of Miracles (Santiago), mm. 451-45536 

 

The cadence on D-major in measure 245 is magisterial in tone. Every word is painted. 

 In the final section (m. 453), the choir is instructed to exit the hall, though Talbot 

indicates the singers are not to leave in ritualistic single-file lines but in different 

directions. The pilgrim’s journey is ultimately a personal and subjective one. Soprano 5’s 

and Alto 3-4’s return to the spring-like theme, marked with a 5/4 time signature. It is a 

final prayer to St. James, invoking divine projection. The remainder of the choir is in 4/4 

and sings long accompanying rhythms, gently shifting to the subdominant tonality, on the 

text, “now and evermore.” The choir is to repeat this section, a long and uneven loop, 

until they have left the performance hall and the sound fades into silence. If the choir 

continues to sing outside the hall beyond the audience’s sightline, the prayer may seem to 

go on forever. 

 

Conductor’s Considerations 
 

Path of Miracles presents unique challenges. One element for the conductor to 

consider is the length of the work and the stamina required of the performers, including 

the conductor’s own fortitude. The singers’ physical and mental exhaustion following a 
                                                        
36 Ibid. 
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performance of Path of Miracles mirrors the exhaustion of the Camino pilgrim. The 

audience, too, must contend with their own form of fatigue, equal to that of the choir, 

though admittedly in a different mode: the exhaustion brought on by prolonged, careful 

listening and spiritual partnership in the musical journey. Like the Camino itself, Talbot’s 

score demands an intense degree of investment from all involved. 

 The piece is virtually unaccompanied, so the burden lies on the choir to 

effectively present this hour-long work. There are periods of rest when the texture thins 

to a soloist or a reduced number of choral voices, and while this may provide a moment 

of vocal reprieve for some sections, mentally the singer must be constantly vigilant. 

There does not appear to be a convenient time for the choir to sit during a performance of 

Path of Miracles, though the conductor might consider allowing the choir to sit during 

the third movement, “Leon.” An intermission between “Burgos” and “Leon” is also an 

option. 

The work is long, and it is also vocally demanding. Talbot pushes the limits of the 

vocal ranges, asking sopranos to sing sustained C6’s and basses to repeatedly sing B1. 

Each voice part is asked to sing expressively and at all dynamic levels across the entire 

spectrum of the range.  One might expect this level of vocal virtuosity given that the 

piece was written for a specific professional choral ensemble. Other ensembles will need 

to consider whether the piece is practical given their own particular situations. 

The dramatic, even psychological, investment on the part of the choir requires a 

mature and thoughtful approach. The subject matter is distant and at the same time 

absolutely essential for the choir to understand. To the extent that individual singers may 

interiorize the Way of St. James not only mentally but emotionally and spiritually, the 
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performance will be that much more authentic. Realizing Talbot’s stage directions are 

challenging enough and will require a significant amount of rehearsal time to perfect. The 

conductor and singers will want to take some time to connect all of these modalities, 

interior and exterior.  

Choral intonation in a lengthy a cappella work will be a concern, especially in a 

piece that is so demanding in these other elements. Beyond an accomplished vocal 

technique, the choir will need to have an advanced awareness of rhythm-reading and 

excellent ensemble skills to successfully perform the piece. The choir is joined by 

instruments in the first and last movements. It might be wise to take a new pitch at the 

beginning of each movement. 

The musical and human investment required of Path of Miracles is significant, 

not to mention the cost of scores and rehearsal time. Professional choral ensembles might 

be better situated to tackling such a piece. Some choirs, including college and university 

choirs, might consider performing one movement of Path of Miracles. Currently, the 

individual movements are available and may be purchased separately.  
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Chapter Four 

Triptych II: To the Field of Stars 
 
 

 The realization of any choral music composition is dependent on facile text-

setting. The style of Gabriel Jackson is marked by thoughtful renderings of the author’s 

or poet’s words and will be noticed throughout his work, To the Field of Stars. Simply 

glancing at the page, the reader sees a diversity of rhythmic patterning: stems and beams 

and dots and brackets that might initially overwhelm the eye. To the ear, however, 

Jackson’s music is simply an organic extension of the written word. The variety of 

rhythmic patterns are there to make the language come alive in sound. 

This text-based, idiomatic approach to the sung word is but one example of 

Jackson’s idiosyncratic attention to detail. This composer seemingly leaves nothing to 

chance. It is not unusual in To the Field of Stars to see dynamic markings indicated for 

the beginning, middle, and end of the phrase. Articulation is assigned as systematically as 

the rhythm. Melodic phrases rarely elide; rather, one sees in the score and hears in 

performance the desired space between musical thoughts. Jackson’s degree of control 

over the score is tempered only by the listener’s subjective experience. It is an analogous 

tension—the limitation and the freedom—of the pilgrim’s journey itself.  

 

Intrada 
 

Jackson’s choral pilgrimage begins with a short introduction by the choir and 

percussion instruments (handbells and tubular bells). The “Intrada” establishes an arch 
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that extends from here to the final movement, Jackson’s reimagining of Tomás Luis de 

Victoria’s O quam gloriosum. In the late Renaissance—the time of Victoria—the 

“intrada” was a short piece used to announce a royal entrance, to celebrate a festive 

event, or to introduce a longer musical work. Jackson’s “Intrada” presents the work’s 

main character, St. James. The outside movements both use bells on the octave D, a 

busier rhythmic iteration in the “Intrada,” and a sustained version in white-note rhythm in 

the work’s closing motet.  

 Angular intervals and syncopated rhythms, hallmarks of Jackson’s style, establish 

a festive tone. The alternating of pitch either in seconds or thirds lasts throughout the 

movement. Though these homorhythmic patterns are consistent, textural depth increases 

by the addition of voice parts, second voices in the soprano and bass and eventually in all 

voices. The predominance of quartal harmony and the absence of thirds evokes an austere 

aural palate and is further supported by an aggressive fortissimo dynamic.37 The ever-

present bells, in their contrasting three-against-two rhythm, illustrate the conflict between 

the early martyr and the heavenly saint. 

 The word “martirio” (martyr) is repeated five times. Each repetition is 

increasingly softer and leads into the first of the work’s interludes by solo violoncello. 

Where the “Intrada” was forceful, the interlude, seen below, is serene, even prayerful.  

 
Example 1: To the Field of Stars, mm. 21-26, Violoncello38 

                                                        
37 Quartal harmonies involve chords built on the interval of a fourth, whether perfect, 
augmented, or diminished. 
38 Transcription by the author, after Jackson, To the Field of Stars (Oxford UP, 2011). 
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The melody resembles a chant with predominant stepwise motion and a wandering, 

though tonally consistent, string of pitches. 

 The work’s first “Refrain” follows the cello solo. Each of Jackson’s refrains 

features text from the Codex Calixtinus, beginning with the refrain of Dum pater 

familias, the text beginning, “Primus ex apostolis.” An austere style pervades. 

Homophonic, with rhythmic patterns shaped by textual stress, the absence of thirds is 

conspicuous. Jackson carefully aligns meter and text by placing strong stresses together. 

This results in the application of various meters in simple, compound, and asymmetrical 

time. Dynamics are defined for each phrase, each beginning piano and growing to forte.  

 There are a total of six refrains in To the Field of Stars, each placed at the end of 

the movement. Each refrain utilizes the same rhythm. Melody, harmony, and texture may 

change, but the isorhythmic pattern holds throughout the work. Jackson refers to the 

sections of To the Field of Stars as “stations” instead of movements, and each section 

proceeds into the next without pause.  

 

Prayer for Travelling 
 
 This “station” begins with one of the rare moments of static rhythm in the work. 

Alto, tenor, and bass voices sing long rhythms on a D-minor chord in first inversion. 

They accompany the soprano voices, which function like a soloist, throughout most of 

the movement. When the lower voices become more predominant, it is only temporary 

before moving quickly back into their secondary and atmospheric domain.  

By contrast, the choral sopranos employ active rhythms with varied patterns and 

short values, detailed dynamic shading, melisma, and glissando, all traits commonly 
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encountered in Jackson’s compositional style. In the first three phrases, the soprano pitch 

rises with each entrance, beginning on D5, then E5, and F5. The disparity between the 

solo and accompanying lines is striking. This contrasting movement and stasis in “Prayer 

for Travelling” operates in much the same way prayer itself operates, a mysterious 

synthesis of action and inaction. 

Parity among the choral sections is attained when the sections sing in homophony. 

The melodic ranges of each line are quite narrow and are mostly in stepwise motion. 

Dissonances of seconds and sevenths are softened in the blur of sound. Non-metric 

placement of text and ties across the bar lines gives the phrase a chant-like quality. 

Alongside the harmony and rhythm, the soft dynamic range and the use of melisma give 

these passages an impressionistic quality. 

Jackson employs interesting word painting on the word “traversing.” The texture 

expands to six voices plus cello and handbells, beginning in measure 90. Sopranos and 

altos sing a duet in exact thirds on the text, “Traversing corries, traversing forests, 

traversing valleys long and wild.” They sing in the composer’s complex rhythmic style.  

Simultaneously, four-part men’s voices repeat fragments of the text with 

contrasting three-against-two rhythm, pictured below. Tenor 1 and Bass 1 sing triplet 

patterns that are altered by ties, resulting in a 2+2+2+3+3 ostinato. Tenor 2 and Bass 2 

sing tied duple patterns also in a 2+2+2+3+3 pattern.  
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Example 2: To the Field of Stars, mm. 90-91, Tenor 1-2 & Bass 1-239 

 

The voices switch roles twice, measure 94 and again two measures latter, creating a 

cross-figure. The rhythm makes the texture dense as if the pilgrim is walking through a 

forest. Each pilgrim walks in his or her own manner, to an individual rhythm. 

After dense the forest, four-part women sing a Marian text. The men’s voices, 

also in four-part divisi, sing a glee-style passage about the good shepherd Jesus.40 There 

is an interesting interplay between the colorful harmonies of the Marian text, the chordal, 

hymn-like progression of the shepherd text, and the gender-specific roles assigned by the 

composer. Jackson deliberately uses traditional musical idioms to set these gendered 

texts: Mary’s voice is delivered by treble voices while the Shepherd Jesu is sung by the 

men’s voices.  

                                                        
39 Ibid. 
40 A style often associated with male voices, marked by simple, homophonic harmonies, 
with an English text. 
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The choir repeats these texts three times before moving immediately into the 

quick “Refrain.” The text notes Galicia’s appeal to St. James’s merciful aid. This prayer 

from the Codex Calixtinus is paired with this movement’s text from the Carmina 

Gadelica. These texts were compiled by Alexander Carmichael (1832-1912) in the latter 

part of the nineteenth century. They are a series of both sacred texts and folklore from the 

Gaelic-speaking areas of Scotland. 

 

Pilgrim’s Song with History Lesson 
 
 The Pilgrim’s Hymn from the Dum pater familias portion of the Codex 

Calixtinus, which featured so prominently in Joby Talbot’s Path of Miracles, is set by 

Jackson at the beginning of the second “station” and is seen below. For Talbot, the “Herr 

Santiagu” is arranged homophonically to simple sustained rhythms, almost always at a 

loud dynamic. Jackson’s interpretation of the same text is more disjointed. Short 

rhythmic values, dotted rhythms, and syncopations make the text jump. The words are 

written homophonically for four-part women, and he provides significant direction in 

terms of dynamics and articulation. Beneath it all, the cello plays its own fragmented line 

with staccato-tenuto eighth-notes and quintuplets. 
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Example 3: To the Field of Stars, mm. 145-147, Soprano and Alto41 

 

He elongates the ancient text by repetition—a total of eight times in the course of 

the movement—and glosses with text from the writings of John Adams, the second 

president of the United States. Adams traveled to Paris in 1779 on a diplomatic mission 

to negotiate with Great Britain. The Atlantic crossing was difficult, and the ship on which 

he traveled with his two young sons, John Quincy and Charles, made port in El Ferrol on 

the northwest coast of Spain. Rather than wait for the ship to be repaired, Adams and his 

party set out across northern Spain, traveling a long portion of the Camino de Santiago’s 

French Way. In his Diary and Autobiography, dated Tuesday, December 28, 1779, 

Adams writes of the significance of the Camino: “I have always regretted that We could 

                                                        
41 Transcription by the author, after Jackson, To the Field of Stars (Oxford UP, 2011). 
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not find time to make a Pilgrimage to Saint Iago de Compostella.”42 He goes on to 

explain the history of the Cathedral’s founding and the subsequent development of the 

pilgrimage to the holy site.  

In Jackson’s setting, Adams’s words are spoken by a narrator. The women’s 

voices repeat the hymn as the narrator delivers the text. The cello rhapsodizes throughout. 

 

Walking with God 
 
 The movement for women’s voices is followed by a movement for tenors and 

basses and choral soprano “solo.” The text is by the English poet and hymnodist, William 

Cowper. Some of his well-known verse include “Oh! for a closer walk with God,” “There 

is a fountain filled with blood,” and “God moves in a mysterious way.” “Walking with 

God,” begins with pilgrimage imagery and demonstrates Cowper’s evangelical bent. 

Jackson was presumably interested in the idea of “the road that leads me to the Lamb.” 

 The cello plays in sustained rhythms contrasted with short “walking” rhythms that 

travel up and down the staff. The tenors and basses begin in similar rhythm with modal 

and gently dissonant harmonies. The glissando is used expressively in quick succession. 

Three repetitions of the word, “Oh,” have the choir gliding through the first phrase. The 

choir’s dynamic grows and aids in the intensification of emotion. The time signature 

changes almost every measure to give emphasis to the stronger syllables of text. A tenor 

solo (m. 235) highlights the personal, individualistic nature of this pilgrimage. 

 Imitative passages are employed beginning in measure 250. This is the first 

obvious use of melodic imitation in To the Field of Stars. The point is repeated twice in 
                                                        
42 John Adams, Diary and Autobiography (Boston: Harvard UP, 1961). 
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the tenor voices. The bass, particularly Bass I, have similar rhythmic features but do not 

imitate in exact order. The use of quintuplet and triplet are noteworthy for their affective 

impact. 

 A new kind of homophony is realized in the Holy Dove verse beginning in 

measure 280 and is illustrated below. Here, the dove or Holy Spirit is represented by the 

choral Sopranos. They sing in long lyrical lines; the Scotch snap rhythm of short-long 

patterns is used throughout. Against this melody, the tenor and bass sing eighth-note 

rhythms, vertically aligned and separated by plentiful rests. The pauses are represented in 

either quarter-note rest or two eighth-note rests. Each syllable of text is divided by 

silence. This creates a 6/8 meter against the 3/4 in the Soprano voice. The cello is silent. 

 

 

 

 

 

 

 

 

 

 

Example 4: To the Field of Stars, mm. 280-283, Soprano, Tenor, Bass, & Violoncello43 

 

                                                        
43 Transcription by the author, after Jackson, To the Field of Stars (Oxford UP, 2011). 
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 The movement’s opening material returns in measure 304. The choir remains in 

hymn-like, chordal rhythm, though the metrical profile is anything but traditional. A 

measure of 7/8 with Scotch snap rhythm illustrates the “tearing” of idols from the throne 

that rightly belongs to God. In elaborate rhythm, the tenors echo one another and then 

combine in unison to “worship only thee.” The serenity of the final stanza is painted in 

long rhythmic values. The cello plays harmonics for colorful effect.   

 The voices divide into eight parts for the “Refrain.” Second voices sing the 

isorhythm as expected. First voices follow in their own pattern, entering at the end of the 

lead voices’ line. The phrases now elide, erasing the silences between phrases. The same 

dynamic scheme is followed as before. 

 

Miracles 
 
 Jackson alludes to the miracles attributed to St. James but not in a devotional 

style. Rather, he turns to the ostensibly secular poet Walt Whitman, who first published, 

“Poem of Perfect Miracles,” in his 1856 version of Leaves of Grass. Whitman’s miracles 

are of the everyday variety: walking the streets of Manhattan, eyeing the edge of rooftops 

against the sky, strolling the beach and wading along the water’s edge. He names 14 

different scenes and culminates in these lines: 

 These with the rest, one and all, are to me miracles, 
 The whole referring, yet each distinct and in its place. 
 

A two-measure introduction with strong references to the perfect fourth 

transitions to five-flatted A-flat-Mixolydian/G-flat-Lydian. The bitonality holds 
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throughout the movement, perhaps an aural expression of Whitman’s sexuality.44 Jackson 

is fond of added tones and chordal structures built on the interval of a fourth, all of which 

tend to obscure the given tonality. 

The text is delivered in a lilting, conversational rhythm. Changes in time 

signatures track with the meter of the poetry. Typically, the strongest syllables of the line 

fall on downbeats. The length of the measures expands and contracts to match the 

irregular poetic meter. Phrases are defined by the text; each is bordered by beats of rest. 

The text is set largely in a homophonic fashion. The emphasis is on the clear delivery of 

Whitman’s poetry. 

 Jackson sets 16 lines of Whitman’s 23-line poem. He reserves polyphony for only 

a few of these lines. In measure 383, “Or talk by day with any one I love, or sleep in the 

bed at night with any one I love,” begins in soprano/tenor and alto/bass pairs. As the 

phrases continue, however, the voices pull apart, becoming increasing independent by 

way of varied rhythmic patterns. The consequent phrase returns to the original pairing, 

though now the texture is enriched by divisi. An extended melisma on the word “love” 

completes the phrase. This type of setting is unusual in this movement where syllabic 

text-setting is the norm. 

The movement thus far has been short on exact word painting, but now Jackson 

takes a different approach. The “wonderfulness” lines, beginning in measure 410 and 

measure 416, receive special treatment. The birds chirp with repeated staccato pitches, 

pictured below: 

                                                        
44 An examination of choral settings of Whitman’s poetry and their relationships to the 
poet’s sexuality is beyond the scope of the present study. 
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Example 5: To the Field of Stars, m. 410, Soprano45 

 

He respells the word to achieve the chirping effect.  

The word, “wonderfulness,” in the men’s voices is extended by a five-bar 

melisma. The insects fly on sixteenth-notes in the soprano voice, seen here: 

 

 

 

Example 6: To the Field of Stars, mm. 412-414, Soprano46 

 

 The tempo is marked, “Flowing,” and Jackson writes this style and articulation 

into the voice leading. Each line generally moves with a smooth contour, and the effect is 

indeed liquid. One notable exception is in measure 427, where the soprano and tenor leap 

down by thirds and fourths, traversing the length of the staff, on the word, “curve.” The 

word is treated to both eighth-note triplets and angular dotted sixteenth- and eighth-notes. 

The word is doubly painted: the roundness of the triplets and the turning of the rising and 

falling pitches depict the word.  

 Homophony is restored as the “station” comes to a close (m. 432). Whitman sums 

up his catalogue of nature and humanity: “these with the rest, one and all, are to me 

                                                        
45 Transcription by the author, after Jackson, To the Field of Stars (Oxford UP, 2011). 
46 Ibid. 
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miracles.” These lines speak to the heart of Jackson’s theme, and he is intent on making 

this text understood. Handbells return in anticipation of the closing “Refrain.” The 

harmony is enigmatic.  

 
Our Journey Had Advanced 
 

Jackson sets Emily Dickinson’s poem, “Our journey had advanced,” to eternally 

long rhythms and slow tempo. The pilgrim is nearing journey’s end. Each ponderous step 

brings us that much closer to Eternity: 

 Our journey had advanced; 
 Our feet were almost come 
 To that odd fork in Being’s road, 
 Eternity by term. 
 
Against the choir’s sustained rhythmic values, the cello jumps in eighth-note patterns to 

an uneven melodic line. Perhaps the cello is foreshadowing the pilgrim’s ultimate joyful 

arrival. Or perhaps the cello reflects the traveler’s interior state of mind, the heart leaping 

at anticipation of the journey’s completion, while the choir illustrates the outward reality 

of the traveler’s slow and laborious walk. 

 Almost every phrase begins in B-minor, the written key signature. Seconds and 

sevenths on whole-note patterns blur the home tonality. Choral melodies are smooth, 

horizontal; they compliantly (or complacently) follow the path. The dynamic profile is 

defined clearly by Jackson. 

 The soprano voices make two interesting marks on the movement. A solo soprano 

sings at measure 489 and again at measure 509. Both are two-measure phrases, both the 

same melodic and rhythmic material. The tessitura is high, up to A5. Jackson uses this 
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device—an opposing voice with pitch and rhythm contrasting the rest of the choral 

voices—to emphasize important texts: in this instance, “Eternity” and “of the dead.” This 

final phrase is the “forest of the dead,” which refers to the path all earthly pilgrims must 

take, the journey through death before reaching “Eternity’s white flag” and “God at every 

gate.” 

 Then the choral sopranos, beginning in measure 492, sing a complex rhythm of 

eighth-note triplets and tied sixteenth- and thirty-second-note values, all interrupted by 

short rests. Each syllable of text is broken: “pace took sud / den awe, feet re / lu / ctant 

led.” The melody ascends and descends mostly by step until the perfect fifth leap on the 

word “awe.” It is illustrated here: 

 

 
Example 7: To the Field of Stars, mm. 492-493, Soprano47 

 

Simultaneously cheerful and awkward, the rhythm propels the pilgrim forward. 

Meanwhile the rest of the choir sings the legato white-note rhythms. This part, in fact, is 

an exact repetition of the first section of the movement. The monotony and sameness of 

the road are juxtaposed with the steps of the Soprano. The cello continues its leaping 

eighth-note patterns. Jackson applies the maximum amount of word painting to this line 

of text. 

                                                        
47 Ibid. 
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 The “station” ends as it began; now the melodic range is even narrower. The cello 

trills on four-beat patterns until the valedictory phrase, “And God at every gate.” Here, 

measure 531, the cello takes off in a thirty-second-note pattern that rises two and a half 

octaves to a final sustained trill. 

 The “Refrain” that follows is the sixth and final refrain of To the Field of Stars. 

Now in D-major, the music reflects the joyful mood of the pilgrim who nears the end of 

his journey. The “Refrain” proper is a cappella as it has always been (save for three short 

interjections by the tubular bells). Beginning with the “Amen,” the choir is now 

accompanied by cello, the first time the instrument has played with the choir in the 

refrain. The “Amen” section itself is new and extends the “Refrain” by nine measures. 

Divided sopranos and altos are paired as are divisi tenors and basses in a bitonal 

harmony. There are three phrases; the tenors and basses follow sopranos and altos each 

time, each entrance shortened by stretto. The intermediate cadences fall on D-major, the 

given key signature, while the final cadence is a bitonal A-major/G-major mix. The 

cello’s line recalls the lilting theme of measure 222, extended one measure by handbells. 

A held measure of rest interrupts and leads into the sixth “station.” 

 

Campus Stellae (The Field of Stars) 
 
 The most unique movement in To the Field of Stars is “Campus Stellae (The Field 

of Stars).” Here, roles are reversed, extended vocal techniques are utilized, and a new 

kind of “poetry” is presented in an unusual manner. 

 Jackson researched and identified the names of 80 different stars and 

constellations. Six-part choral voices, from alto to bass, sing the names on a “very rapid 
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parlando.” Each voice part is assigned three to four star names. For 30 measures, they are 

to “repeat ad lib.,” the names of their assigned stars, “independently of the conductor 

(and each other),” on a pianissimo dynamic. The chord is E-Mixolydian stacked with 

colorful sixths, sevenths, and ninths. 

 Jackson writes, “The tables are slightly turned in this movement—the choir, with 

its murmured carpet of star names, becomes accompaniment to the cello’s cantilena, 

rather than vice versa.”48 The cello now sings the primary melodic material and 

incorporates elements from earlier in the work. The repeated pitches recall the percussion 

parts in the opening “Intrada.” The cello itself plays a similar line in “Prayer for 

Travelling,” the first movement (m. 73), and beyond. The lilting eighth-note triplets are 

found in measure 223 and elsewhere. The alternating stepwise patterns are first heard in 

the first cello interlude, measure 23; now they are realized in quintuplet patterns.  

 The stars begin to fall in measure 578. The choir changes to a new set of star 

names, but instead of parlando, Jackson assigns different pitches to each syllable of text. 

The singers are told to, again, “repeat ad lib., independently of the conductor (and each 

other).” Beginning with sopranos and moving down through eight vocal parts, each 

section changes from the repeating parlando to the varied pattern of repeating pitches. 

Each cell of pitches is unique, though there are prominent downward leaps in each cell. 

Every entrance of the new material falls progressively, beginning on E5 in the Sopranos 

to E2 in the Basses. At the end of the section, each singer finishes the bar and holds the 

final pitch. 

                                                        
48 Gabriel Jackson. Email, February 6, 2018. 
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 The crotales make their first appearance in this movement. The brightly sounding 

instrument imitates the stars. Playing in counterpoint to the cello, they play in a short, 

repetitious pattern, divided by five measures of rest until measure 593 where they play 

every bar. They add to the groups of stars now described by the soprano and alto voices. 

 The treble voices in this new section now list constellations rather than individual 

star names. It is an interesting word-painting device. A constellation is a collection of 

stars that form an imaginary picture in the sky. The collection of Sopranos and Altos, 

contrasting with the surrounding parlando material, appears in motet style. Jackson 

writes, “As to the four-part treble [music]—high voices in close position…harks [back] 

to the practice of gimmell, which is my favourite device in Tudor music.”49 

 Jackson refers to gimmell, or gymel, which literally means “twinning.” It is 

related to the English practice of faburden and the contenance angloise style. In one 

expression of gymel, one group of singers would take the melody while another group 

would extemporize a part beneath it, typically in thirds. Gymel might also be a 

composition where the primary melody is moved to a lower voice while the upper voices 

serve as accompaniment. It might also refer to the practice of divisi, a temporarily divided 

section in the choir. Jackson’s version of gymel is most closely related to the two former 

types. The divided women’s voices are supported by the cello, the primary and lowest-

sounding voice. The cello and Soprano 1 play in thirds at times. 

 The gymel is temporary, lasting 15 measures. The rapid parlando and the naming 

of stars returns in the lower voices. Now a solo soprano sings a chant-like line high above 

the murmuring stars in E-Mixolydian. The text comes from the antiphon at first Vespers 

                                                        
49 Ibid. 
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on the Feast of St. James. The choral sopranos speak, “Microscopium. Indus. Leo 

Minor,” and “Monoceros. Indus. Lacerta,” a repetition of their constellation motet. It is a 

final, whispered glance at the distant figures in the sky. 

 The parlando in the lower voices continues until measure 623 when the cello 

plays alone. Fast passagework is divided by a single string harmonic with octave E’s 

surrounding the harmonic. The last cello pitch is a slow tremolo on E2 and an A 

harmonic, both of which slide into the final movement. Jackson writes, “The cello 

glissando at the end is the thread of sound evaporating skyward.”50 

 

Compostela (O quam gloriosum) 
 
 Tomas Luis de Victoria’s O quam gloriosum was published in 1572 in his first 

collection of motets. In 1583, he used his own work in the setting of a parody mass. 

Jackson also parodizes the motet in the seventh and final “station” of To the Field of 

Stars. The commissioning choirs wished to acknowledge the 400th anniversary of 

Victoria’s death in 1611. The connection between the Camino de Santiago, one of 

Spain’s great cultural and spiritual treasures, and Victoria, Spain’s foremost Renaissance 

composer, was clear. 

  The two texts in the movement are not directly related to the Camino or the 

Codex Calixtinus. The first text, the one shared with Victoria, is a Magnificat antiphon 

from second Vespers on the Feast of All Saints. The second text, not found in the original 

motet, is another Magnificat antiphon, this one from second Vespers on the Feast of St. 

James. They extol the saints in heaven and the saving work on St. James on behalf of all 
                                                        
50 Ibid. 
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people. There is a chiastic, or rounded, figure to Jackson’s large-scale textual choices 

across the work. The opening “Intrada” and the final movement share vocabulary and 

themes: 

Intrada Primus ex apostolis, 
Martir lerosolimis, 
Iacobus egregio 
Sacer est martirio. 

First among apostles, 
martyr in Jerusalem 
James is made holy 
by his extraordinary 
martyrdom. 
 

Compostela 
(O quam 
gloriosum) 
 

O lux et decus Hispanie, 
sanctissime Iacobe; 
qui inter apostolos 
primatum tenes,  
primus eorum martirio 
laureatus. 

O light and glory of Spain,  
most holy James, 
who, pre-eminent among the 
apostles, 
was the first to be crowned with 
the laurels of martyrdom. 
 

 

Though there was no obvious connection to the Codex Calixtinus, which played a 

prominent role in the texts of the “Refrains,” Jackson believed these antiphons were 

appropriate for “the final apparition of the Basilica itself,” the arrival of the pilgrim at the 

Cathedral de Santiago de Compostela.51 

 The movement begins in two modes, A-Mixolydian and G-Lydian. Instead of four 

parts, this O quam gloriosum is divided into eight voices. Jackson mirrors the long 

rhythmic figures of Victoria, though he adds staggered entrances, the Scotch snap pattern, 

and layered dynamics from piano to forte. The composer’s familiar glissando leads into a 

phrase of material borrowed directly from the original. Bells on octave D pitches recall 

the opening bars of the work. 

                                                        
51 Ibid. 
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 Jackson has called his work an “elaboration” of Victoria. Indeed, he extends the 

motet with new material, prominently featuring added tones and active rhythmic figures. 

Victoria’s points of imitation are retained. For example, the Tenor 1’s initiate the rising 

fourth, “in quo Christo,” figure (m. 636). All eight voices take up the point, though in 

some instances (Soprano 1, Tenor 2, and Bass 2), the melodic pattern is altered. Jackson’s 

version becomes quite busy in measure 645 with rising eighth-note patterns in six of the 

voices. The Soprano 2’s sing the long-note pattern found in the motet, while the Soprano 

1’s sing a rising counterpoint. The music turns more closely to Victoria 15 bars later in 

measure 651, quoting the original motet note-for-note. 

 Jackson follows this pattern for the balance of the section. He opens the phrase 

with new and decorative material, then closes the phrase with Victoria’s work. The 

termination of the phrase with the older material requires fewer voices, so there is a 

discernable reduction in the choral texture. Jackson never uses the same four voices twice 

(see mm. 631, 643, 651, 663, 672, and 687) in his cadential passages. The aural shift 

from twenty-first century harmony to the sixteenth century is striking. 

 The end of the elaborated motet is grand. Every voice moves in eighth-notes and 

dotted rhythms except for the Soprano 2, who holds the long final note borrowed from 

the motet. The choir crescendos to fortissimo before half the choir drops out, leaving four 

voices in a chord structure identical to Victoria’s. From here, the cello returns and plays a 

lilting theme of triplets. 

 The final section of text is decidedly in the key of D-major. The text is presented 

homophonically, a device fit for a hymn to the saint. Between choral phrases, the cello 

dances on triplet figures. The music temporarily modulates to D-minor in measure 736. 
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The text, “exaudi preces servorum tuorum” (grant the prayers of your servants), is set 

apart for four measures before the return to D-major. 

The crotales return and plays in unison with the glockenspiel (m. 729); it is the 

first entrance of the glockenspiel in the work. They play in unison until measure 740.  

Then, crotales and glockenspiel, both sounding two octaves above their written pitch, 

play successive sevenths, fourths, fifths, and sixths. The linear phrase appears to be 

random, and the effect is that of pealing church bells in a high tessitura. It is a sound 

similar to the altar bell or Sanctus bell played at the height of the Eucharistic liturgy, the 

most holy and joyful moment of the Christian communion service. 

 While the choir sings long and increasingly loud half notes, the cello traverses 

two and half octaves to the final cadence. The rhythm of the percussion slows from 

eighth-notes to quarter-note triplets, quarter-notes, half-note triplets, and finally half 

notes. The choir’s authentic cadence at triple forte dynamic is punctuated by the final 

strike of the bells. The bells are told to ring without dampening.   

 

The Violoncello 
 
 The cello plays a significant role in To the Field of Stars. While the percussion 

instruments are often present, particularly in the “Refrains,” they are typically 

ornamental, relegated to a secondary position in the overall texture. The tolling bells 

conjure images of medieval churches and usher the listener to that earlier age in the 

Codex Calixtinus passages of the “Refrains.” The cello plays a more substantial role. 

Without it, To the Field of Stars would be diminished in scope and weight. 
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Jackson refers to the cello part as a cantilena. It is a song or a melody which is 

sometimes associated with non-liturgical monophony, sometimes the songs of the 

jongleurs in the ninth century, or sometimes the polyphonic songs of the fourteenth and 

fifteenth centuries. Jackson’s label is apt, therefore, because his rendering of the 

instrument fits all of these descriptions. 

 At times the cello part appears to be derived from plainchant. The first 

instrumental interlude, at measure 21, follows the contour and the harmonic style of 

liturgical chant, the first six bars in particular. After that, the cantilena is enlarged by an 

expanded range and faster rhythmic values. Jackson says the cello material is original.52 

He does not use pre-existing chant, though he finds the chant style interesting. Still, the 

first phrase closely resembles the Pange lingua, seen here: 

 

 

 

Example 8: Pange lingua plainchant53 

 

The first four or five notes are quite similar, though in different tonal areas. The rising 

fourth and the arrival on repeated pitches (repeated C’s in the Pange lingua and repeated 

D’s in the cello) also point the listener to the possibility of a chant derivation. Jackson’s 

cello part from measure 21 is illustrated here: 

 

 

                                                        
52 Ibid. 
53 The Liber Usualis (New York: Desclee Company, 1961). 
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Example 9: To the Field of Stars, mm. 21-26, Violoncello54 

 

 Other cello characters include the Halting Theme and the Lilting Theme. The 

Halting Theme, seen below and heard beginning in measure 135, is marked by 

syncopated, interrupting rests, and also dotted rhythms.  

 

Example 10: To the Field of Stars, mm. 135-139, Violoncello55 

 

The style comes across as uneven, unsure, even awkward. It paints a picture of the 

pilgrim stumbling on tree roots or rough patches along the road.  

The Lilting Theme can be heard beginning in 222, shown here: 

 

Example 11: To the Field of Stars, mm. 222-226, Violoncello56 

 

                                                        
54 Transcription by the author, after Jackson, To the Field of Stars (Oxford UP, 2011). 
55 Ibid. 
56 Ibid. 
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In this style, the cello plays in a more legato fashion, often to compound groupings. The 

rhythm, even if it is in an asymmetrical meter, is more regular. The pilgrim seems to be 

more self-assured; thoughts have perhaps turned to home or some moment of levity. 

Jackson also points out that the cello provides practical support beyond the artistic 

and imaginative.57 The commissioning choirs asked for a half-hour piece of music, and 

Jackson wanted to include instruments. The cello allows the choir to rest occasionally, 

and it provides a stable center of pitch, an important factor to consider in a longer, 

otherwise a cappella work. He also finds a special affinity between the choral instrument 

and the cello. The wide range of the cello allows it to play in the middle of the choral 

texture, but it can also play above and below the voices. Jackson refers to the “compass” 

of the instrument, which could mean more than its range and might also include the 

instrument’s unique timbre and the expressive possibilities inherent in the cello. It seems 

to be a natural partner to the choral voices and an appropriate companion to the 

pilgrimage theme. 

 

Conductor’s Considerations 
 
 The conductor will want to carefully consider how to teach the rhythm of To the 

Field of Stars. Choirs may not immediately grasp complex or unfamiliar patterns, and 

they may be unsure of how to sing tied values or rests correctly. In some cases, it might 

be best for the conductor to teach the rhythm in rote fashion, having the choir echo on a 

neutral vowel. The use of text should be introduced thoughtfully. It might be that the 

choir connects to Jackson’s music through an experience with the poetry, but the 
                                                        
57 Gabriel Jackson. Email, February 6, 2018. 
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conductor should be wary of the added complexity inherent in rehearsing on text. The 

variety of colors in the vowel sounds and the intricacy of consonants may perhaps 

obscure rhythmic accuracy in the early stages of music learning. 

 The cello part requires an accomplished player. Jackson asks a great deal of the 

instrument and the player in terms of range, manual dexterity, exacting articulation, and 

expressive technique. The instrumentalist must be able to render complex music 

effortlessly, allowing the cello to soliloquize or support or interject, whatever is called for 

in the score. Realizing this in an artful manner will be challenging for both cellist and 

conductor. 

 The sixth “station” of To the Field of Stars, the “Campus Stellae,” is both 

captivating and exceedingly difficult. The choir will need significant amounts of 

coaching on how to perform the parlando naming of the stars and galaxies. The singers 

might be uncomfortable with the freedom given them by the score. The conductor will 

want to guide the singers not only through the vocal technique but will likely need to 

encourage them to enthusiastically embrace the possibilities of this improvisational style. 

Knowing how to cultivate this independence among the singers will be a primary task of 

the conductor. 
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Chapter Five 

Triptych III: Footsteps 
 
 
 Owain Park is an active practitioner of the choral arts. As a composer, conductor, 

singer, and organist, he has rich insights into not only the breadth of the art form, but the 

possibilities of new paths and new modes of synthesis. Footsteps, one of his longest 

choral works to date, is the result of his immersion in many styles, both old and new, and 

many mediums, both old and new. 

 The work is sung without pause, a continuous musical thought from beginning to 

end. In this way it has the fingerprints of Benjamin Britten, whose music extended the 

English partsong into significant and substantial works for unaccompanied chorus, and 

William Walton, who had a particular penchant for the dramatic. Park also acknowledges 

the influence of other British composers, including Kenneth Leighton, John Tavener, and 

of course, Joby Talbot.58 In the preface of the score, the sections of text are delineated by 

season: Summer, Autumn, Winter, and Spring, though there is no indication of these 

titles in the body of the score.59 

 One distinctive attribute of Footsteps is the composer’s use of text. Park utilizes 

nine different poets and authors in this one work. On the page and to the ear, the words 

flow naturally, almost as if they are spoken by a singular voice. Upon further study, 

however, one finds the texts are quite fragmented. The opening phrase, which carries the 

first section’s prevailing motive and will return at the end of the work, is actually derived 
                                                        
58 Tenebrae (Accessed February 15, 2018, https://tenebrae-choir.com/path-of-
miracles/educational-resources). 
59 I have called the work’s unnamed beginning and concluding material “Prologue” and 
“Epilogue,” respectively. Owen Park, Footsteps (Novello, 2017). 
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from two separate authors. The line, “Sea pearl,” comes from Gertrudis Gomez de 

Avellaneda’s “On Leaving,” which is followed by, “the wanderer’s guiding star,” from 

Emily Brontë’s “The Visionary.” Many of the texts are couplets, some four lines, the 

longest at ten lines. This text, Thomas Hardy’s pessimistic verse from “The Year’s 

Awakening,” takes up 74 measures of music in the “Winter” section, fully 25-percent of 

the entire work. Park returns to Gomez de Avellaneda’s poem five times, the most of all 

the authors represented. 

 

Prologue 
 
 Footsteps is a companion piece to Joby Talbot’s Path of Miracles, and though 

Park is interested in a more humanistic or naturalistic, less religious, pilgrimage it is 

tempting to imagine a physical, Camino-type setting for the opening of his work. Perhaps 

the “sea pearl, the wanderer’s guiding star” has led the pilgrim from Santiago de 

Compostela to the western edge of the continent, the ocean off the Cape of Finisterra. 

Accordingly, Footsteps picks up where Path of Miracles left off. Park writes: 

Footsteps is the result of many months of researching texts to structure a narrative 
that cycles the seasons through the view of the lonely traveller who is constantly 
being moved on before being allowed to settle, finding comfort in the sky and 
stars above.60 
 

Having made the journey to Santiago and to the “end of the earth” at Finisterra, now the 

pilgrim must turn around and walk home. The marking of time and the passage of the 

seasons, accompanying the steps of the pilgrim, are central to Park’s work. 

 

                                                        
60 Owain Park, Footsteps (Novello, 2017). 



Texas Tech University, Jeffery Goolsby, May 2018 
 

70 

Musically, the “sea pearl” emerges from the water, a unison middle C on 

repeating pitches, seen here: 

 

 

 

 
Example 1: Footsteps, mm. 1-3, Alto 161 

 

The monotony of C supports the given tonality, though Park soon introduces the leading 

tone B, F-sharp, C-sharp, and G-sharp, sending the initial tonality into ambiguous 

directions. The Soprano 2 melody in measure 15 lends itself to E-major. Though 

individual phrases may begin and end on C-natural, the tendency towards E is reinforced 

again and again. The section ends on an E-seven chord in measure 31. 

 

Summer 
 
 The “Summer” section begins in bright E-major at measure 32. The treble voices 

sing energetically in asymmetrical and mixed meters. Tenors and basses echo the upper 

voices, beginning and ending in a soft dynamic. The eighth-note figures and uneven 

meter combine to create a wholly new atmosphere. While the “Prologue” was brooding, 

this section begins as the words suggests, rising and replete with praise. 

 The tempo increases, and Park instructs the choir to sing “with life” at measure 

49. The divided soprano and alto voices peel away from each other, each taking the 

phrase one-by-one in imitation. Beneath them, the tenors and basses sing a homophonic 
                                                        
61 Transcription by the author, after Park, Footsteps (Novello, 2017).  
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chant in long rhythmic values. The text has changed and is now more foreboding. The 

use of C-natural and D-natural in the lower voices creates dissonance with the opening 

summer-like theme in E-major. 

 The choral texture thins at measure 82 to solo alto and accompanying tenors and 

basses. One of the secondary ensembles takes up the melody, and the main sopranos sing 

a “siren” song. The allusion to the mythological Sirens who wooed passing sailors with 

their beautiful voices is apt, as the primary text is filled with sailing imagery. 

 Threes play a significant role in this section. The key signature is E-major, a 

major third away from the first section’s C-major tonality. The “Time to leave” section 

(m. 82) is in B-flat-minor, a minor third from E-major. In measure 78, every voice drops 

out except for the Soprano 1 and 2’s, who sing a duet in thirds with a 3/2 time signature 

and triplet rhythm, seen here: 

 

 

 

 

 

Example 2: Footsteps, mm. 77-81, Soprano 1-262 

 

The two sopranos sing the “siren” song in measure 88, again in thirds, to a wordless, 

“ah.” The line collapses, leaving the duet and the unison choral voices to a single pitch, 

and then pivots into the next section. 

 
                                                        
62 Ibid. 
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Autumn 
 
 “Autumn” is slower and more reflective. Perhaps the pilgrim is looking back on 

the frivolity of “Summer” and the perils he has endured thus far. The semi-chorus takes 

over on the text, “There has been no change but I am no longer young.” The line is ironic, 

as the music has most definitely changed. The speaker is more introspective in this 

particular season. 

  Park incorporates a small fugue into this section, beginning in measure 102. Bass 

voices enter first on the four-measure subject, pictured here: 

 

 

 

 
Example 3: Footsteps, mm. 102-105, Bass63 

 

The tonality is ambiguous as accidentals are added each bar. The altos and sopranos 

answer the subject, and then tenors enter in stretto. The mixed and asymmetrical meters 

are written to accommodate the strong stresses in the poetry. Educational materials from 

Tenebrae indicate that Park was influenced by the English composer, William Walton, in 

this section.64 

 An ostinato figure in the optional choruses (m. 114) is then placed on top of the 

fugue theme, though the subject is now altered in key, pitch, and rhythm. The primary 

choir finds a radiant B-major chord in measure 128 before the ostinato returns five bars 

                                                        
63 Ibid. 
64 Tenebrae (Accessed February 15, 2018, https://tenebrae-choir.com/path-of-miracles/ 
educational-resources). 
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later. The ostinato has been raised a half step. The “pilgrim track” is traced by a string of 

major chords moving down by half-steps in the primary choir, though the Tenor 1’s 

subvert the pattern in measures 142-144 with their own patterns of whole-steps and half-

steps.  

 The repeating rhythmic pattern also functions as a pedal. The repeating F-sharp or 

G pitches are embedded in the complete texture. Sometimes the pedal occurs in the top 

voice (m. 156). The use of ostinato and pedal indicate a strong parallel between Park and 

Joby Talbot. 

 Park quotes Path of Miracles specifically in measure 166. The text, “And never as 

yet a tinct65 of spring / Has shown in the Earth’s appareling,” mirrors the anxious opening 

of Talbot’s second movement, “Burgos.” Park copies Talbot’s A-minor tonality with 

added B-flat, and he duplicates the quarter-note triplet rhythm. Park turns Talbot’s 

original A-minor chord into a major-minor-seventh chord in measure 168. This latter 

harmony is heard throughout “Burgos,” only in different spellings. The collapsing of 

dissonant harmonies into unison at measure 172 is also a Talbot-ism.  

  

Winter 
 
 The word painting is thick in the “Winter” section of Footsteps. Short phrases of 

text are fragmented by counterpoint. Beginning with basses in measure 190, voices are 

added imitatively from Bass 1 to Tenor. Sopranos and altos enter in stretto. The melody 

outlines the tritone. The cumulative harmony is indeed biting cold. 

                                                        
65 The adjective “tinct” means colored or tinged. 
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 Following the winter wind, the “leaves one by one are cleared from the night 

sky.” Flowing and expressive melodic lines, leaning towards E-major or A-Lydian, paint 

the blustery wind and the screen of falling leaves. “One by one,” the voices drop out until 

the chiming of midnight at measure 210. Voices from the secondary choruses sing the 

word, “midnight,” on an open D chord while the Altos 2’s and Bass 1’s sing a chromatic 

passage, a wandering line in reference to the moon. 

 The Soprano 1 melody from measure 21 is echoed now in measure 214. The 

earlier example suggests more mediant relationships. That melody featured three 

successive and descending triads: B-major, A-major, and C-major. Now, the melody 

begins and ends on D, and the three triads include A-major, G-minor, and D-major. There 

is also a B-major grouping on a triplet rhythm. The text belongs to this couplet by poet, 

W. S. Graham, and is seen here: 

 
 

 

 

 

 
Example 4: Footsteps, mm. 214-219, Soprano and Alto66 

 

Curiously, the appearance of this text in measure 21 is completely out of context. 

It may be there to pair with the star imagery of the “Prologue,” but it is sung only once by 

one section of voices, the Soprano 1’s. In the first instance, it is a fleeting image. Now in 

the “Winter” section, it is doubled by sopranos and tenors who sing the first part of the 
                                                        
66 Transcription by the author, after Park, Footsteps (Novello, 2017). 
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phrase and altos and basses who sing the second. It is repeated in truncated fashion in the 

Bass 2’s as they descend to the final cadence on a low D2. 

 In measure 221, a solo bass recapitulates the alto solo from measure 83. The 

swaying compound time fits the nautical theme of the text. The full choir picks up the 

melody, and sopranos sing in thirds duets as they did in measure 88. The anxiety of the 

text is painted by the shifting from B-flat to B-natural in the melody. All voices fall to 

silence on a wordless hum. 

 

Spring 
 
 “Spring” begins with another nod to Talbot’s Path of Miracles. Park’s 

homophonic chant of falling and rising minor thirds recalls the second of the two primary 

melodic motives of “Burgos.” The text speaks of loss, and the phrase ends in measure 

243 with a suspension resolving to a minor tonality. Similar cadential motion occurs in 

measure 253, this time ending on the major F-sharp harmony. The Soprano soloist in 

measure 243 counterbalances the choral chant with rising figures. The section helps to 

transition to the true arrival of spring. 

 The rounded form of Footsteps becomes evident here. The B-major melody and 

compound meter are reminiscent of the beginning of the “Summer” section (m. 32). The 

two growing seasons are placed on the outside of the work, and their keys, harmonies, 

and melodies reflect the brightness of their seasons. The middle of the work is dominated 

by more chromaticism and tonal instability. The key signatures of both “Autumn” and 

“Winter” indicate C-major; however, Park exploits the given key signature with flexible, 

sometimes ambiguous, harmonies. Of course, Park also follows the progression of the 



Texas Tech University, Jeffery Goolsby, May 2018 
 

76 

natural seasons, beginning in “Summer,” proceeding through the months of decay and 

cold, then turning back to the warmth of “Spring.” 

 Park’s music in the “Spring” section is overtly confident and steady; both music 

and text suggest the pilgrim is back on track with firm and bold steps. The secondary 

choruses sing on the strong beats with dotted-quarter-note rhythms in measure 262. 

Inside voices continue to sing the step-wise eighth notes. This allows for enough 

variation in the texture to keep the music from sounding like a military march. There are 

also hints of Talbot’s minimalism, namely the use of repeated motives and pulse rhythm. 

 The transition to the final section, beginning in measure 270, features fewer 

voices. The primary choir takes over, and the tonality shifts. A reoccurring F-sharp hints 

at the Lydian mode. The verse from Sir Walter Raleigh is one of the longer passages 

from a single author in the work (six lines). In Raleigh’s original, a poem entitled, “The 

Passionate Man’s Pilgrimage,” the narrator asks for a scallop shell and a staff, both 

accoutrements of the Camino pilgrim. His “bottle of salvation” slakes not only physical 

thirst but spiritual want as well. Park picks up the poem with bottles “fill’d with 

immortality.” It is a vision of heaven. The rubies, diamonds, sapphire, coral, and pearl 

refer to the book of Revelation’s description of the new heaven and new earth. Park 

cleverly uses Raleigh’s image of the pearl bower to pivot back to the sea pearl, 

Avellaneda’s image, the one Park used to open Footsteps.  

 

Epilogue 
 
 Park returns to his first text and his original melodic material. The initial key and 

tempo also return. Now the texture is busier. The “sea pearl” motive is accompanied by 
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staggered entrances in both the primary and the secondary choirs until multiple voices 

pile in on the motive. The Bass 2’s repeat the soprano melody from measure 8, the C-

major scale that lands on B, not quite making it to the octave. Measure 23 is repeated in 

its entirety beginning in measure 288. 

 The descending triads are featured again. They are first heard in measure 290 in 

the Tenor 1 voice, then in the Soprano 1. Here again there are three falling triads: A-

major, G-major, and D-major. The dominant-subdominant-tonic progression in D is a 

departure from the section’s original tonality of C-major. It appears Park’s pilgrim is on 

the move, however, because D-major soon resolves to E. The work ends with a familiar 

mediant relationship, the movement from C- to E-major.  

 The “sea pearl” motive is sung one final time (m. 294), and the choir ends on the 

title word: “footsteps,” a word that evokes movement. The unresolved dominant seventh 

chord suggests the pilgrim’s steps are not quite finished; they are ongoing.  

 

Conductor’s Considerations 
 
 The particular genesis of Footsteps and its flexible scoring lends itself to 

challenges for the choral conductor. There are four options in terms of performing forces, 

all with the primary choir (first performed by Tenebrae) as the foundation. The primary 

choir may perform alone, in which case the choir is to sing the bottom 12 staves, ignoring 

the small notes in their part. When a small mixed ensemble is added to the primary choir, 

each choir sings the staves assigned to them in the score, and the primary choir ignores 

the small notes in their part. When a large mixed chorus sings, the primary choir sings the 
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small notes. When a treble choir sings, the primary choir sings the bottom 12 staves and 

ignores the small notes. Performing the work with four ensembles is also a possibility. 

 The flexible scoring is one of the ingenious aspects of Footsteps and also one of 

the most complicated. Conductors will want to carefully assign parts, making sure every 

part is covered and making sure singers know which notes to sing. If one takes Footsteps 

on tour and performs the work with different types of ensembles, the conductor and 

singers will want to be comfortable with the variables of adjusting to the new 

participating choirs. Invariably, each participating choir’s level of skill and preparation 

will be different. This potential unevenness among the collaborators means the primary 

choir must approach each encounter with the utmost professionalism.    

 The conductor should account for the music’s many technical demands. Excellent 

intonation and thoughtful shaping of musical phrases is required even in the simplest of 

melodic patterns, like the work’s opening and closing “sea pearl” theme. Altered pitches, 

especially, those in modulatory passages, should be carefully considered. Singers are 

asked to use all parts of the vocal range, and many times the melodic line takes the singer 

through multiple vocal registers and across passaggi. The conductor should be prepared 

to lead the choir through these challenging transitions in the voice. Finally, it is the 

conductor’s duty to heed Park’s many instructions in the score. Descriptive words like 

atmospheric, energetico, with life, agitato, reflective, rhythmic but connected, intenso, 

radiant, ritmico, lugubre, measured, mysterioso, flowing, con amore, with calm, with 

majesty, and others must be interpreted and reimagined for each performing ensemble. 
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Chapter Six 
 

New Paths for Twenty-First Century Choral  
Composers and Conductors 

 

 The composers of these works—Joby Talbot, Gabriel Jackson, and Owain Park—

each occupy a singular space in the contemporary choral music world. Though they share 

a nationality and undoubtedly share common influences and traditions, their music speaks 

to their individual interests. From Talbot’s fervent minimalism, to Jackson’s poetic 

rhythm, to Park’s sparse harmonic style, each composer walks his own path. 

 At the same time, Talbot, Jackson, and Park demonstrate common approaches to 

composition that might find special resonance in a postmodern, pluralistic age. Imitating 

great composers and proven techniques of the past, these composers connect audiences to 

time-tested traditions while simultaneously reinterpreting these techniques for a new age. 

Drawing from an array of historic, cultural, and musical styles, these composers connect 

audiences to supposedly disparate soundscapes while creating a unique synthesis of 

richly complex music. Embodying the lived experiences of modern performers and 

audiences, these composers connect human beings one to another through their music and 

perhaps give individuals new insights into their own lives.  

 

Path I: Imitatio 
 

Imitation has long been a model for the education of aspiring composers. In the 

Renaissance, whole genres of mass-settings were built on the foundation of previously-

composed material. Composers might write a parody mass based on their own motet, as 
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did Victoria in his Missa O quam gloriosum, or on a song found in more popular or folk 

contexts, like the many parodies of L’homme arme. Well into the twentieth century, the 

lineage of compositional styles was made plain by the borrowing of materials from the 

past. Of course, this procedure is more complicated and made suspect in the twenty-first 

century with our copyright laws protecting original works and intellectual property.  

Talbot, Jackson, and Park demonstrate that one can still reach into the past, even 

the distant past, of the western European tradition and find resources for modern choral 

composition. Talbot consciously evokes the Medieval soundscape with his use of unison, 

open chordal structures without thirds, and parallel chord progressions in the style of 

organum. Jackson, too, employs chant-like textures, particularly in the interludes for solo 

cello. The layering of voices in Path of Miracles resembles the additive compositional 

techniques of the Medieval era, beginning with a primary voice and building a 

compelling musical structure with each voice operating largely independently. Talbot 

utilizes hocket, pedal points, and ostinato, each borrowed from earlier traditions. 

The six refrains of To the Field of Stars share identical rhythmic patterns. Jackson 

uses isorhythm—a technique most often associated with Guillaume Machaut and Philippe 

de Vitry—when he sets texts from the Codex Calixtinus; there is a deliberate pairing of 

Medieval texts with Medieval compositional practices. The six-fold repetition of the 

refrain throughout the work also brings coherence to the work’s overall form. The 

reoccurrence of the refrain is itself a kind of isorhythm. 
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Jackson also evokes older techniques in the way he describes his work.67 He 

refers to the cello interludes as “cantilena” and the four-part treble motet in “Campus 

Stellae (The Field of Stars)” as “gymel.” Both are terms associated with music in the 

Renaissance. Jackson also prefers to call the sections of To the Field of Stars “stations” 

rather than movements. A station might refer to a specific location or a point of arrival, 

but it also evokes the ancient Christian practice of the Stations of the Cross, which 

originated when pilgrims to Jerusalem would reenact the path Jesus walked from his trial 

to his crucifixion, the Via Dolorosa. Sometimes the Stations of the Cross are called the 

Way of the Cross, a neat parallel to the Camino de Santiago, the Way of St. James. 

Finally, Jackson’s “elaboration” of the motet O quam gloriosum is a prolonged 

homage to the Renaissance Spanish composer, Tomás Luis de Victoria. The unfolding of 

Jackson’s “Compostela (O quam gloriosum)” resembles that of a traditional composition 

lesson. He writes original material, music decidedly in his own voice and in a twenty-

first-century harmonic language, then follows this with precise duplication of the master 

composer’s music. The elision of these two styles—not an “arrangement” but an 

“elaboration” of Victoria—is a fascinating study in itself, how modern composers imitate 

the past while making the old material entirely new. 

Given the weight and import of Path of Miracles, one wonders if Joby Talbot 

shouldn’t be included in the list of Holy Minimalists alongside Arvo Pärt, John Tavener, 

and Henryk Górecki, and if Talbot is consciously imitating their style or at least 

borrowing from the ethos that has made these composers and their works so popular. 

With his compositional hand in so many pots, Talbot may not accept the narrowing of his 

                                                        
67 Gabriel Jackson. Email, February 6, 2018. 
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reputation by such a label. He undoubtedly has much to offer in the world of opera, 

ballet, and film music. The older generation of Holy Minimalists wrote widely in many 

different genres and styles early in their careers and were not always comfortable with the 

term. Only later in life, when a more comprehensive assessment of their music could be 

obtained, did these mystic minimalists gain such a designation. Perhaps Talbot is on this 

same trajectory.  

 

Path II: Polystylism 

 The later part of the twentieth century showed a marked interest among 

composers in borrowing and combining musical styles in unique ways. “We live in an 

age of sampling, mashups, remakes, reruns, and retro fashions.”68 This pluralistic, 

eclectic approach can certainly be seen in the works of Talbot, Jackson, and Park. The 

blending of sacred and secular texts ranging from the Bible and the Codex Calixtinus, to 

political figures like John Adams and Sir Walter Raleigh, to traditional poets Walt 

Whitman and Emily Dickinson, to living poets like Robert Dickinson creates an open 

door to performers and audiences from all walks of life. This thoughtful ecumenism is a 

welcome respite in our current polarized political environment.    

 The organic melding of these diverse texts is especially striking in Park’s work. 

His nine poets come from all parts of the globe and from many different time periods. He 

seems to reach deeper into the treasure chest of potential texts by including more female 

writers than the other two composers and by including poems from more diverse 

                                                        
68 Joseph Auner, Music in the Twentieth and Twenty-First Centuries (New York: W.W. 
Norton, 2013), 258. 
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geographies, poems translated from Spanish, Japanese, and Sanskrit. His poets include 

individuals known better for their prose (Brontë) and their geopolitical efforts (Raleigh). 

This array of source material, Park combines into a seamless poetic structure. Simply 

listening to the piece one might assume the text of Footsteps comes from a single author. 

Park’s solicitous way with these texts seems quite original and may be a model for 

contemporary composers hoping to reconcile seemingly dispirit cultures, ideologies, and 

imageries.  

 Musically, Talbot is the boldest and most forthright in his commitment to 

polystylism. He opens and closes Path of Miracles, a work about a Christian pilgrimage, 

with strong references to Asian musical traditions. In the first movement, he employs a 

Taiwanese chant. This opening scene rises out of indeterminacy into the first of seven 

chordal iterations of the Pilgrim’s Hymn. The ascending multi-voiced Bunun chant 

continues to accompany the text from the Codex Calixtinus. In “Santiago,” pitched 

temple bells play in the epilogue. Talbot constantly pairs these Eastern sounds with neo-

Medieval harmonies; the medievalism, of course, is a metaphor for the western European 

musical tradition. His “east meets west” style invites all to the table, a truly global 

conversation.  

Much like Park in his use of texts, Talbot combines these elements organically. 

Contemporary composers may find this instructive. Instead of writing a piece of “world 

music” with perhaps misappropriated styles or musical language, composers may seek to 

blend various genres, styles, texts, or languages in a way that honors all while creating 

something entirely new. The self-conscious estrangement of non-Western choral music, 

folk music from all manner of sources, and popular or commercial music into specialized 
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performing ensembles and separate lines on the “traditional” concert program (i.e. the 

“world music set”) may serve to marginalize these worthy and beautiful choral traditions. 

Talbot and Park in particular seem to invite composers to imagine a better way forward, a 

generous synthesis. 

 

Path III: Embodiment 

 The term “embodiment” simply means living in the human body, experiencing 

life through the senses, embracing the possibilities and the limitations of the bodies we 

have been given. Modern people live in their heads. It takes some effort to return to the 

whole body as a way of interacting in the world. Contemporary choral music may be a 

vehicle to aid in the re-embodiment of our performers and audiences.  

 Jackson’s use of the violoncello in To the Field of Stars is a relevant example. 

The cello is one of the more “embodied” instruments available to us. The player wraps 

herself around the wooden structure, hugging the instrument while drawing the bow 

across its strings. Perhaps the only instrument more “embodied” than the cello is the 

human voice, where sounds emerge from centimeters of vibrating membrane, all hidden 

from sight by the singer’s body. 

 Park’s project of writing a substantial piece of choral music with built-in 

flexibility, one that can be performed by a professional choir of the caliber of Tenebrae 

alongside a children’s chorus of treble voices, perfectly characterizes the embodied, 

community-oriented mission of many contemporary musicians. Wherever and with 

whomever one performs Footsteps, the piece represents its originators’ desire to connect 
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musicians of all ages and skills. Composers would do well to seek out more of these 

opportunities, collaborating with conductors and arts organizations to create similar 

works and also forums in which to celebrate these inclusive gatherings.  

 The texts by Dickinson and Whitman speak of everyday miracles. The miracles 

attributed to St. James are to be honored in their own way, but your average choir 

member or audience goer may have little context in which to appreciate St. James’ saving 

of a boy who hung on the gallows for 26 days. Instead, they will more likely connect to 

Whitman’s imagery of walking along a busy city street, eyeing the night sky, or strolling 

along a beach skirting the edge of the water. In other words, we relate best to things we 

have actually done or with ideas we have actually considered or with ideas that make a 

felt difference in our daily lives. The challenge for composers and conductors is to 

connect singers and audiences with the metaphors and imagery that are less familiar in 

their everyday lives. The opportunity is to create works whose music and texts together 

speak to people in direct and profoundly personal ways. 

 A pilgrimage requires the human body to move from one locale to another, or 

from one state of being to another. Talbot, Jackson, and Park have each tapped into this 

practice and have effectively expressed both its exterior and interior dimensions. Choral 

music composers in the twenty-first century may have the greatest impact when their 

subjects match the lived experiences of their audiences. Even if one has not walked the 

500 km Camino de Santiago, one may aspire to such a journey or may be inspired by 

those who have made the journey. Aspiration and inspiration—tied to embodied 

experiences—seem to be a healthy path forward for our choirs and our communities. 
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Appendix A 
 

Texts & Translations: Path of Miracles69 
 
 
Roncesvalles  
 
Herr Santiagu  
Grot Sanctiagu  
Eultreya esuseya  
Deius aia nos. 
 
 [Codex Calixtinus] 
 
Eodem autore tempore misit Herodes rex manus ut adfligeret quosdam de ecclesia occidit 
autem Iacobum fratrem Iohannis gladio.  
 
En aquel mismo tiempo el rey Herodes echó mano a algunos de la iglesia para 
maltratarles. Y mató a espada a Jacobo, hermano de Juan.  
 
Aldi hartan, Herodes erregea eliz elkarteko batzuei gogor erasotzen hasi zen. Santiago, 
Joanen anaia, ezpataz hilarazi zuen.  
 
Ver ce temps-là, le roi Hérode se mit à persécuter quelques-un de membres de l’Église. Il 
fit mourir par l’épée Jacques, frère de Jean.  
 
Now about that time Herod the king stretched forth his hands to vex certain of the church. 
And he killed James, the brother of John with the sword.  
 
Um dieselbige Zeit legte der König Herodes die Hände an, etliche von der Gemeinde, sie 
zu peinigen. Er tötete aber Jakobus, den Bruder des Johannes, mit dem Schwert. 
 
 [The Book of Acts 12:1] 
 
Before this death the Apostle journeyed,  
preaching the word to unbelievers.  
Returning, unheeded, 
to die in Jerusalem –  
a truth beyond Gospel. 
 
 [Robert Dickinson] 

                                                        
69 Tenebrae (Accessed February 15, 2018, https://tenebrae-choir.com/path-of-
miracles/educational-resources). 
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Jacobus, filius Zebedaei, frate Johannis,   James, son of Zebedee, brother of John,  
Hic Spaniae et occidentalia loca praedicat, at that time preached in Spain and the 

western places. 
 
 [Brevarium apostolorum] 
 
foy el o primeiro que preegou en Galizia He was the first to preach in Galicia. 
 
 [Miragres de Santiago] 
 
Herod rots on a borrowed throne,  
while the saint is translated  
to Heaven and Spain, 
the body taken at night from the tomb,  
 
the stone of the tomb becoming the boat  
that carries him back ad extremis terrarum,  
back to the land that denied him in life.  
 
 [Robert Dickinson] 
 
Huius beatissimi apostolic   The sacred bones of the blessed apostle 
sacra ossa ad Hispanias translata;  taken to Spain 
 
 [Floro] 
 
Et despois que o rrey Erodes    After King Herod killed him in Jerusalem, 
mãdou matar en Iherusalem,  
trouxerõ o corpo del os diçipolos   his disciples took the body by sea to Galicia. 
por mar a Galiza 
 
  [Miragres de Santiago] 
 
From Jerusalem to Finisterre,  
from the heart of the world 
to the end of the land in a boat made of stone,  
without rudder or sail.  
 
Guided by grace to the Galician shore.  
 
 [Robert Dickinson] 
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Abandonnant à la Providence   Abandoning to Providence 
la soin de la sepulture,    the care of the tomb  
 
  [Legenda] 
 
O ajutor omnium seculorum,  
O decus apostollorum,	
O lus clara galicianorum,	
O avocate peregrinorum,  
Jacobe, suplantatur viciorum  
Solve nostrum  
Cathenes delitorum	
E duc a salutum portum.  
 
O judge of all the world, 
O glory of the apostles, 
O clear light of Galicia, 
O defender of pilgrims, 
James, destroyer of sins, 
deliver us from evil and lead us to safe harbour.  
 
 [Codex Calixtinus] 
 
At night on Lebredon  
by Iria Flavia 
the hermit Pelayo 
at prayer and alone  
 
saw in the heavens 
a ring of bright stars  
shining like beacons  
over the plain  
 
and as in Bethlehem 
the Magi were guided  
the hermit was led	
by this holy sign  
 
for this was the time  
given to Spain 
for St. James to be found  
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after eight hundred years  
in Compostella, by the field of stars.  
 
 [Robert Dickinson] 
 
Herr Santiagu 
Grot Sanctiagu 
Eultreya esuseya  
Deius aia nos.  
 
 [Codex Calixtinus] 
 
 
Burgos  
 
Innkeepers cheat us, the English steal, 
The devil waits at the side of the road. 
We trust in words and remnants, prayers and bones.  
 
We know that the world is a lesson 
As the carved apostles in the Puerta Alta 
Dividing the damned and the saved are a lesson. 
We beat our hands against the walls of heaven.  
 
St. Julian of Cuenca, Santa Casilda, pray for us.  
 
Remember the pilgrim robbed in Pamplona,  
Cheated of silver the night his wife died;  
Remember the son of the German pilgrim  
Hanged as a thief at the gates of the town,  
Hanged at the word of an innkeeper’s daughter.  
 
Innkeepers cheat us, the English steal, 
The devil waits at the side of the road. 
We trust in words and remnants, prayers and bones.  
 
Santiago Peregrino:  
 
His arm is in England, his jaw in Italy  
And yet he works wonders.  
 
The widower, the boy on the gallows – 	
He did not fail them. 	
One given a horse on the road by a stranger,  
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One kept alive for twenty-six days, 	
Unhurt on a gallows for twenty-six days.  
 
His jaw is in Italy, yet he speaks.  
The widower robbed in Pamplona:  
Told by the Saint how the thief  	
Fell from the roof of a house to his death.  
His arm is in England, yet the boy,  	
The pilgrim’s son they hanged in Toulouse  
Was borne on the gallows for twenty-six days  
And called to his father: Do not mourn,  	
For all this time the Saint has been with me.  
O beate Jacobe.  
 
Innkeepers cheat us, the English steal.  
We are sick of body, worthy of hell.  
 
The apostles in the Puerta Alta  
Have seen a thousand wonders;  
The stone floor is worn with tears,  
With ecstasies and lamentations.  
We beat our hands against the walls of heaven.  
 
Santiago Peregrino:  
 
The devil waits in a turn in the wind  
In a closing door in an empty room.  
A voice at night, a waking dream.  
 
Traveller, be wary of strangers,  	
Sometimes the Saint takes the form of a pilgrim,  
Sometimes the devil the form of a saint.  
 
Pray to the Saints and the Virgen del Camino,  
To save you as she saved the man from Lyon  
Who was tricked on the road by the deceiver,  
Tricked by the devil in the form of St. James  
And who killed himself from fear of hell;  
 
The devil cried out and claimed his soul.  
Weeping, his companions prayed.  
Saint and Virgin heard the prayer  	
And turned his wound into a scar, 	
From mercy they gave the dead man life.  
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Innkeepers cheat us, the English steal,  	
We are sick of body, worthy of hell.  	
We beat our hands against the walls of heaven  
And are not heard.  	
We pray for miracles and are given stories;  
Bread, and are given stones.  	
We write our sins on parchment  	
To cast upon his shrine  	
In hope they will burn.  
 
We pray to St. Julian of Cuenca,  
To St. Amaro the Pilgrim,  
To Santa Casilda,  	
To San Millan and the Virgin of the Road.  
We pray to Santiago.  
 
We know that the world is a lesson  	
As the carved apostles in the Puerta Alta  
Dividing the damned and the saved are a lesson.  
We pray the watching saints will help us learn.  
 
 [Robert Dickinson] 
 
Ora pro nobis, Jacobe,    Pray for us, James.  
A finibus terrae ad te clamavi.  From the end of the earth I cry to you. 
 
  [Psalm 61] 
 
 
Leon  
 
Li soleus qui en moi luist est mes deduis,  The sun that shines within me is my joy,  
Et Dieus est mon conduis.   and God is my guide. 
 
 [Anonymous] 
 
We have walked  
In Jakobsland:  
 
Over river and sheep track,  
By hospice and hermit’s cave.  
 
We sleep on the earth and dream of the road,  
We wake to the road and we walk.  
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Wind from the hills  
Dry as the road,  
 
Sun overhead,  	
Too bright for the eye.  
 
 [Robert Dickinson] 
 
Li soleus qui en moi luist est mes deduis,  
Et Dieus est mon conduis. 
 
 [Anonymous] 
 
Rumours of grace on the road,  
Of wonders:  
 
The miracles of Villasirga,  
The Virgin in the apple tree.  
 
The Apostle on horseback –  
A journey of days in one night.  
 
God knows we have walked  
In Jakobsland:  
 
Through the Gothic Fields,  
From Castrogeriz to Calzadilla,  
 
Calzadilla to Sahagun,  	
Each day the same road, the same sun.  
 
 [Robert Dickinson] 
 
Quam dilecta tabernacula tua,   How admirable are thy tabernacles, 
Dominum virtutem.    O Lord of Hosts. 
 
 [Psalm 84] 
 
Here is a miracle. 	
That we are here is a miracle.  
 
Here daylight gives an image of  
The heaven promised by His love. 
 
 [Robert Dickinson]  
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Beate, qui habitant in domo tua,Domine;  Blessed are they that dwell in thy house; 
In saecula saeculorum laudabant te.  they will still be praising be.  
 
  [Psalm 84] 
 
We pause, as at the heart of a sun  
That dazzles and does not burn.  
 
 [Robert Dickinson] 
 
 
Santiago  
 
The road climbs through changing land.  
Northern rains fall   
On the deepening green of the slopes of the valley,  
Storms break the summer’s heat; 
At Foncebadon a pass can be lost,   
In one night, to the snow.  
 
The road climbs for days through the highlands of Bierzo,  
to the grassland and rocks  
of the Valcarce valley. 	
White broom and scrub-oak,  
Laburnum and gorse  	
Mark the bare hills  	
Beside the road.  
 
At O Cebreiro, mountains.  	
The road follows the ridgetop  	
By meadows of fern, by fields of rye.  
 
By Fonfria del Camino, by Triacastela.  
Towns are shadows  
The road leaves behind.  
It moves over the slate hills  
Palas do Rei. Potomarin.  
The names are shadows.  
 
Then, from the stream at Lavacolla  
To the foot of Monte de Gozo,  
A morning;  	
From the foot of Monte de Gozo  
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To the summit of Monte de Gozo  
The road climbs,  	
Before the longed-for final descent  
To Santiago.  
 
 [Robert Dickinson] 
 
Herr Santiagu  
Grot Sanctiagu  
Eultreya esuseya  
Deius aia nos.  
 
 [Codex Calixtinus] 
 
Ver redit optatum     Longed-for spring returns,  
Cum gaudio,      with joy,  
Flore decoratum     adorned with shining flowers.  
Purpureo;  
Aves edunt cantus     The birds sing so sweetly,  
Quam dulciter,  
Cantus est amoenus     the woods burst into leaf,   
Totaliter.     there is pleasant song on every side. 
 
 [Carmina Burana] 
 
Jacobo dat parium     The whole world freely  
Omnis mundus gratis     gives thanks to James;  
Ob cuius remedium     through his sacrifice,  
Miles pietatis      he, the warrior of godliness,  
Cunctorum presidium    is a great defence to 
Est ad vota satis.    all through their prayers.   
 
O beate Jacobe     O blessed James,  
Virtus nostra vere     truly our strength,  
Nobis hostes remove     take our enemies from us  
Tuos ac tuere  	 	 	 	 and protect your people,  
Ac devotos adibe     and cause us, your faithful servants,  
Nos tibi placere.    to please you.  	
 
Jacobo propicio 	 	 	 	 James, let us hope for pardon  
Veniam speramus  	 	 	 	 through your favour,  
Et quas ex obsequio     and let us give the worthy praise,  
Merito debemus  	 	 	 	 which we rightfully owe to so 
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Patri tam eximio 	 	 	 	 excellent a father.   
Dignes laudes demus. 
 
 [Codex Calixtinus] 
 
At the Western edge of the world  
We pray for our sins to fall from us  
As chains from the limbs of penitents.  
 
We have walked out of the lives we had  
And will return to nothing, if we live,  
Changed by the journey, face and soul alike.  
 
We have walked out of our lives  	
To come to where the walls of heaven  
Are thin as a curtain, transparent as glass,  
 
Where the Apostle spoke the holy words,  
Where in death he returned, where God is close,  
Where saints and martyrs mark the road.  
 
Santiago, primus ex apostolis,  	
Defender of pilgrims, warrior for truth,  
Take from our backs the burdens of this life,  
 
What we have done, who we have been;  
Take them as fire takes the cloth  	
They cast into the sea at Finisterre.  
 
Holy St. James, great St. James,  
God help us now and evermore.  
 
 [Robert Dickinson] 
  



Texas Tech University, Jeffery Goolsby, May 2018 
 

99 

Appendix B 
 

Texts & Translations: To the Field of Stars70 
 

 
Intrada 
 
Primus ex apostolis    From among apostles, 
Martir Ierosolimis    martyr in Jerusalem 
Iacobus egregio    James is made holy 
Sacer est martirio    by his extraordinary martyrdom. 
 
 
Refrain 
 
Dum pater familias    When God the Father, 
Rex universorum    universal King, 
Donaret provincias    bestowed each apostle authority 
Ius apostolorum    over an earthly province, 
Iacobus Hispanias    James, shining light of virtue, 
Lux illustrat morum.    was chosen to enlighten Spain. 
 
 [Codex Calixtinus] 
 
 
Prayer for Travelling 
 
Life by in my speech, 
Sense in what I say, 
The bloom of cherries on my lips, 
Till I come back again. 
 
The love Christ Jesus gave 
Be filling every heart for me, 
The love Christ Jesus gave 
Filling me for every one. 
 
Traversing corries, traversing forests, 
Traversing valleys long and wild. 
The fair white Mary still uphold me, 
The Shepherd Jesu be my shield, 
 
                                                        
70 Gabriel Jackson, To the Field of Stars, Score (Oxford UP, 2011). 
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The fair white Mary still uphold me, 
The Shepherd Jesu be my shield. 
 
 [Carmina Gadelica, translation by Alexander Carmichael] 
 
 
Refrain 
 
Iacobi Gallecia    Galicia asks for  
Opem rogat piam,    the merciful aid of James, 
Glebe cuius Gloria    his Glory illuminates 
Dat insignem viam,    the earthly road 
Ut precum frequentia    that the crowd may sing 
Cantet melodiam.    songs of praise. 
 
 [Codex Calixtinus] 
 
 
Pilgrims’ Song with History Lesson 
 
Herru Santiagu, 
Got Santiagu, 
E ultreia, e suseia, 
Deus adiuva nos. 
 
 [Codex Calixtinus] 
 
I have always regretted that We could not find time to make a Pilgrimage to Saint Iago de 
Compostella. We were informed, particularly by Mr. Lagoanere, that the Original of this 
Shrine and Temple of St. Iago was that. A certain Shepherd saw a bright Light there in 
the night. Afterwards it was revealed to an Archbishop that St. James was buried there. 
This laid the Foundation of a Church, and they have built an Altar on the Spot where the 
Shepherd saw the Light. In the time of the Moors, the People made a Vow, that if the 
Moors should be driven from this Country, they would give a certain portion of the 
Income of their Lands to Saint James. The Moors were defeated and expelled and it was 
reported and believed, that Saint James was in the Battle and fought with a drawn Sword 
at the head of the Spanish Troops, on Horseback. The People, believing that they owed 
the Victory to the Saint, very cheerfully fulfilled their Vows by Paying the Tribute. 
 
Upon the Supposition that this is the place of the Sepulture of Saint James, there are great 
numbers of Pilgrims, who visit it, every Year, from France, Spain, Italy and other parts of 
Europe, many of them on foot. 
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Saint Iago is called the Capital of Gallicia, because it is the Seat of the Archbishop and 
because Saint James is its Patron. 
 
 [John Adams] 
 
 
Refrain 
 
Iacobo dat parium    The whole of mankind 
Omnis mundus gratis,    freely gives thanks to James, 
Ob cuius remedium    soldier of piety; 
Miles pietatis     through his help 
Cunctorum presidium    he redeems all, answering 
Est ad vota satis.    our prayers. 
 
 [Codex Calixtinus] 
 
 
Walking with God 
 
Oh! for a closer walk with God, 
 A calm and heavenly frame; 
A light to shine upon the road 
 That leads me to the Lamb! 
 
Where is the blessedness I knew 
 When first I saw the Lord? 
Where is the soul-refreshing view 
 Of Jesus and his word? 
 
What peaceful hours I once enjoyed! 
 How sweet their memory still! 
But they have left an aching void, 
 The world can never fill. 
 
Return, O holy Dove, return, 
 Sweet messenger of rest; 
I hate the sins that made thee mourn, 
 And drove three from my breast. 
 
The dearest idol I have known, 
 Whate’er that idol be; 
Help me to tear it from thy throne, 
 And worship only thee. 
So shall my walk be close with God, 
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Calm and serene my frame; 
So purer light shall mark the road 
That leads me to the Lamb. 
 
 [William Cooper] 
 
 
Refrain 
 
Jacobum miraculis    By the miracles 
Que fiunt per illum    that James accomplishes 
Arctis in periculis    in the straights of danger 
Acclamet ad illum,    let whoever hopes 
Quisquis solvi vinculis   to be freed from his bonds 
Sperat propter illum    cry out to him. 
 
 [Codex Calixtinus] 
 
 
Miracles 
 
Why, who makes much of a miracle? 
As to me I know of nothing else but miracles, 
Whether I walk the streets of Manhattan, 
Or dart my sight over the roofs of houses toward the sky, 
Or wade with naked feet along the beach just in the edge of the water, 
Or stand under trees in the woods, 
Or talk by day with any one I love, or sleep in the bed at night with any one I love, 
Or sit at table at dinner with rest, 
Or look at strangers opposite me riding in the car, 
Or watch honey-bees busy around the hive of a summer forenoon, 
Or animals feeding in the fields, 
Or birds, or the wonderfulness of insects in the air, 
Or the wonderfulness of the sundown, or of stars shining so quiet and bright, 
Or the exquisite delicate thin curve of the new moon in spring; 
These with the rest, one and all, are to me miracles, 
The whole referring, yet each distinct and in its place. 
 
 [Walt Whitman] 
 
 
Refrain 
 
O beate Iacobe    O blessed James 
Virtus nostra vere,    truly our strength, 
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Nobis hostes remove    take our enemies from us 
Tuos ac tuere     and protect your people 
Ac devotos adhibe    and enable us your devotees 
Nos tibi placere.    to please you. 
 
 [Codex Calixtinus] 
 
 
Our Journey Had Advanced 
 
Our journey had advanced; 
Our feet were almost come 
To that odd fork in Being’s road, 
Eternity by term. 
 
Our pace took sudden awe, 
Our feet reluctant led. 
Before were cities, but between, 
The forest of the dead. 
 
Retreat was out of hope, 
Behind, a sealed route, 
Eternity’s white flag before, 
And God at every gate. 
 

[Emily Dickinson] 
 

 
Refrain 
 
Iacobo propicio    With James’ favour, 
Veniam speremus    let us hope for forgiveness, 
Et, quas ex obsequio    and give the due praises 
Merito debemus    that we rightly owe 
Patri tam eximio    to so outstanding 
Dignas laudes demus.    a Father. 
 
 [Codex Calixtinus] 
 
 
Campus Stellae (The Field of Stars) 
 
Aldebaran. Gorgonea Tertia. Minelava. Torcularis Septentrionalis. Betelgeuse. 
Hydrobius. Nair Al Saif. Ushakaron. Canopus. Izar. Okul. Vindemiatrix. Decrux. Jabbah. 
Polaris Australis. Wasat. Etamin. Kitalpha. Rotanev. Yed Posterior. Fum al Samakah. 
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Lucida Anseris. Sirius. Zavijava. Elmuthalleth. Kornephoros. Ras Algethi. Terrebellum. 
Al Minliar al Asad. Shurnakabtishashutu. Proxima Centauri. Zuben-al-Akribi. Deneb 
Algedi. Miaplacidus. 
 
Vulpecula. Andromeda. Ursa Minor. Boötes. Tucana. Camelopardalis. Sagitta. 
Delphinus. Reticulum. Eridanus. Perseus. Fornax. Octans. Grus. Norma. Horologium. 
Microscopium. Indus. Leo Minor. Monoceros. Indus. Lacerta. 
 
Iacobe servorum spes et medicina turoum. 
Redd etuis vitam per tempora longa cupitam. 
Ut superum castris iungi mereamur in astris. 

 
James, your servant’s hope and healing, restore to your people 
the life long yearned-for, that we may be found worthy to reach 
the heavenly citadels among the stars. 

 
Zaurak. Sheliak. La Superba. Formalhaut. Yildun. Rigil Kentauris. Kaffaljidhma. Eltrain. 
Wezen. Pulcherrima. Jih. Deneb Kaitos Schemali. 
 
Vega. Okul. Izar. Cor Caroli. Unukalhai. Nashira. Head of Hydra. Birhan Isat. Talith 
Borealis. Menkalinen. Gienar Gunab. Alfecca Meridiana. 
 
 
Compostela (O quam gloriosum) 
 
O quam gloriosum est regnum in quo cum Christo gaudent omnes sancti. Amicti stolis 
albis sequuntur Agnum quocumque ierit. 
 

O how glorious is the kingdom in which all the saints rejoice with Christ. 
Clad in robes of white they follow the Lamb wherever he goes. 
 
[Magnificat Antiphon at Second Vespers, Feast of All Saints] 

 
O lux et decus Hispanie, sanctissime Iacobe; qui inter apostlos primatum tenes, primus 
eorum martirio laureatus. O singular presidium, qui meruisti videre Redemptorum 
nostrum adhuc mortalem in deitate transformatum; exaudi preces servorum tuorum, et 
intercede pro nostra salute omniumque populorum. 
 

O light and glory of Spain, most holy James, who pre-eminent among the 
apostles, was the first to be crowned with the laurels of martyrdom. O singular 
protector, who deservedly saw our Redeemer when, after his mortal life, he was 
made divine, grant the prayers of your servants, and intercede for our salvation, 
and that of all peoples. 
 
[Magnificat Antiphon at Second Vespers, Feast of St. James]  
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Appendix C 
 

Texts & Translations: Footsteps71 
 
 
Sea pearl 
 
  [Gertrudis Gomez de Avellaneda] 
 
The wanderer’s guiding star 
 
 [Emily Brontë] 
  
The stars come nightly to the sky; 
The tidal wave unto the sea. 
 
 [John Burroughs] 
 
They did not dare to tread so soon about,  
Though trembling, in the footsteps of the sun. 
 
 [Elizabeth Barrett Browning] 
 
*** 
 
Summer 	
 
I praise the disk of the rising sun 
 
 [Sanskrit] 
 
Where every bird is bold to go,  
And bees abashless play, 	
The foreigner before he knocks  
Must thrust the tears away. 
 
 [Emily Dickinson] 
 
Time to leave. The eager crew,  
to wrench me from my earth,  
 
                                                        
71 Tenebrae (Accessed February 15, 2018, https://tenebrae-choir.com/path-of-
miracles/educational-resources). 
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hoists sails, and ready winds  
rush from your fiery ground. 
 
  [Gertrudis Gomez de Avellaneda] 
 
 
Autumn 
 
There has been no change  
but I am no longer young.  
Autumn wind blows and	
I am disturbed as before. 
 
 [Princess Shikishi] 
 
How do you know that the pilgrim track  
Along the belting zodiac 	
Swept by the sun in his seeming rounds  
Is traced by now to the Fishes’ bounds  
 
And into the Ram, when weeks of cloud  
Have wrapt the sky in a clammy shroud,  
And never as yet a tinct of spring	
Has shown in the Earth’s apparelling;  

O vespering bird, how do you know,  
How do you know? 
 
[Thomas Hardy] 

 
Fare well, my happy land, my Eden.  
Wherever angry chance may force my path  
your sweet name will soothe my ear. 
 
  [Gertrudis Gomez de Avellaneda] 
 
 
Winter  
 
The wind is cold.  
Leaves one by one  
are cleared from the  
night sky. The moon  
bares the garden. 
 
 [Princess Shikishi] 
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Midnight. I hear the moon  
Light chiming on St Paul’s. 
 
 [W.S. Graham] 
 
Time to leave. The huge sail crackles,  
the anchor lifts, the anxious ship	
cuts the waves and flies in silence. 
 
  [Gertrudis Gomez de Avellaneda] 
 
 
Spring  
 
The cherry blossoms  
have lost their fragrance.  
You should have come  
before the wind. 
 
 [Princess Shikishi] 
 
And when our bottles and all we 	
Are fill’d with immortality, 	
Then the holy paths we’ll travel, 	
Strew’d with rubies thick as gravel,  
Ceilings of diamonds, sapphire floors,  
High walls of coral, and pearl bowers. 
 
 [Sir Walter Raleigh] 
 
***  
 
Sea pearl 
 
  [Gertrudis Gomez de Avellaneda] 
 
The wanderer’s guiding star 
 
 [Emily Brontë] 
 
The stars come nightly to the sky;  
The tidal wave unto the sea. 
 
 [John Burroughs] 
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They did not dare to tread so soon about, 	
Though trembling, in the footsteps of the sun. 
 
 [Elizabeth Barrett Browning] 
 
 


