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Preface to the English Edition

The translation of a text from one language to another always presents cer-
tain challenges. How does the translator interpret phrases for which there are
no direct equivalents between the two languages ? What is the appropriate ba-
lance between “ dynamic equivalency,” that is, translating the original language
into an idiomatic form of the second language, and literal translation ?

For this text, the former principle has generally been employed when the
meaning of the original could be expressed clearly in this way. More literal
translations have been supplied when necessary for accuracy. Thus, certain
terms that may seem a bit atypical appear from time to time, for example such
terms as “embroidery”, “ornamented to”, and “attractive notes”. Such terms
are explained at their first appearances by means of additional notes. When ne-

cessary, additional notes have employed to explain various translation issues.

The French convention of using the third person singular pronoun, “on”, has
been translated generally as “we”, except in the quotes of earlier writers where
the word “one” has been retained intentionally.

The term Pien was retained from Chinese to French in the original edition be-
cause their was no equivalent in the French. The term has also been retained in
the English edition.

Latin terms, most of which are common vocabulary in the context of dis-
course regarding the modes, have been left in the Latin. Occasional typographi-
cal errors in these terms have been corrected without comment.

1am especially grateful for the patience and support offered to me in this pro-
ject by Dom Saulnier and for the assistance of my colleagues, in particular Rev.
Kenneth Krall, SJ and Ben Semple.

Finally, I offer this work in hopes of whatever benefits it may provide for the
continuing work of liturgical renewal in the Church, especially those efforts led
by the monks of Solesmes, and I dedicate this volume to my friends of Le Cheeur
Grégorien de Paris.

Edward Schaefer
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Preface to the French Edition

The question of the Gregorian modes has always generated interest. A simple
glance at a century of bibliography shows mixed and contradictory theories side
by side. Today, however, the processes of internal criticism and comparative
study of the ancient Latin repertoires, joined to the decisive contribution of eth-
nomusicology, permit us to reach a renewed understanding of Gregorian mo-
dality.

However, we must start by asking two fundamental questions: Whar is Gre-
gorian chant ? What is a miode ?

On these bases, the pages that follow would hope to offer a presentation of
the modes that is accessible, while remaining in conformity to the musical truth
of the repertoire. They would hope pedagogically to simplify and to structure the
topic, without ever betraying facts. Is this not a real challenge, facing such a
complex and nuanced reality ?

Part One, Gregorian Modality, is organized into tables that successively clarify
the principal aspects of the problem. Somewhat independent from each other,
these aspects can be studied separately, to a certain extent. This exposé leans ex-
tensively on the works of Dom Jean Claire, even if it specifies and nuances them
on occasion.

At the end of this discourse, the reader will have the necessary kevs to ap-
proach Part Two : The Gregorian Octoechos, where each of the eight modes is stu-
died individually. Canon Jean Jeanneteau (d. 1992 ) must be considered as the
primary inspiration for this second part. His reflections on the ethos of every
mode - so original and so personal ~ are cited here literally.

The pedagogical goal of this work has required us to restrict notes to indis-
pensable bibliographic indications only. The musical illustrations are limited to
the most significant examples, grouped at the end of the work. These examples
have been borrowed from the convenient editions in use rather than the medie-
val manuscripts. However, some melodic corrections have been made when it
was necessary. The reader will also remember that the solfegic terminology used
herein has evolved considerably in its ten centuries of use in the history of
music. In spite of its imperfections in describing the mechanisms of Gregorian
composition, its use was difficult to escape.

May Madame Marie-Noél Colette find here the expression of our heartfelt

gratitude for her cordial and competent advice from which the final edition of
this work benefits.
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Abbreviations used:

Antiphon

Alleluia

Antiphonale monasticum, Solesmes 1934,
Communion

Canticle

Etudes grégoriennes, Solesmes.

Gradual

Graduale triplex, Solesmes 1979.

Hymn

Introit

Offertory

Offertoriale triplex, Solesmes 1985.
Psalterium monasticum, Solesmes 1981.
Responsory

Short Responsory

Revue grégorienne

Tract

Verse

The numbers in brackets [ ] refer to musical examples, grouped
at the end of the work (table p. 108 ).
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Chapter1

HISTORIC AND AESTHETIC POLES

The musical notation ~ square notes or medieval neums - confer on the
Gregorian repertoire an apparent unity that is profoundly different from
reality. Indeed, to leaf through the pages of the Graduale triplex, is to survey
a collection of pieces that were composed over the course of eight centuries
and in many different regions.

The concept of mode was not necessarily the same in all these centuries
or in all these regions. It is, therefore, judicious to point out the principal
stages that led to the Gregorian compositions.

1. CANTILLATION

The first structure which underlies the sacred chant of the Mediterranean
—in a way its birth ~ is the public reading of the Word of God. The sacred
text is chanted, but the musical developments are entirely dictated by and
tied to the declamation. The musical clothing of the words is simple and ru-
dimentary. The reading is no more simply speaking, but it is not yet an ela-
borate chant. It is a cantillation, that is, a universal procedure for transmit-
ting a solemn teaching [1]. This stylization of oratorical delivery is inherited
directly from the liturgy of the Jewish svnagogue.

2. PSALMODY WITHOUT REFRAIN

After having heard the reading, the liturgical assemblyv responds to the
Word of God by singing a Canticle or a Psalm, itself taken from Holy Scrip-
ture. This chant after the reading is an archaic musical form of the Christian
liturgy. Its compositional style is simple, similar to that of cantillation. It can,
however, be ornamented by melismas.

In its primitive form ( 17-2™ centuries ), this chant is reserved to a soloist,
the cantor or psalmist, who would sing successively all the verses of the
Psalm, “d’un trait, " from the first to the last, without any interpolation by
the people. This is called psalmody without refrain or direct psalmody ( psal-
mody in directum ) [2].

The liturgy today has preserved only vestiges of this form of psalmody : the
Canticles of the Easter Vigil, the Tracts of the Sundays of Lent and the Ver-
sicle of Vespers.
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12 MODALITY

3. RESPONSORIAL PSALMODY

Next, this ancient procedure for singing the Psalms is adapted with a
view toward more active participation by the assembly. Beginning at the end
of the fourth century, during the time of Saints Ambrose and Augustine, the
people respond to the soloist by singing a short, easily memorized refrain at
the end of each verse or each strophe of the Psalm. The refrain is sometimes
ornamented with a melisma [3]. However, while this manner of singing the

psalms spreads in the West, the more ancient manner continues to be prac-
ticed.

Today this responsorial psalmody is found in the Responsorial Psalm and
the Gradual of the Mass, and in the Short Responsory ( responsoriumn breve )
and the Great Responsory ( responsorium prolixum ) of the Office.

4. THE ALTERNATION OF THE PSALMODY

With the development of Western monasticism and of the common reci-
tation of the Psalter, the singing of the verses of the psalm are ultimately
confided to the entire monastic community, divided into two choirs. This
change in the “singing personnel” does not represent, formally, a new stage
in compositional development. Indeed, the singing of the verses in alterna-
tion is compatible with both traditional types of psalmody, that is, with or
without refrain.

In the responsorial form, this alternated execution eventually moves the
primitive “respond” to the beginning and the end of the psalm. Thus is born
the antiphon, which little by little gains its own autonomy and sees, from
that point on, its compositional style amplified considerably.

5. THE SCHOLA CANTORUM

In large part, the composition of the Western liturgical repertoire takes
place during the course of the fifth and sixth centuries in the principal cities
of Christianity: Rome, Milan, Lyon, Seville, etc. With the end of the perse-
cutions and the liberation of the Church, the worship becomes public; it un-
dergoes new developments and receives an increased splendor. From this
point on, every moment of the liturgical celebration demands musical ac-
companiment, and the old forms of psalmody by the soloist seem rather ru-
dimentary within the ample architecture of the edifices.

There are groups of professional musicians near this or that basilica, and
they want to combine their talents and place them in the service of the li-
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turgy. Thus is born the schola cantorum. This group is cor.npx.'ised of bo}:h
boys and young men who study the arts of reading and of singing, and who
are often — but not always — destined for the priesthood.

In the course of the fifth and sixth centuries, then, the schola cantorum
develops a new repertoire. It is the schola who composes the chant of the In-
troit to accompany the entrance procession of the celebrant. The schola a1§o
creates the chants needed for new liturgical celebrations ( feasts or special
ceremonies ). |

In addition, the schola also revises the former patterns used by the soloist
for singing the Psalms after the readings, and gives to ther'n a new, much
more elaborate ornamentation, sometimes shortening considerably the ac-
tual text of the psalm in the process. Thus are born the Tract and the Gra-
dual. .

Again, it is the schola cantorum that composes the collection of chants for
Communion. Indeed, up to then and throughout the Mediterranean b?sm,
Communion has been accompanied by a simple singing of the Psalm 33' [4].

The research allows us to confirm that by the time that Gregory | a§-
sumes the Chair of Peter, a great part of the corpus of melodies used in
Rome has already been composed. It is also probable that this end of the
sixth century, within fifty years, marks a terminus ad quem for the elabora-
tion of the repertoire in the other Western cities. However, we are not always
certain about the chronology of these melodies.

Gradually, the influence of the schola is also felt in other parts of the re-
pertoire : Antiphons and Responsories of the Office, and popular chants for
hymns and for the Ordinary of the Mass ( Kyrie, Gloria, etc.).

In all the stages of compositional development, from the psaln?ody of the
soloist up to the learned productions of the schola,'improvizatlon alwa-ys
plays a fundamental role. The structures — text, liturgu.:al form and moda.hty
_ constitutes an imposed framework, but the application of ornamentation,
variable according to the occasion, the time and the place, is left to the ins-
piration of the singers. Only the development of notation, at the end of the

ninth century, freezes definitively this freedom of play between the formu-
las and the ornamentation.

6. THE FRANKISH-ROMAN REMODELING
In the course of the second half of the eighth century, the repertoire of
the Roman liturgy is imported to Gaul, at the request of the Frankish sove-
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reignty, w; : :
wever?’rrigilrtglea?;entlk)on.of r.eplacing the old Gallican chant. In reality, ho-
of confluess s ot tsu, stltutlon. of one for the other, there is instead a kind
and often 1 perer a\l\o repertom_as. The Roman repertoire imposes its text
clothes b Rc})gman Iliaature of 1ts‘ melody, but the Frankish cantors re-
chants. T oma .su stratum wnh‘the ormamentation of the Gallican
Roman,"po wnteh :-IT new repertoire that one might call “Frankish-
Under the e oflt}.; a Ifentu'ry later, b(? baptized as “ Gregorian” chant.
be of Rompr ot < e dranklsh sovereignty, this new chant, reputed to
little by i theic,a 1 preads t.hroughout all of Western Europe, replacing
will rermaiy repertoires. Of many of these repertoires only traces
This . «
century Str:or;lzls;-ri:rzatn }:)verhaul ” duri_ng the second half of the eighth
position, b & res:ntc s t f? Roman tradition in various layers of its com-
ders the e zn o S 1? with an unpz.\ralleled ormnamentation, which ren-
accompani o e.ptlonél masterpiece. In addition, this “overhaul” is
the Easte, Vigﬁl he };); <r)nm(1)tloln of n.ew musical creations (the canticles of
modal frames ot o ot p .ete y revised ) and by the systematization of a
Elaboey oo 1t e pieces ( modal theory and the Octoechos ).
cess of muSicaln;l tbi é:.onte.:xt of the first Carolingian Renaissance, this pro-
mension of e Ci - e1§atlon also makes a large impact in the rhetorical di-
ted by the s chame htext. "Ijhe 2ars bene dicendi or recte loquendi, cultiva-
Frankish-ge o, i o L}mamsts , profou'ndly impacts the aesthetic of the
COmeS 8 vopperl ?n b.mr'e..’l"he association between melody and text be-
the Romay repeno)i/re t10515. it acc_:or.ds a previously unknown reverence in
accentuation (of wand o p;onu.nm_at]on and articulation (of svllables ), to
phrase, A; O e s and of 1nc1se.s) and to the general economy of the
ported by g g ,1 ;wever, the articulation of the text is vigorously sup-
tence are o odal framework: the melodic phrase and the litera -
nstructed together. R

7. iS:SEQUENT MELODIC ALTERATIONS
mt

inCreaSing}if, eilrj:\;;r:};nc:ntury., modifications of the melodic tradition appear

rend to daoear o k1)'11,1scnlpts of Gregorian chant. Certain modal notes

ande by f P ihfatua:-: rep fa\c_ed by other, more attractive notes™ (b byc,

ned with (1o e, possib?lc??- of the Middle Ages with musical studies, conjoi-

1o correet pn o ilities o_ffered by notation, led theorists and copyists
elodies according to their own concepts ( the quality of b
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uine enrichment to the degree that
musical forms. However, when the
t pieces of the repertoire, it consti-
which must then be the

notably ). This process constitutes a gen
it accompanies the development of new
melodic modifications affect the ancien
tutes a veritable alteration of the authentic melody,
object of a work of restoration.
Certain of these variants are yet presen
Gradual, which, therefore, must be read and ci

*

t in the practical editions of the
ted with circumspection’.

* *
ately presents itself as a complex whole,

structured with numerous layers of composition. Each of these successive
strata corresponds to different modal conceptions. The notion of mode that
we are going to retain, therefore, must be sufficiently supple to embrace

them all, without excluding any.

The Gregorian repertoire ultim
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Chapter 11

WHAT IS A MODE?

Before describing the Gregorian modes, we must answer this question,
for it is here that the theories multiply and contradict each other.

After putting together all the evidence and brooding over this “imbro-
glio” for a long time, one current musicologist concludes::

“The notion of mode is not ONE notion, valid for all times and all coun-
tries. It transforms itself over the course of the centuries in such a manner that
one can only define it as a function of the epoch and the place in which one
examines it. The error of nearly all the commentators has been, for ten cen-
turies, [...] to take the concept of mode that they had in their own time and

then research its application to theories or to music that understood it in
completely different ways.

One cannot come out of the inextricable scrub, where theoreticians with

the best of intentions led us astray, wipe the slate clean and take the affair
back to its origins.” *

In the case of the Gregorian repertoire, to wipe the slate clean of theories
and to take the affair back to its origins is to reacquaint ourselves with the
framework of the ancient compositions, that is, an oral tradition and im-
provisation. In so far as this context is lost today, it is from the study of tra-

ditional musics yet living that we will borrow the four principal criteria for
a definition of a mode.’

1. A DEFINED SCALE, WITH ITS STRUCTURE

The scale of the mode is the catalogue from which the degrees of the com-
position are chosen. The structure is the organization of the intervals that
separate the degrees. It is also the strength and the quality proper to each de-
gree.

The scale, with its structure, is a fundamental basis which the composers
inherit and of which they barely have hold’. When we deal with the scale and
with its structure, we can, in one way, speak of an etymological foundation,
of an “etymology” of the composition.

Example: Communion In splendoribus [5].

The melody of this chant goes back to the eighth century. A solfegic rea-
ding of it was only elaborated three centuries later ( mid-eleventh century ).
However, in spite of the anachronism that this represents, we can simplify

WHAT IS A MODE ? 17

the task by designating the degrees of the melody's scale by the names of the

notes:d, f,g aandc. .

Thus, the scale is composed of five degrees:

1(d) 2(f) 3(g) 4(a) 5(c). . |

The distance between any two adjacent degrees is either that of a whole
step, as between 2 and 3 or 3 and 4, or that of a minor third, as between 1
and 2 or 4 and 5. o

At first glance, degree 2 (f) seems endowed with a superior Vlta].l[y to tbat
of the others : the melody arrives on this degree repeatedly, creating a kind
of vibration : splendoribus, ante, genui.

2. A HIERARCHY AMONG THE DEGREES OF THE SCALE . .
The composer chooses from the degrees in the catalogue whlcb consti-
tute the scale, and he arranges them intoa melody. In doing this, }.1e 1mposesf
a specific role or function on each of these degrees. This is the hierarchy o
the degrees of the scale. It is the work of composers. . )
Of course, this hierarchy is determined by a quantltanv? .ordermg. the
strength and frequency of use of each degree in the composition. Ho.\\ ev er,
it must also be understood in a qualitative sense: each degree exercising a
particular function or role in the economy of the piece. .
To study a mode, then, is to examine the proper role of each degre.e of the
scale in the composition. First, we begin by distinguxs'h}ng the. arc};nect}?re;
from the ornamentation. Then we determine the specific quality of each o
the degrees.
Example: Introit Puer [6] '
The scale of the Introit for the Mass of Christmas Day is composed of the
degrees
g a b c d e f
1/2-step 1/2-step
In this scale, ¢, clearly has a particular vitality (unison vibrations ), while
i y i i lines).
b is nearly absent (in the first two - .
The composer creates a foreground by giving architectural roles to the
degrees .
re : Puer, nobis, magni, psalmodic tenor '
do: natus est, datus est, imperium, super humerum, et vocabitur nomen

sol: final cadence on angelus and intermediate cadence on nobis.

Skenovano pro studijni ucely



18 MODALITY

The other degrees have purely ornamental roles: thev are employed as
embroidery or passing notes. Among them a distinguishes itself by prepa-
ring the two intermediate cadences on humerum eius and nomen eius.

The “modal” notes

When a note has a strong architectural role, it is typically called a modal
note. This, however, is a slight misuse of the language. Indeed, all the notes
of the scale, in the functions that the composition attributes to them, contri-
bute to the design and construction of the modal visage of the piece. In a cer-
tain sense, then, they are all “modal”. Of course, the architectural notes stay
more present to the ear, to the degree that the melody emphasizes them ( re-
citations, rhythmic pauses, cadences, etc.). On the other hand, the orna-
mental notes are forgotten more quickly. However, even they exercise a de-
cisive role in the sonorities of the mode. Indeed, it is in hearing the
relationship between the architectural notes and the ornamental notes that
the ear can recognize and identify the architectural degrees. In Gregorian
chant the ornamentation is not optional. The ornamental note might be less
strong (not always ), but without it the composition loses its intelligibility.
The term “ornament”, then, cannot be understood in the same sense that
later music gives this term.

Interaction between the scale and the hierarchy of the degrees

In the course of the analysis of a melody, it is not always easy to distin-
guish whether the importance of a degree comes from the structure of the
scale or from the hierarchy introduced by the composer. For example, in the
preceding example ( Puer), ¢, which is already etymologically strong in the
scale, is also accorded an important function in the composition. Both of
these influences, that is, scalar structure and compositional hierarchy,

contribute to the elaboration of the modal language. Depending on the case, |

the two influences can complement each other, reinforce each other, or,
contrarily, conflict with each other. This phenomenon explains the variety
of modal colors in Gregorian chant. Concretely, it is in comparing the
pieces, one against the other, and in familiarizing ourselves with the whole
of the repertoire that we gain, little by little, competence in this type of
modal analysis.
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3. CHARACTERISTIC MELODIC FORMULAS

A modal composition supposes the use of characteristic melodic formu-
las. The formulas are bound to the processes of composition and of memo-
rization in the oral tradition.

For the listener, the formula constitutes a reference mark that permits
him to identify familiar music immediately, and, therefore, to recognize it
as belonging to the heritage.

For the singer, the melodic formula represents a valuable support in the
process of memorization. For example, an opening formula that uses a cha-
racteristic melodic pattern, permits a sure entry into the sonorities of the
mode. The formulas have also a role in the general economy of the compo-
sition. Certain ones serve as intonations, others as cadences, and others and
important accents, while yet others announce the conclusion. Example: the
Canticles of the Easter Vigil [7].

The composition of these pieces is realized entirely with the aid of for-
mulas, connected to each other by the recitations, which are themselves
more or less developed’. There is a single formula that opens all the canticles
and which is never heard again in the interior of the pieces. This very an-
cient formula goes back to the archaic modality, that is, to the eighth cen-
tury. It permits the listener to embrace without reticence the whole compo-
sition, even if the various developments should bring some novelties. The
other formulas are bound to the verses of the canticles: they play roles of
mediant and termination. The final formula is longer than the others and
contains a long melisma. Not heard anywhere else in the verses, it is char-
ged with the duty of solemnly announcing the conclusion of the canticle.

In a former epoch, certain archaic formulas were each characteristic of a
particular mode, and of that mode alone. But, as the procedures of centoni-
zation progressed, these formulas were gradually integrated into the voca-
bulary of several modes, often losing a part of their specificity .

Inversely, one could also say that the complexification of the language of
modes was, little by little, elaborated by newer formulas, which were out-
growths from single modal categories.

Note: Characteristic formulas are an important criterion for the recogni-
tion of a mode. However, it is a criterion that comes logically after the two
preceding ones. Indeed, these formulas, in general, are formed from melo-
dic patterns that are, in turn, bound to architectural degrees of the compo-
sitional scale and that have, therefore, already been identified as such.
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20 MODALITY

4. MODAL SENTIMENT : ETHOS

In the modal music that is yet a living part of contemporary cultures, we
note that “a modal sentiment ( ethos ) is bound to each notion of mode.” °

This concept appears much more difficult to discern for Gregorian chant
than for oriental music. In the latter, music and ethos are perceived in a
much different, less systematic fashion than in the Western music - at least
in the twentieth century. Nevertheless, it does seem that this notion of
modal sentiment is very much a traditional value in the Occident also.

The idea of a connection between the states of the soul and the diverse
categories of musical discourse is clearly expressed by Plato and the philo-
sophy of Greek antiquity. During the Middle Ages, the passion for exploiting
Greco-Roman heritage, no doubt, explains why this theme returns in force

in the eleventh century under the pen of commentators and the chisel of
sculptors.

Too, the notion of musical ethos is far from being absent in Holy Scrip-
ture and in the works of the Fathers of the Church. Music exercises an in-
fluence on the states of the soul; it can also express them. How could the
music of the Christian liturgy stay a stranger to this phenomenon? Even
more, how could music ~ both contemplative and lively —, charged with the

lyric commentary of Revelation, ignore such an efficacious means of both
influence and expression ?

Of course, the oral tradition has been interrupted, and numerous centu-
ries have gone by since the composition of the Gregorian melodies. The his-
tories of music, thought and religious sentiment have known many evolu-
tions. Even if we cannot claim today to restore the ethos of the Medieval

modes with all its components, the commentaries of the epoch remain full
of the valuable indications.

Let uslook, for example, at two such commentaries that have come down
to us.

Guido d'Arezzo writes in the eleventh century that the diversity of the
modes

“adapts well to the various states of the soul: one is charmed by the bro-
ken lines of deuterus authentic, while another prefers the pleasure of tritus
plagal; one is pleased by the sensuousness of tétrardus authentic, while ano-

ther appreciates the smoothness of the same mode in the plagal, and so
forth.” '
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This exposé offers the benefits of considering both the subjective senti-

ment (of the listener) and the objective foundation (in the musical

construction ). | |
At the beginning of the twelfth century, Jean d’Afflighen (Jean Cotton

offers these reflections: .
“Indeed, in the same way that all mouths do not savor foods in t}?? same
way —one a'ppreciates more thoses things that are alittle strocrilgicf:r };N cll % ax\irc;-
ter —, so too all ears are not delighted by va-
ther prefers thoses that are swee , : 1 ghted by va-
i i . So, the tranquil and solemn marc
rious sounds in the same way. 3o, tf mn march of the frst
i ile the gravity of the second satisfies others ;
mode delights some, while t ) . thers; the aus
indi t leap of the third pleases some, w.
tere and somewhat indignan : others are
i ities of the forth; some are moved b}

attracted by the flattering sonorit \ u

modest ardor of the fifth and by its unexpected desc.ent to thle gln?ls t“:ltlg
i bv the sixth ; certain ones gladly liste
thers are literally brought to tears by .
?ht:l expressive jumps of the seventh;; others love the harmonious and almost
- . » 11
thunderous sonority of the eighth.

Such ideas are voiced again and popularized in the eighteenth ce‘ntury.
We see them under the pen of the Abbot Poisson, as a series of epithets,

3 2,
which he attributes to “ some moderns” but which is probably much older™:

Primus gravis serious

Secundus tristis sad

Tertius nysticus mystical/mysterious
Quartus harmonicus harmonious
Quintus laetus cheerful

Sextus devotus devout

Septimus angelicus angelic

Octavus perfectus perfect.

The complete study of modal sentiment in (}regorian chant rernains t}? bz
done. Tt is beyond the scope of this pedagogical work. Howe;ver, wed avd
concluded the survey of each mode with an example of a well-informe a}:z
personal “ meditation” on its ethos, in every case, extracted from notes that
the Canon Jean Jeanneteau had intended to publish.

Skenovano pro studijni ucely



Chapter I1I

THE ARCHAIC MODES OF CANTILLATION

The Gregorian repertoire finds its first source in the cantillation of the
Word of God, that is, in the public reading of Holy Scripture. The style of
this process of composition is easy enough to recognize.

The constitutive element is a sort of horizontal melodic line on which the
words come to rest, that is, the tone of recitation or of cantillation.

The text materializes in a supple succession of syllables sung on the tone,
while the rhythm of the text animates this structure with its dynamism and
gives birth to different types of musical ornaments.

The dynamism of word accents raises the melody above the tone, while
that of textual punctuation draws the melody lower at the ends of the in-
cises.

In addition, a third dynamism, of the lyric and affective order, inspires
vocalization on a single syllable: the jubilus. This melisma was traditionally
placed on the last syllable of a word situated in the penultimate division of
the text. It has sometimes been preserved in this traditional place of pre-
punctuation, but often it is displaced in order to ornament an important
word.

Example of cantillation : the beginning of the “ Ambrosian” Gloria [8].

In the more ancient cantillations, the scale of the mode is limited to a few
degrees. A single one of these degrees assures the architectural unity of the
composition, while all the others play ornamental roles. Modally, the ar-
chaic cantillation is structured on a single compositional pole: the recita-
tion tone ( or cantillation tone ) and the final are the same tone."”

The Gregorian repertoire has preserved three modal categories for the
most ancient cantillations. We call these the archaic modes or the mother-
modes. As such, they remain only in the oldest lavers of the repertoire: re-

citations and antiphons of the ferial Of