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PREFACE

I have been up to London to get the book I am writing, out of the British Museum.
I have got a lot of it out, and I shall go again presently to get some more; and
when I have got it all, there will be another book . . . So many people were there,
getting out their books. It doesn’t seem to matter everything’s being in books
already: I don’t mind it at all. There are attendants there on purpose to bring it to
you. That is how books are made, and it 1s difficult to think of any other way. I
mean the kind called serious . . .

No doubt the author of any reference book such as the present one could echo the
sentiments of Miss Charity Marcon, in Ivy Compton-Burnett’s Daughters and Sons.
A great deal of my book is indeed got out of others, as the bibliography and references
in the text make clear. What justification is there for this, and what is the purpose of
the book?

In the first place I wished to provide a book of reference both for those coming new
to plainchant and for those needing guidance in the specialist literature. The book
starts with the assumption, reasonable in this secular age, that many things about the
liturgy and its plainchant, even quite basic matters, are unfamiliar to the reader. At
every stage in the encounter with plainchant one comes up against specialist
terminology and concepts which constitute a real obstacle. That is in the nature of the
subject, for ecclesiastical ritual is essentially exclusive, remote from everyday
experience, reserved for specially trained personnel. To start with essentials does not
mean, however, that difficulties have been avoided. I have not, I hope, confused
inexperience with lack of intelligence. The reader will encounter here many complex
problems, both those for which scholars have found solutions and others which
remain obscure. I have also illustrated techniques of research and given examples, not
just of the music in plainchant sources, but also of their make-up, the way they
deploy their material, and their notation.

Those with access to well-equipped libraries will find here sufficient references to
further specialist literature. But I have also tried to make the book self-explanatory,
and well enough illustrated, so that it will be useful also to anyone interested in and
able to read music.

Such a book fulfils a need primarily because of the enormous expansion of
plainchant studies in the last few decades. The last major work of synthesis in the
English language, Apel’s Gregorian Chant, 1s now over thirty years old. It has not, of
course, been my intention to try and replace Apel, let alone the more comprehensive
Einfuhrung in die gregorianischen Melodien by Peter Wagner from before the First
World War, both of which remain indispensable. But much has been explored and
discovered since their day. The best modern survey, the article ‘Plainchant’ by
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Kenneth Levy and John Emerson in The New Grove Dictionary, 1s necessarily brief
(but with an excellent bibliography). The writings of scholars such as the late Bruno
Stiblein—his Schriftbild der einstimmigen Musik and articles in Die Musitk in
Geschichte und Gegenwart—together practically constitute a textbook on chant. But
an up-to-date one-volume work is clearly required.

The compression and omissions entailed in such a work are the least pleasant things
facing an author. For my own undoubted sins of omission I have tried to make
amends in the bibliography, by citing literature to which I could not do justice in the
main text. The bibliography should go some way towards being a reference tool in
itself. In writing the book I tried to take into account literature up to 1990. I take this
opportunity to mention the recent appearance of a new chant bibliography with over
4,200 items by Thomas Kohlhase and Gunther Michael Paucker, in Beitrage zur
Gregoriantk, 9—10 (1990). To one work which appeared when the main text was all
but complete, but whose contents I knew intimately, I have made no reference. 1
acted as co-editor with Richard Crocker of the new edition of The New Oxford History
of Music, 11: The Early Middle Ages to 1300 (Oxford, 1989), and 1t was not always easy
to avoid unconscious borrowing from it. At any rate, that volume now takes its place
beside Wagner, Apel, and Stiblein’s Schriftbild as an essential part of the chant
scholar’s library.

Historical writing about plainchant is a relatively young phenemonon. Prince-
Abbot Martin Gerbert’s De cantu et musica sacra a prima ecclesiae aetate usque ad
praesens tempus of 1774, the ancestor of all musicological writing on plainchant, was
motivated by the desire to stimulate reforms in the church music of his own time.
Knowledge of the past would make men conscious of the malpractices of the present:
‘I desire . . . to lay open to view the astounding abuses in these matters, which in my
opinion are the gravest in the discipline of our church’ (quoted in p. lviii* of Othmar
Wessely’s introduction to the 1968 reprint of Gerbert’s work). The work of the great
restorers of the late nineteenth and early twentieth centuries was imbued with the
spirit of reform, to be achieved, as with Gerbert, through recovery of a former 1deal
state. Work which 1s of incalculable value for musicologists sprang from these
reforming efforts: the series of facsimiles Paléographie musicale, the volumes of Le
Graduel romain, the studies of notational practices made by Dom Eugéne Cardine
and his pupils (I cite here only a few examples from the work of monks of the French
Benedictine monastery of Solesmes). However, the fact that more than musicology
was involved inevitably affected the selection of information and the use to which it
was put. This type of counterpoint between scholars and their material is of course
common to all scholarship. In the case of chant studies the consequences of different
viewpoint and purposes can be appreciated by comparing Cardine’s ‘Vue d’ensemble
sur le chant grégorien’ and Levy and Emerson’s ‘Plainchant’.

The researches of the Benedictine fathers also had a definite practical purpose: the
provision of model, definitive chant-books for use in the Roman Church. Consequently,
their work was concerned with those chants sung in the Roman liturgy of their own
time, but not with parts of the repertory, such as sequences and tropes, which were no
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longer admitted, though important in the Middle Ages. In recent years mostly lay
scholars have devoted considerable energy to those repertories, and it i1s perhaps not
fanciful to see this partly as a reaction against the bias of earlier chant studies. In my
own case, it led among other things to a decision to transcribe all musical examples
from original sources, rather than rely on modern service-books, slight though the
differences between them may sometimes be.

A great deal of the satisfaction gained from writing a book such as this comes from
sorting out problems in one’s own mind, for, as the renowned author of a monograph
on Lassus succinctly expressed it: ‘Nothing clears up a case so much as stating it to
another person.” Yet even more satisfying has been the ever-increasing wonderment at
the variety and richness of the chant repertory, a delight to anyone working in the
area. I hope that the musical examples, at least, will help further the appreciation of
these treasures.

Like Miss Marcon, I owe a considerable debt to the British Library, but also to the
Anselm Hughes Library of Royal Holloway and Bedford New College, University of
London, where I once taught; to the University of London Library at Senate House,
and more recently to the Universititsbibliothek of Regensburg University, where I
now teach. Many of my musical examples were transcribed from microfilms, work
with which has in many cases been made possible by grants from the Central Research
Fund of the University of London. My principal debt is to the numerous fellow chant
scholars from whom I have learned over the years, many of whom could have written
a better book than this. It is the fate of textbooks to be used for target-practice, as it
were, by better-informed teachers, but I hope my colleagues will find here something
they can set before their students with reasonable confidence. Above all, I hope the
book will straighten the path of those who, like myself a couple of decades ago, are
trying to find their way in an initially foreign, often bewildering, but always
fascinating and rewarding musical world.

I am most grateful to the libraries which kindly supplied photographs for the plates.
Plates 1, 4-6, 8-9, 11-14, and 18 are published by permission of the British Library;
plates 2, 7, and 16 by permission of the Bodleian Library; plate 10 by permission of
the Syndics of Cambridge University Library; plate 15 by permission of the Master
and Fellows of University College, Oxford; and plate 17 by permission of Edinburgh
University Library.

In conclusion I wish to thank those who have played an especially important part in
the production of the book: Malcolm Gerratt, who launched the project and fanned it
along for several years; Bruce Phillips, who brought it into the safe haven of Oxford
University Press, and the staff of OUP, especially Leofranc Holford-Strevens and
Bonnie Blackburn, who did far more for the book than an author has a right to expect
from his copy-editor. Greatest of all is my debt to my wife Ann, without whose
patience and encouragement I should never have reached the end of the long voyage.

D.H.
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NOTE ON MUSIC EXAMPLES

Slurs are used only for notes joined in the same sign in the original notation.

W = oriscus ~ = neume at the semitone step (‘mi-neume’)
w = quilisma Y = apostropha
7o N

s = liquescent note
Pitch-letters follow Guidonian, not modern practice.

vt X

o &
hd

R

5 ;-;--o—"

IF'ABCDEFGabcdefga i «etc.



ABBREVIATIONS

AcM
A M
AH

AM
AMS

AR
AS

B=G
CAO
CCM

CM

CSM
CT
DACL
DMA
EG
EL

EMH
GR

Acta musicologica

Archiv fiir Mustkwissenschaft

Analecta hymnica medii aevi, ed. Guido Maria Dreves, Clemens Blume, and
Henry Marriott Bannister, 55 vols. (Leipzig, 1886—1922); Register, ed. Max
Litolf, 3 vols. (Berne, 1978). Text editions of hymns: 2, 4, 11-12, 14, 16, 19,
22-3, 27, 43, 48, 50-2; of rhymed offices: 5, 13, 17-18, 24-6, 28, 45; of
sequences: 7-10, 34, 37, 39-40, 42, 44, 53-5; of tropes: 47, 49. For individual
volumes see Bibliography

Antiphonale monasticum pro diurnis horis (Tournai, 1934)

René-Jean Hesbert, Antiphonale missarum sextuplex (Brussels, 1935) [Monza,
Basilica S. Giovanni, CIX: ‘Modoetiensis’; Ziirich, Zentralbibliothek, Rheinau 30:
‘Rhenaugiensis’; Brussels, Bibliotheque Royale, 10127-10144: ‘Blandiniensis’;
Paris, Bibliothéque Nationale, lat. 17436: ‘Compendiensis’; Paris, Bibliothéque
Nationale, lat. 12050: ‘Corbiensis’; Paris, Bibliothéque Sainte-Geneviéve, 111:
‘Silvanectensis’]

Antiphonale sacrosanctae Romanae ecclesiae (Rome, 1912)

Antiphonale Sarisburiense: A Reproduction in Facsimile of a Manuscript of the
Thirteenth Century, ed. Walter Howard Frere (London, 1901-24)

Beitrdage zur Gregorianik

Corpus antiphonalium officii, ed. René-Jean Hesbert (Rerum ecclesiasticarum
documenta, Series maior, Fontes, 7-12; Rome, 1963-79). For individual volumes
see Bibliography

Corpus consuetudinum monasticarum, ed. Kassius Hallinger (Siegburg, 1963- ).
For individual volumes see Bibliography

Consuectudines monasticae, ed. Bruno Albers. For individual volumes see
Bibliography

Edmond de Coussemaker, Scriptorum de musica medii aevi novam seriem . . . , 4
vols. (Paris, 1864, 1867, 1869, 1876)

Corpus scriptorum de musica (Rome, 1950- ). For individual volumes see
Bibliography

Corpus troporum (Studia Latina Stockholmiensia; Stockholm, 1975- ). For
individual volumes see Bibliography

Fernand Cabrol, Henri Leclercq, and Henri Marrou (eds.), Dictionnaire d’archéologie
chrétienne et de liturgie, 15 vols. in 30 (Paris, 1907-53)

Divitiae musicae artis, ed. Joseph Smits van Waesberghe (Buren, 1975- ). For
individual volumes see Bibliography

E'tudes grégoriennes

Ephemerides liturgicae

Early Music History

Graduale sacrosanctae Romanae ecclesiae (Rome, 1908)



XXX11

GS

GT

HMT

JAMS
JPMMS
Kmjb

LU
MD
Mf
MGG

MGH
MMMA

MMS

MO
NCE

NG

PalMus

PL

RCG
RG
RIM
RISM

SMH
VGA

Abbreviations

Martin Gerbert, Scriptores ecclesiastici de musica sacra potissimum, 3 vols.
(Sankt-Blasien, 1784) [to be used in conjunction with Bernhard 1989]

Graduale triplex. ed. Marie-Claire Billecocq and Rupert Fischer (Solesmes, 1979)
[Graduale Romanum of 1974 with neumes of Laon 239, Einsiedeln 121, St Gall
359 and 339, etc.]

Hans-Heinrich Eggebrecht (ed.), Handwdérterbuch der musikalischen Terminologie
(Mainz, 1971- )

Journal of the American Musicological Society

FJournal of the Plainsong & Mediaeval Music Society

Kirchenmusikalisches Jahrbuch

Liber responsorialis pro festis 1. classis et communi sanctorum juxta ritum
monasticum (Solesmes, 1894)

Liber usualis missae et officii pro dominicis et festis I. vel Il. classis (Rome, 1921)
Musica disciplina

Die Musikforschung

Friedrich Blume (ed.), Die Musik in Geschichte und Gegenwart: Allgemeine
Enzyklopdadie der Musik, 17 vols. (Kassel, 1949-86)

Monumenta Germaniae historica. For individual volumes see Bibliography
Monumenta monodica medii aevi (Kassel, 1956— ). For individual volumes see
Bibliography

Monumenta musicae sacrae, ed. René-Jean Hesbert. For individual volumes sce
Bibliography

Musical Quarterly

The New Catholic Encyclopedia, 15 vols. (New York, 1967; supplementary vols.
1974, 1979)

Stanley Sadie (ed.), The New Grove Dictionary of Music and Musicians, 20 vols.
(London, 1980)

Paléographie musicale: Les principaux manuscrits de chant grégorien, ambrosicn,
mozarabe, gallican [premier série, deuxiéme série]. For individual volumes sce
Bibliography

Patrologiae cursus completus, series latina, ed. J.-P. Migne, 221 vols. (Paris, 1844-64)
Revue bénédictine

Revue du chant grégorien

Revue grégorienne

Rivista italiana di musicologia

Répertoire international des sources musicales (Munich and Duisburg). For
individual volumes see Bibliography

Studia musicologica Academiae scientiarum Hungaricae

Veroffentlichungen der Gregorianischen Akademie zu Freiburg in der Schweiz
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Plainchant in the Liturgy

I.1. INTRODUCTION

Frere 1906; Fortescue 1917; Miller 1959; Miller, ‘Liturgy’, NCE; Lechner and
Eisenhofer 1961; Gelineau 1962; Righetti 1964; Martimort 1965; La Musique dans la
liturgie, 1971; Cheslyn Jones et al. 1978; Steiner and Levy, ‘Liturgy and Liturgical
Books’, NG; Pfaff 1982; Martimort 1983; Ekenberg 1987; Gottesdienst der Kirche, iii,
1987.

Plainchant is liturgical music, music to be performed during the celebration of a
divine service. The performance of the music is not, generally speaking, an end in
itself but part of a religious ritual. Sometimes music assumes a prominent place within
the performance of the ritual, sometimes a very minor one. Occasionally it has been
cultivated with an exuberance and extravagance that seems to go beyond the needs of
the liturgy; but this is not its normal role. Its function is to add solemnity to Christian
worship. Liturgical texts which are sung, whether chanted on a monotone or to a
highly melismatic melody, are more solemn, inspiring, and impressive, and a more
worthy vehicle for human prayer and praise of God, than spoken words. (For a fuller
discussion of its function see Gelineau 1962, Gottesdienst der Kirche, 111, 1987, and La
musique dans la liturgie, 1971; for the views of early medieval writers see Ekenberg,
1987.)

Practically the whole of the plainchant repertory is music sung with a text. This is
another reason why the music cannot always be discussed as a thing in itself: one has
to see whether, and how, it articulates the texts being sung. Moreover, the texts were
not usually chosen for their musical potential, in the sense of being particularly easy to
sing, or having characteristics which showed to best advantage in musical
performance. The nature of the music chosen for a particular text is determined by a
sense of what was proper, that is appropriate, for the liturgical occasion. This is
shown by the fact that some texts, particularly verses from the Book of Psalms, were
used again and again in the liturgy; and they were sung in different ways according to
what was proper at the particular point in the liturgy where they were being sung.
The liturgical context determined the type of music that was to be sung, just as it had
determined the texts.
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For the most part, in this book I shall not discuss the theological and ritual bases of
liturgical music. I describe the plainchant that has been sung, the state in which it has
come down to us, and the way it was understood, not as ritual but as music. The book
is written by a musician and not a liturgist, much less a theologian. But in order to
understand the function of the music, why it was sung, and why it assumed the forms
it did, the place of music in the liturgical services of the church must also be
described. The first chapter of this book therefore gives a brief account of the liturgy
of which plainchant is a part. In the sections which follow, I try to explain what a
‘liturgy’ is, why it is performed, and what it means; then comes an account of the
yearly cycle within which are organized the services which go to make up the liturgy,
followed by sections on the individual services themselves. This chapter is restricted
to the Roman liturgy, that most widely used—in various forms—in Western Europe.
Later in the book some mention is made of other Western liturgies and their chant,
but, given the space available, discussion of these has inevitably had to be severely
restricted.

Much of what follows describes a sort of ‘norm’ of liturgical practice. But every
church in every age has had its own idiosyncrasies of practice, and 1t 1s difficult to
steer a middle way between over-simplification of the variety that has always existed
and the confusion which may result if too many of the variations are described.
During this century it has become increasingly convenient to refer to the practice laid
down in Vatican books as a standard. The Liber usualis, an amalgam of several official
Roman service-books, which contains a large proportion of the plainchant needed for
mass and the services of the office, is probably the compendium most used for the
study of plainchant today. But in this and other books we see only one among many
possible liturgies, a twentieth-century one, moreover, not a medieval one. From time
to time some attempt will be made to indicate a few of the differences between uses, in
liturgical as in musical matters.

[.2. LITURGY AND WORSHIP
Cheslyn Jones et al. 1978, 1-29.

Liturgy may be defined as the communal forms of worship of the Christian church.
Christians have from the earliest days of the church (‘church’ in the sense of ‘all
Christian people’) gathered together to praise and adore God, to pray to him, thank
him, ask his assistance, and especially to relive in a symbolic way the events of Christ’s
life on earth, most importantly the Last Supper which Christ shared with his
disciples. The liturgy is the more or less formal, organized way in which this is done.
So the study of liturgy (sometimes called ‘liturgiology’) broadly includes the history of
these formal acts of worship and their theological and social (ethical, anthropological)
significance, the texts used, the music, the ceremonial actions, the special clothes
(vestments) worn by those who officiate at the ceremonies, and the nature of the
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buildings in which worship take place (church architecture, internal decoration, and
furniture).

Christians believe that God saved mankind from its natural state of sin through his
son, Jesus Christ, who by his death paid the penalty for man’s sins, and ensured
eternal life for all mankind. In this, Christ was made a sacrifice for mankind. After
Christ had risen to heaven, the Holy Spirit (the third Person, with God the Father
and Christ the Son, of the Holy Trinity) came first to the Apostles, and then to the
whole church, to continue the work of salvation (‘saving’). By meeting together for
worship Christians further the work of the Holy Spirit in a special way, since liturgical
acts of worship bring them into particularly close contact with the events at the root of
their religious beliefs. The acts of worship are an encounter with Christ which renews
the Christian people, unites them with him, and makes them ready to receive God’s
grace (unmerited favour of being saved). As the Constitution on the Sacred Liturgy of
the Second Vatican Council (1963) puts it:

Thus not only when things are read ‘which were written for our instruction’ (Rom.
15: 4), but also when the Church prays or sings or acts, the faith of those taking part is
nourished, and their minds are raised to God so that they may offer him their spiritual
homage and receive his grace more abundantly. (Para. 1. I. 33.)

The most important ritual act within the liturgy is the Eucharist, Holy
Communion, or Lord’s Supper. The word ‘eucharist’ derives from the Greek word
eukharistia, meaning thanksgiving. It refers to the thanks Christ gave at the Last
Supper, and also to the thanks of the church for God’s work of redemption. At the last
meal with his disciples

Jesus took bread, and blessed it, and brake it, and gave it to the disciples, and said, Take,
eat; this 1s my body. And he took the cup, and gave thanks, and gave it to them, saying,
Drink ye all of it; For this is my blood of the new testament, which is shed for many for
the remission of sins. (Matt. 26: 26-8.)

And 1n St Luke’s account, Christ commands the disciples: “T'his do in remembrance
of me’ (Luke 22: 19). It 1s through a re-enactment of this scene, a reliving of the Last
Supper, that Christians come into closest union with God. In the eucharist the
minister, or celebrant (that is the priest who is the chief actor in the ceremony,
administering the bread and wine) is Christ’s representative. But more than this:

Christ is always present . . . in the Sacrifice of Mass not only in the person of his minister
. . . but especially in the eucharistic species . . . he is present when the Church prays and
sings, for he has promised ‘where two or three are gathered together in my name there
am I in the midst of them’ (Matt. 18: 20). (Constitution on the Sacred Liturgy, 1. 1. 7.)

The word ‘eucharist’ is also used to mean the sacred elements, or species, that 1s,
the bread and wine, which Christians eat and drink at the culmination of the service.
The word ‘service’ is used here in its usual liturgical sense of ‘one self-contained communal
act of worship’, so that the ‘service of Holy Communion’ would mean the actual taking
of the eucharist by the Christian congregation, together with all the prayers, readings,
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and music surrounding that act. The service of Compline, to take another example, 1s
likewise made up of a series of prayers, readings, and chants; and so for other services.

The word ‘liturgy’, interestingly, derives from the Greek leitourgia, originally
meaning some gratuitous act of service to the public, such as the giving of money to
pay for a military project, or public entertainment. In the Christian West the word has
been used in several different ways. It can refer to the whole complex of forms of
public worship, in its broadest sense. But it is also used to refer to specific parts of that
whole, such as the part for a particular day (for example, ‘the Good Friday liturgy’),
or the forms used 1n a particular part of the universal church (for example, ‘the
Sarum liturgy’, meaning the forms of worship used at Salisbury cathedral). In the
East, ‘liturgy’ is usually restricted to meaning the Holy Communion service alone, and
some books on ‘the liturgy’ restrict themselves according to the same convention (for
example, Srawley 1947). Partly because of this, I shall use another common term for
the Holy Communion service, the ‘mass’. As the Latin form of the service developed
in the fourth century onwards, it acquired the words of dismissal ‘Ite missa est’ (‘Go,
you are dismissed’), and from this the title for the whole service 1is taken.

As well as the consuming of the bread and wine—the ‘body’ and ‘blood’ of Christ—
praying, singing, and reading sacred texts are important parts of the liturgy. Mass
contains all these things. The other services in the liturgy—usually known as the
canonical hours, office hours, or simply the office—which do not include
communion, are composed almost entirely of praying, singing, and reading. The
reading of sacred texts 1s important for bringing to mind the history of God’s work.
The writings now collected in that part of the Bible known as the Old Testament,
compiled by Jewish teachers before Christ’s ministry on earth, are used beside those
of Christian writers (the Gospels of the four evangelists, the letters of St Paul, etc.),
for Christians believe that the earlier history of Israel contains signs and prefigurations of
later events. Eventually the writings of Christian figures from times much later than
the apostolic age (the first century or so of Christianity) also came to be read at
liturgical services. These were often patristic writings, the writings of the Church
Fathers of the second to sixth centuries (that 1s, roughly to the time of Pope Gregory I
‘the Great’, d. 604).

The sense of divine history to which I have just alluded affects the character and
content of the liturgy according to the time of year. Thus, although the act of
communion does not vary in essentials from one day to the next, the prayers,
readings, and also the texts of the chants vary in accordance with a cycle of
commemorations of the events of the life of Christ and his most important followers.
At the time of year when Christ was born, the texts, and some of the ceremonial
actions, refer to Christ’s birth; similarly for Christ’s death, resurrection, and
ascension into heaven, and the coming of the Holy Spirit. The whole year is full of
special commemorations of this sort. For example, 10 August is traditionally the day
in the year when St Laurence, a deacon of the church at Rome, was martyred by
being roasted on a grid during the persecutions of Valerian in 258. (King Philip II of
Spain, in thanks for a military victory won at Saint-Quentin on 10 August 1557, built
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his great palace, monastery, church, and college of El Escorial, supposedly in the
shape of this (inauthentic) instrument of execution, a striking and macabre example of
the strength of Christian historical symbolism.) In the Middle Ages passages relating
his life and death would have been read during Matins, some of the prayers at mass
would invoke his intercession, and some of the chants would also refer to him. Thus at
mass, the alleluia would probably use the verse Levita Laurentius: ‘The Levite
Laurence has wrought a pious work, who by the sign of the cross enlightened the
blind, and distributed to the poor the riches of the church.’ This short text would also
be used for some chants of the office (sung to different music, as befitting the
particular liturgical function of the chant in question). Not all the texts would have
been special to St Laurence, since he was but one of very many martyrs, though
undoubtedly one of the more important in medieval eyes. The introit at mass uses a
text suitable for almost any saint: Confessio et pulchritudo (from Ps. 96): ‘Glory and
worship are before him: power and honour are in his sanctuary’, and indeed this
introit was used for other saints as well.

The annual cycle of commemorations and symbolic re-enactments is of such
importance that the next section of this book is devoted to it.

The brief indication of the liturgy’s significance sketched above is only one way of
looking at the matter, albeit one suggested by modern scholarship (Crichton in
Cheslyn Jones et al. 1978, Bouyer 1956 and 1962, Vagaggini 1957) and the official
teaching of the Church. The liturgy obviously played different parts in the lives of
different Christians: priest and people, monk and clerk. It meant different things to
different persons at different times and places. Communion, the actual consuming of
the bread and wine, was strikingly rare in the Middle Ages, and later times as well—to
the extent that it might take place only on Easter Day. On other occasions, although
the form of the mass would have been followed, and all the texts and music heard, the
sacred elements would merely have been displayed to those present, the only
communicant being the priest. This sort of variation in practice obviously has
consequences for the music needed during the ceremony (in this case, see Atkinson
1977). Just as striking as the differences in liturgical practice are the differences in
interpretation of the liturgy. In the Middle Ages in particular, numerous allegorical
explanations of the significance of liturgical actions were composed—often of what
were in origin rather simple, functional actions. (See the account of allegorical
interpretations of the mass, and a rapid sketch of the changes in the character of the
ceremony, in Jungmann 1962, Missarum, Pt. I, chs. 9 and 11-14, and Pt. II, ch. 2.)

For example, the influential Amalarius of Metz (d. ¢.853) saw symbolic significance
In every person, text, action, vestment, and property found in the liturgy. I quote
here from Jungmann’s presentation of Amalarius’s summary of the contents of his
Expositio or Eclogae (813—14) of the mass (for an extensive presentation of the much
longer discussion of the mass by Amalarius in his De ecclesiasticis officiis, see
Hardison 1965, Essay II; note, however, the reservations expressed by McKitterick
1977 148 ff.: Amalarius may have occupied a somewhat extreme position). The parts
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of the mass mentioned in this extract represent Christ’s life ‘from the first coming of
the Lord to the time when he hastened to Jerusalem to suffer’:

The Introit represents the choir of the Prophets (who announced the advent of Christ
just as the singers announce the advent of the bishop) . . . , the Kyrie cleison represents
the Prophets at the time of Christ’s coming, Zachary and his son John among them; the
Gloria in excelsis Deo indicates the throng of angels who proclaimed to the shepherds
the joyous tidings of our Lord’s birth (and indeed in this manner, that first one spoke and
the others joined in, just as in the Mass the bishop intones and the whole church joins
in); the first collect represents what our Lord did in His twelfth year . . . ; the Epistle
represents the preaching of John, the Responsorium the readiness of the Apostles when
our Lord called them and they followed Him; the Alleluia their joy of heart when they
heard his promises or saw the miracles He wrought . . . | the Gospel his preaching.
(Jungmann 1962, Missarum, Pt. 1, 118.)

One need not necessarily agree with Hardison’s interpretation of Amalarius—he sees
him as a striking example of the mentality which cultivated liturgical drama—rto
realize that the possible relevance of the ideas in Amalarius’ writings to liturgical texts
(tropes, and dramatic ceremonies) has to be considered. (For another example of the
possible connection between theological/allegorical ideas and liturgical music, see
Schlager 1983, “Trinitas’.)

It 1s not only the theological or allegorical significance of the liturgy that has
consequences for musical matters, but also a great deal of its practical detail. I have
already alluded to the matter of frequency of communion, more precisely the number
of communicants at mass. While this i1s of crucial importance in recent liturgical
history, it has practical consequences for the singing of chants during communion:
how many are required? To take another example, the introit chant, the first of mass,
has at one time, it seems, consisted of the singing of most or all of a psalm, with an
antiphon, then been reduced to a single psalm verse plus antiphon, then on high feasts
been supplemented by numerous trope verses (making, in effect, a chant equivalent in
length to one of the longer psalms). The introit is traditionally a chant sung during the
entrance of the officiant (the priest who administers communion) and his assistants.
Are we to imagine entrance routes of varying length, varying numbers of persons in
the procession, as calling forth these varying forms of introit chant? Some answers to
questions such as these will be found in the course of this book.

For many it is not easy today to gain a sense of the power of the liturgy, its slow
rhythm from day to day, week to week, year to year, its seasons of grief and penitence,
hope and joy. Those who attend church regularly are in a better position than most,
for, albeit on a reduced scale, and interrupted by the numerous activities of the rest of
the week, they may experience the sense of unity with the whole Christian church in
communion, and follow in Bible readings, prayers, and the texts of musical
compositions the annual cycle of Christ’s birth, passion, and resurrection, supported
by the witness of the Old Testament, and uplifted by the ancient lyric texts of the
psalms. Yet, for those with imagination, even the mere perusal of liturgical books can
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awaken a sense of the immensity of the material involved, the majesty of the slow
procession through the psalter, the steady flow of the great responsories, and again,
the colourful juxtaposition of diverse forms and styles in the chants of mass. How
much more strongly, then, must those whose lives were (and are) a continuous
celebration of the liturgy have experienced these things! The reader is urged,
therefore, to try to keep the musical material discussed in these pages in a liturgical
perspective. Beyond that, a day spent attending the services in a monastic community
teaches one more than many books. For while a chant may be discussed and dissected
here as an object of study in itself, it must not be forgotten that it was composed in the
creation of a complete way of life, the performance of the ‘opus Det’, the work of God.

[.3. THE CHURCH YEAR

Frere 1930; McArthur 1953; Pascher 1963; Andrew Hughes 1982; Vogel 1986, 304-14.

For special parts of the year, Hermann Schmidt 1956-7 and Jungmann Festschrift
1959 (Easter), Botte 1932 (Christmas and Epiphany), Willis 1964 (Ember Days).

For information on the saints found in Western kalendars and service-books, there are
numerous volumes, both great (the series Acta sanctorum and Biblioteca sanctorum) and
small (Farmer 1978). The lists in Grotefend 1898 and Dalton and Doble 1941 are also
very useful.

FFor different days of worship in the Christian year, different prayers and lessons are
intoned and different chants are sung. At the beginning of a new year (usually
reckoned to be the start of the Advent season, which looks forward to Christ’s birth),
the whole mighty cycle begins again, repeating the prayers, lessons, and chants of the
previous year. In order to appreciate the rhythm and variety of the huge body of
liturgical material which has come down to us, some sense of the way the church year
1s organized 1s essential.

Although Christian worship is organized in a year’s cycle, weekly units and cycles
are also most important. Sunday, the day in the week when Christ rose from the dead,
was of such significance that much of the liturgy revolves around Sunday services. To
one seeking absolute regularity in adherence to the dates of a 365- (or 366-)day year,
the Christian year is therefore an odd arrangement of fixed and (mostly) variable
dates. It has its own compelling logic, however, attuned to the natural rhythm of the
seasons, the waxing and waning of the moon, the summer and winter solstices, the
week and the day.

Many individual elements within the yearly cycle are organized on an annual basis,
in the sense that the special liturgies of the days in question come round only once in
the year. Even these, however, are not always fixed to an unvarying calendar date.
Some of the days are given to the commemoration of events in the life and ministry of
Christ and his followers, and also to remembering the witness of later Christians,
particularly those martyred during the persecution of the early Church and those who
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carried Christianity into new lands. Holy days which commemorate saints are usually
fixed to particular dates in the year, mostly that when the saint passed to his or her
heavenly reward, or occasionally when the saint’s relics were translated (solemnly
removed) from one place to another. An important, and generally more ancient part
of the yearly cycle, however, is governed by the date of Easter, when Christ rose from
the dead. This date varies from year to year, so that those parts of the Christian vear
which prepare for, and follow on, from Easter are said to be ‘movable’. In fact, the
fixed-date part is governed by the solar cycle, the movable part by the lunar cycle: two
different temporal cycles have to be reconciled.

Even when reference is being made to Christmas and Easter, however, the weekly
unit may still be an organizing factor. Thus services may take place on ‘the Sunday
after’, such and such a date or day. Since the calendar dates of Sundays are not the
same from one year to the next, any day in the Christian year which 1s fixed on a
particular date—such as Christmas Day, 25 December, or a saint’s day—will fall
sometimes on a Sunday and sometimes not, and some recognition of this will often be
found in the liturgy. Another basic layer of liturgical material 1s formed by the weekly
recitation of the office, where a seven-day supply of material 1s simply repeated week
after week.

Hence many items in the liturgy are said to be ‘proper’, used only on one day, or
certain days of the year, or ‘ordinary’, used on every or nearly every day. There 1s in
fact a very large number of intermediate gradations between completely proper and
totally ordinary, and it is impossible to give here more than a vague idea of the main
outlines of the picture. (Andrew Hughes 1982 is a strikingly comprehensive and
serious attempt to account for the patterns of repetitions throughout the year in later
medieval books.) What should be borne in mind is the great variety of the possible
arrangements. Formularies may be proper not simply to single feast-days, but also to
seasons of the year, or to one day in the week (that is, not sung on the other six).
Much office material 1s subject to complex variation of this sort: thus there is a
different hymn for each day of the week for Lauds, but these may be displaced by a
hymn proper to the season at certain times of the year. Particularly during Lent, the
‘triduum’ (the last three days before Easter Sunday), and the Easter season generally
(Easter Sunday to Whit Sunday), many ‘ordinary’ items will disappear or change
place. Music may also contribute to the ‘properness’ of a piece. While the text may
remain the same for a certain period of the year, or even for the whole of it, the
musical setting may vary from occasion to occasion. The best-known instances of this
are the various melodies for some of the ordinary texts of mass, Kyrie, Gloria, Credo,
Sanctus, and Agnus Dei. Some of these, however, were associated with particular
occasions—Christmas, Easter, feasts of the Blessed Virgin Mary—and were to that
extent proper. The usual hymn for Prime, lam lucis ortu sidere, changes its melody
according to season.

Rather few events in Christ’s life are commemorated on unchanging dates: his birth
(Christmas Day) has traditionally been celebrated on 25 December in the Roman
church since the fourth century. (It was the pagan festival of the winter solstice when



3. The Church Year 9

first adopted by the church.) Practically all other fixed days are those of saints, the
Blessed Virgin Mary, and so on. The movable period dependent upon Easter contains
such days as Ash Wednesday (the start of the Lenten fasting period), Palm Sunday
(when Christ entered Jerusalem, the start of the week leading to his crucifixion and
resurrection), Ascension Day (when he was taken up into heaven), and Whit Sunday
(when the Holy Spirit came upon the Apostles). Since every Sunday in the church
year had its own special prayers, lessons, and chants, the Sundays were usually
reckoned in relation to the great feast-days, either those with a fixed date or those
which were movable. Different places, periods, and liturgical books had their own
ways of setting out the material required by this complex arrangement of holy days.

For a correct performance of the liturgy i1t was essential to know the correct
calendar date, the days when Sunday occurred, and, most importantly, when Easter
fell. It became customary in the Middle Ages to compile tables, sometimes known as
‘compotus’ or ‘computus’ tables, which set out this information in ready-reckoner
form. These usually contain code letters and numbers for days and years which assist
in calculating the repetition of calendric cycles over a span of decades or even
centuries. Computus tables are sometimes found bound with liturgical books, and
many liturgical books are provided with a kalendar which sets out the yearly cycle of
saints’ days and other feasts. (The spelling ‘kalendar’ is here employed for the actual
document; ‘calendar’ is reserved for the general notion of a system of fixed dates.)

The calculation of the relationship between the seven-day week and 365- (or 366-)day
year and the date of Easter necessitates a knowledge of the solar cycle (yearly
alternation of summer, with longer days, and winter, with longer nights) and the
lunar cycle (waxing and waning of the moon). The 365-day year, with 366 days every
fourth year, i1s an arrangement promoted by Julius Caesar, hence the term ‘Julian
calendar’. The days of the month were reckoned in Roman use from the Kalendae,
the first day (originally the first day of the new moon), backwards. The time of the full
moon was the /dus, and nine days before that came the time of the quarter moon, the
Nonae. To gain his ‘leap year’, Julius Caesar doubled the sixth before the Kalends of
March, that is, the sixth day before the first day of March, 24 February. Such a year
was also known, therefore, as ‘bissextile’.

The lunar cycle coincides with the solar cycle every nineteen (solar) years: that 1s,
nineteen years after a given new moon another new moon will appear, during which
period 235 lunations will take place. Each of the nineteen years in the cycle (known as
the ‘Metonic’ cycle) was given—in Greek antiquity and therefore in Roman and
medieval times—a ‘golden number’ (Archer 1941, 4). To find the golden number of
any year, the number of the year i1s divided by 19 and 1 is added to the remainder.
Thus for 1990 the golden number i1s (1990/19), + 1 = 14 + 1 = 15.

The Christians also assigned to each day of the year an alphabetical letter from A to
G, in order from 1 January (A) onward. Saint’s days, always fixed to one date in the
year, thus always corresponded to one particular letter. The letters were known as
‘dominical’ or ‘Sunday’ letters, for the relation between the occurrence of Sundays and
the date of the day could be deduced therewith.
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The predominant medieval system of finding the date of Easter was established at
the Council of Nicaea in 325. The date depends first of all on the vernal equinox, then
as now 21 March. Next one has to know which lunar cycle (28 or 29 days, beginning
with a new moon) has its fourteenth day on or after 21 March. Easter falls on the first
Sunday after that fourteenth day. Thus in 1990 the relevant new moon fell on
Monday, 26 March, fourteen days after being Monday 9 April, Easter Sunday thus
falling on 15 April. The earliest possible date for Easter Sunday 1s 22 March and the
latest 25 April.

It would in theory have been possible for the Christians to have adopted a fixed date
for Easter Day, that of the year of Christ’s resurrection. Its occurrence on Sunday
(the day after the Jewish Sabbath), however, and its relationship to the Jewish
Passover (determined in a manner adapted by the Christians for Easter) made of it a
movable feast. The correct calculation of Easter was one of the most important
accomplishments of a medieval priest. It could symbolize the difference between true
and deviant faith, as in the disputation between representatives of Roman and Celtic
practice at the Synod of Whitby in 664 (Bede, trans. Sherley-Price, 186 ff.: the
British used an 84-year cycle, and celebrated Easter on the fourteenth day if that was a
Sunday). It was a vital part of the Carolingian ecclesiastical reforms, as witness
Hrabanus Maurus’ treatise De computo, of 820, revised from previous versions
(possibly of Irish origin).

Not only Easter itself but also the previous and subsequent weeks were associated in
the movable portion of the church year. Before Easter came the penitential season of
Lent, notionally a fast of forty days, corresponding to periods of fasting by Moses,
Elijah, and Christ himself. The actual number of days varied: in fourth-century
Jerusalem there were eight weeks of five-day fasts (Saturday and Sunday were
exempt); in the Eastern churches in the Middle Ages seven such weeks, plus Holy
Saturday (that 1s thirty-six days); in the West six weeks, excluding only Sundays
(thirty-six days). From the seventh century in the West, Ash Wednesday and the
subsequent three days were added, making forty. The forty days were known also as
Quadragesima, and that term was also given to the first Sunday of the period. By
analogy, the previous Sundays became known as Quinquagesima (which 1s indeed
fifty days before Easter), Sexagesima, and Septuagesima. The latter is a term first
encountered in the Gelasian Sacramentary. Although not the start of the Lenten fast
proper, it was marked in the Middle Ages by a change to purple vestments and the
exclusion of the word ‘alleluia’ from all services. The terms Septuagesima, etc., were
suppressed in Roman usage 1n 1969.

After Easter Sunday there are seven weeks, fifty days, until the Sunday of
Pentecost. The important stage on the way is Ascension Day, forty days after Easter.
Pentecost was, like other feasts in the Christian year, originally a Jewish holy day.
The term ‘Pentecost’ (literally ‘fifty days’) at first referred to the whole period, but was
soon restricted to the day itself.

The length of the time preceding Septuagesima, that is the period after Epiphany,
must therefore be adaptable in order to allow for the varying date of Easter. If Easter
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is early, then there may be no more than one Sunday after Epiphany. If it is late, then
up to six will be celebrated. Similarly, the fixed start of Advent will bring to an end
the series of Sundays after Pentecost, whose number varies according to whether
Easter 1s early or late.

From about the ninth century the first Sunday after Pentecost was often given over
to a commemoration of the Holy Trinity. The long series of Sundays through the
summer season of the year might therefore be reckoned as Sundays after Pentecost or
after Trinmity. (From the fourteenth century the Thursday after Trinity was usually
celebrated as the Feast of Corpus Christi, officially instituted by Urban IV 1n 1264.)
Interestingly, the enumeration of these Sundays i1s generally different according to
whether a mass or an office book is involved. In missals and graduals it was customary
to set out a cycle of Sundays after Pentecost (or Trinity), numbered 1 to 23 (24, 25, or
however many were deemed to be necessary by the compiler of the book; the later
Sundays might be omitted). Office books, however, usually tied the Sundays to
specific dates of the calendar, and it was the early Sundays that were omitted if
necessary.

Before the fixed date of Christmas comes the Advent season, which begins with the
Sunday nearest St Andrew’s Day, 30 November. At least four Sundays therefore
precede Christmas. After Christmas, Epiphany on 6 January is celebrated as the day
when Christ was ‘manifested’ to the Gentiles, that is, to the three Magi. It had
additional significance as the day of Christ’s baptism (that was its primary significance
in the East, whence the feast originally came), and of the miracle Christ performed at
the wedding feast at Cana.

At four times in the year special days of fasting and abstinence are observed, the so-
called Ember Days (so called because of the ashes sometimes marked on the head at
this time). Although at first their date was somewhat variable, and only three of them
were observed, by the sixth or seventh century there were four, known often as the
‘quatuor tempora’. They fell on the Wednesday, Friday, and Saturday of four weeks,
after St Lucy (13 December; or, alternatively, during the third week of Advent),
Quadragesima Sunday (that is, during the first week of Lent), Whit Sunday, and the
Exaltation of the Holy Cross (14 September). The liturgy during these days is
somewhat similar to those of Lent.

There are several other days of special observance, which require separate
description in later chapters. Among these are the Rogation Days, the Monday,
Tuesday, and Wednesday before Ascension Day (which is on Thursday). The
preceding Sunday, actually the fifth after Easter, 1s thus known as Rogation Sunday.
On the Rogation Days special prayers of intercession, including the ‘greater Litany’,
are chanted (cf. Latin ‘rogare’: to ask), and processions are held. Processions will be
discussed later, but it may be stated here that Palm Sunday is naturally distinguished
by special processional rites, as befits the day commemorating Christ’s triumphal
entry into Jerusalem. Later in that week, Holy Week, the liturgies of Maundy
Thursday, Good Friday, and Holy Saturday are unique, as well as very ancient in
many respects. Some of the special ceremonies in these days concern the blessing and
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bringing into use of special symbolic objects: candles on the feast of the Purification of
the Blessed Virgin Mary (2 February), penitential ashes on Ash Wednesday, palm
branches on Palm Sunday, the New Fire, paschal candle, and font on Easter Eve.

When no special day occurred, the liturgy of the day reverted to a ferial form. (The
Latin word ‘feria’ actually means ‘feast’; in Latin Christian use it came to mean a day
of worship; it was inevitably most often used when no other obvious designation could
be given to a day, and therefore came to mean ‘non-feast day’. Weekdays from
Monday to Friday are ‘feria 11’ to ‘feria vi’; Saturday is usually ‘Sabbato’ rather than
‘feria vir’, and Sunday, though actually ‘feria 1", is always called ‘Dominica’.) In the
celebration of mass, this meant repeating the formularies of the previous Sunday or
feast-day, with some reduction of solemnity; in the office a regular weekly or ferial set
of services, independent of any feast, was resumed.

Some especially solemn parts of the year, however, had proper formularies
(prayers, lessons, chants, etc.) for each day of the week. These are the days of Lent,
and the week after Easter. It should be said, however, that as time went on there was a
tendency to provide more proper material (that is, prayers, chants, and particularly
lessons special to a particular day); it is not uncommon to find lessons and prayers
assigned to particular days in Advent (Wednesday, Friday, Saturday outside the
Ember Week) and elsewhere in late medieval books.

Tables 1.3.1. and 2 give lists of the two sections of the church year described briefly
so far.

The two components of the church year sketched briefly above—the fixed part
associated with Christmas and the movable part associated with Easter—were joined
by a large number of commemorative days for saints and other holy persons. The
decision as to which saints were to be remembered by special services was to a certain
extent a local one, but all liturgical books have services for days of considerable
antiquity, when the heroes of the early church are honoured. Then there will be
remembered those who brought Christianity to the country, diocese, or area relevant

Table 1.3.1 The Church Year: the fixed part dependent upon Christmas

Ist Sunday in Advent—as near St Andrew (30 Nov.) as possible

2nd Sunday in Advent

Ember Days: Wednesday, Friday, Saturday—in the week after St Lucy (13 Dec.)

3rd Sunday in Advent

4th Sunday in Advent

Vigil of Christmas Day, or Christmas Eve (24 Dec.)

Nativity, or Christmas Day (25 Dec.)

Octave of the Nativity, or Feast of the Circumcision, or New Year’s Day (1 Jan.)

Epiphany (6 Jan.)

Sundays after Epiphany (up to 6 as required)

Ember Days: Wednesday, Friday, Saturday—in the week after Exaltation of the Holy Cross
(14 Sept.)
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Table 1.3.2. The Church year: the movable part dependent on Easter

Septuagesima Sunday (9th before Easter)

Sexagesima Sunday (8th before Easter)
Quinquagesima Sunday (7th before Easter)

Ash Wednesday

Ember Friday

Ember Saturday

Quadragesima Sunday (Ist in Lent, 6th before Easter)
2nd Sunday in Lent (5th before Easter)

3rd Sunday in Lent (4th before Easter)

4th Sunday in Lent (3rd before Easter)

Passion Sunday (5th Sunday in Lent, 2nd before Easter)
Palm Sunday

Maundy Thursday

Good Friday

Holy Saturday

Easter Sunday

Ist Sunday after Easter (Low Sunday)

2nd Sunday after Easter

3rd Sunday after Easter

4th Sunday after Easter

5th Sunday after Easter

Ascension Day (Thursday)

Sunday after Ascension

Pentecost Sunday, or Whit Sunday

Ember Days: Wednesday, Friday, Saturday

Trinity Sunday

Sundays after Pentecost or after Trinity (up to 25 as required)

to where the book is used. Finally, there may be commemorations peculiar to the
particular church for which the book is compiled.

Frere (1930) is an account of how the cycle of sanctoral developed, and it is
instructive to look through the kalendars edited by Wormald (1934, 1939, 1946), for
example, to see the typical intermingling of universal and local commemorations. As
an example I give in Table 1.3.3. in an abbreviated form the entries of the month of
October from the kalendar in an eleventh-century English manuscript, the so-called
‘Portiforium of St Wulstan’, Cambridge, Corpus Christi College 391. (Most of the
text of this manuscript is edited in Anselm Hughes 1958-60, the kalendar in
abbreviated form in Dewick and Frere 1921 and Wormald 1934. A facsimile of the
October page 1s given by Dewick and Frere, pl. I.) To help the reader I have given
the dates 1 to 31 in the first column. These do not appear in the original manuscript.
In the second column (the original first column) appears a series of roman numerals
which indicate when the full moon will appear in particular years of the nineteen-year
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cycle. The golden number for 1 October is 16: in the sixteenth year of the cycle the
full moon will fall on that day. (This information is particularly important, of course,
for the period when Easter may be celebrated.) The next two columns of letters in the
original are not of liturgical significance and are omitted here. Then come the
dominical letters for each date. After that is given the date not in modern but in
Roman fashion, beginning with a large KL for the Kalendae, then the days before
NON (Nonae), before 1D (Idus), and before the Kalendae at the beginning of the
next month.

Many of the saints’ names inscribed for October on this kalendar might be found on
almost any Latin Christian kalendar. Others are more local. I have separated these out
in the lists given after the kalendar in Table 1.3.3.

Some of these feasts are of especial importance. SS Simon and Jude have a Vigil
marked: that is, the previous day will also be marked by liturgical material in their
honour. (Some saints have the further distinction of an Octave, one week later, when
their liturgy will be repeated once more.) On 31 October a Vigil i1s marked for the next
day, 1 November, which i1s All Saints’ Day. Some feasts are marked ‘lc. xi1’ (twelve
lessons) in red ink, to show their special solemnity: the Night Office will be celebrated
with the full number of lessons and reponsories. Among the additions (preceded by an
asterisk) the Translation of St Oswald of Worcester is entered in red ink (indicated by
R in brackets in the table). (This way of indicating specially important feasts is the
origin of the popular expression ‘red-letter day’.)

Table 1.3.3. Kalendar for October: Cambridge, Corpus Christi College 391
* denotes material added in a later hand

A[E]QUAT ET OCTOBER SEMENTIS TEMPORE LIBRAM

I xvi A KLOCT Sanctorum Remigii. Uedasti. Germani. * xi1 le. * Obitus
Leafgaeua mater Godithe.
A B viNoN Sancti Leodegari episcopi.
3 oxui C v
4 i D i1 NON
5 E m
6 x [ 1NonN * Sancte Fidis. virginis et martiris. xi1 le. * Obitus Ladwi
decani.
G non Sancti Marci pape. Marcelli et Apulei.
8 =xviii A viliID * TRANSLATIO SANCTI OSVVALDI ARCHIEPISCOPI. et Sancti
Demetrit martiris. (R)
9 wvii B wvii Sanctorum Dionisii. Rustici. et Eleutherii.
10 C wim Sancti Paulini episcopi.
11 xv D v
12 i E i Sancti Uuilfridi episcopt. * lc. xii
13 F



14
15
16
17
18

19
20
21
22
23
24
25
26
27
28
29
30
31
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Xil G 1 Sancti Calesti pape.
1 A 1DUS * Commemoratio Sanctorum quorum reliquie hic habentur. (R)
B xviiKL NOV
1X C xvi
D =xvkL Sancti Luce cuangeliste et Sancti [usti martyris.
SOL IN SCORPIONEM
xvit  E xm
vi F ximkL
G xn * Ordinatio sancti DVNSTANI archiepiscopi.
xiii A XIKL
i B x
C ixkL * Obitus Henrici episcopi
X1 D v *Sanctorum Crispini et Crispiniani.
E wvikL
xix F w VIGILIA
vin G VKL APOSTOLORUM SYMONIS. ET IUDE.
A
xvi B kL
v C u Sancti Quintini martyris. VIGILIA.

NOX HORAS .XIII. DIES .X.

Notes. The feasts may be classified as follows:

(@)

(i)

(iii)

(iv)

feasts of the Blessed Virgin Mary, Apostles, and other biblical persons: 18 Luke the Evangelist; 28 the Apostles
Simon and Jude

carly martyrs, bishops (usually of Rome, i.c. popes), and Church Fathers: 7 Pope Mark (336), the martyrs
Marcellus and Apuleius; 14 Pope Calixtus I (d. 222)

saints local to North France or England: 1 Remi of Reims, Vedast of Arras, and Germanus of Auxerre; 2 Ledger
of Autun; 9 Denis of Paris and his companions Rusticus and Eleutherius; 10 Paulinus of York (d. 644); 12
Wilfrid of York (¢.633-709); 18 Justus of Beauvais; 31 Quentin of Saint-Quentin

Additions: 1 Obit of Lafgava, mother of Ladv Godiva, benefactress of Worcester and Bishop Wulfstan;
6 Faith, apparently a 3rd-c. martyr; obit of dean Eadwi; 8 Translation of St Oswald of Worcester, carried out by
Waulfstan in 1089; also Demetrius, a 3rd-c. martyr; 15 Feast of the Relies at Worcester, instituted by Wulfstan on
the Octave of St Oswald; 21 Dunstan of Canterbury (909-88); 24 Obit of Bishop Henry (d.1189); 25 the 3rd-c.
Roman martyrs Crispin and Crispinian; one legend has it that they fled persecution to Faversham in Kent

All the indications of twelve lessons for certain feasts are in a later hand.

This kalendar was clearly consulted for some time after its compilation, for it has
received numerous additional entries, all of more or less local significance. These also
are listed after Table 1.3.3. The obits (entries recording the deaths of prominent
persons) are unlikely to be of liturgical moment. Rather the kalendar has been used as
a convenient place to note these secular events.

There is a certain amount of astronomical information on the kalendar, the number
of hours of day and night, the position of the sun in the zodiac. Not all kalendars
include this, especially later medieval examples, but particularly from the thirteenth
century onward kalendars were often much more specific about the degree of
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solemnity of the feast: not simply how many lessons were to be sung, but its grade
according to liturgical dress (for example, whether or not copes were to be worn), the
number of ‘rulers’ (leading singers) for the chotr, and so on. The various possibilities
were subsumed under a series of headings: feast of first class, second class, double,
semi-double, etc., by which were understood all the possible distinctions of ritual at a
particular institution. (Different churches had different systems of grading. For much
useful information on the consultation of later kalendars, see Andrew Hughes 1982.)

Setting out the feasts to be celebrated in a form convenient for quick consultation,
kalendars are often useful for determining the provenance of a manuscript, according
to the local elements they may contain. The indication ‘lc. xi11’ (twelve lessons) shows
that Cambridge, Corpus Christi College 391 was used at a monastic institution, and
its numerous Worcester peculiarities leave its provenance in no doubt. The rest of the
manuscript comprises computus tables, and material for the Benedictine office: a
psalter, hymnal, canticles, collectar, blessings, and a series of offices for saints,
Sundays, and so on. (See I11.6).

A list only of the more important saints’ days, such as might be found in almost any
medieval kalendar, 1s given in Table 1.3.4. Some of these feasts (Margaret,
Katherine, Nicholas, Thomas of Canterbury) became popular only later in the
Middle Ages. (For some later feasts see Pfaff 1970.)

[.4. THEDAILY ROUND
Andrew Hughes 1982.

In the Roman Church a fairly constant daily pattern or succession of services was
established by the eighth century, although certain days of the year differed from the
majority in having special services of an individual character. This generalization
holds good despite the inevitable modifications which occurred as time went on and
the varying preferences of different regions and churches.

The most important service of the day was Mass, which usually took place in the
morning. (The actual time varied from one season of the year to the other, and also, of
course, from place to place. The same is true of all the other daily services.)

The start of the day, from a liturgical point of view, was anciently the evening
before, when the Vespers service took place, notionally at sunset. (This convention
was taken over by early Christians from the Jewish reckoning of time.) It was followed
by Compline, a brief service before the community retired for the night. On Sundays
and important feasts the liturgical day was reckoned to extend further and to include
the next Vespers and Compline service, and this meant that for all the subsequent
ferias Vespers and Compline were not the evening before, so to speak, but at the end
of the day. (Compline had very little proper material, special to one day rather than
another, so its assignment was not a sensitive matter.) If two feast-days fell on
consecutive days, then usually Vespers of the second feast took precedence.
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Table 1.3.4. Saints widely celebrated in the Roman Church

JANUARY

14 FelixM

16 MarcellusP & M

20 Fabian & Sebastian MM

21 AgnesV&M

22 Vincent M

25 Conversion of Paul AP *

28 Octave (Second Feast) of Agnes

FEBRUARY
2 Purification of the BVM
5 Agatha V&M
22 Peter’s Chair (Cathedra) *

MARCH

12 Gregory P

21 Benedict AB *

25 Annunciation of the BVM

APRIL
4 Ambrose EP& D *
23 GeorgeM
MAY
1 Philip & James APP
3 Invention of the Holy Cross *
6 John before the Latin Gate
JUNE
24 John the Baptist
26 John & Paul MM
29 Peter & Paul APP
30 Paul AP

JULY

10 Seven Brothers MM

11 Translation of Benedict AB *
20 Margaret *

22 Mary Magdalene *

25 James AP *

AUGUST
1 Peter’s Chains (Vincula)
3 Invention of Stephen M and companions*

6 Transfiguration *
10 Laurence M
15 Assumption of the BVM
24 Bartholomew AP *

Augustine EP & D *

29 Beheading of John the Baptist *
SEPTEMBER

8 Nativity of the BVM
14 Exaltation of the Holy Cross
21 Matthew AP & EV*
22  Maurice and his companions MM *
29 Michael the Archangel
30 Jerome D *
OCTOBER

9 Denis EP & M and his companions *
18 Luke EV *
28 Simon & Jude APP *
NOVEMBER

1 All Saints *

8 Four Holy Crowned Martyrs
11  Martin EP
22 CeciliaV&M
25 Katherine of Alexandria V & M *
30 Andrew AP
DECEMBER

6 Nicholas EP *
13 Lucy V&M
21 Thomas AP *
26 Stephen M
27 John the Evangelist
28 Holy Innocents
20 Thomas of Canterbury M *
31 Silvester P

* not in the ‘Hadrianum’, the Roman sacramentary sent to Charlemagne in the late 8th c.

AB = Abbot EV = Evangelist
AP = Apostle M = Martyr
BVM = Blessed Virgin Mary P = Pope

D = Doctor V= Virgin

EP = Bishop
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During the night, the Night Office was sung, the longest of the services other than
Mass. The service developed from the early Christian Vigils service, and was known
by that name occasionally up until the eleventh century. Its most common name 1s
Matins, but this name was also used in medieval times for the service at daybreak,
Lauds, and 1s therefore avoided here. Yet again, the name Nocturns is occasionally
found, reflecting the composition of the service as a number of ‘nocturns’.

After Lauds, notionally at daybreak, there followed a succession of Day Hours, or
Little Hours. These were Prime, Terce, Sext, and None (or Nones), which in theory
took place at the first, third, sixth, and ninth hour of the day (beginning, in summer at
least, at our 6 a.m.; the ‘hours’ were shorter, and began later, in winter).

The main mass of the day, often called the magna missa or high mass, usually came
between Terce and Sext on Sundays and feasts, after Sext on ferial days. There were,
however, often other masses of one kind or another (low mass), especially in religious
communities. Medieval monasteries frequently celebrated a morning mass before the
daily meeting in chapter. A daily mass for the dead was also often celebrated. Later in
the Middle Ages, when many important churches had acquired altars and chantries
specially endowed so that mass could be said (not usually sung) at them daily, the
number of masses celebrated was staggeringly large. (Harrison 1963, 56 cites the
Lincoln statutes of 1531, which indicate forty-four masses daily.) Almost all of these
were of little musical significance, said by a single priest throughout. An important
exception to this generalization was the Mass of the Blessed Virgin Mary, which from
the thirteenth century became a weekly celebration, on Saturday, and was often
embellished by the polyphonic setting of some of its chants. Such a mass, often taking
place in a specially built Lady Chapel dedicated to the Virgin, 1s known as a votive
mass. Sometimes a weekly cycle of votive masses was organized, for example: for the
Holy Trinity on Sunday, the Holy Spirit Monday, Angels Tuesday, All Saints
Wednesday, Corpus Christi Thursday, the Holy Cross IFriday, and the Blessed Virgin
Mary on Saturday. So ardent was veneration of the Blessed Virgin in the later Middle
Ages that a complete cycle of Hours of the BVM, parallel with the main cycle, was
often sung or said.

Some monastic observances at other times of the day were in many ways as
formalized as a liturgical service. One such occasion was the daily meeting which
monastic communities held in their chapter-houses. It usually included the reading of
the martyrology, containing accounts of the saints to be commemorated on the day in
question. Several versicles and responses were said, with Paternoster and Kyrie, and
readings might include passages from the Rule of St Benedict, or from the gospels.
After the business matters had been attended to, the meeting ended with a series of
psalms for the dead, recited in the chapter-house or on the way to the church for mass.
Little if anything in the meeting seems to have involved singing.

Among other monastic additions to the office (their description takes more than 100
pages in Tolhurst 1943) may be mentioned:

(1) the Office of the Dead, that is Vespers, the Night Office, and Lauds, said in
parallel with the main or canonical office; from the first word of its first
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antiphon the Vespers service was known as ‘Placebo’, and the Night Office as
‘Dirige’;

(11) a similarly formed Office of All Saints;

(111) the fifteen Gradual Psalms (Pss. 119-33) said privately by each monk seated
ready for the start of the Night Office;

(iv) the Trina Oratio, a threefold devotion performed three times daily, before the
Night Office, before Prime in summer, and before Terce in winter, and after
Compline, whose main constituent was the saying of three groups of
penitential psalms, each group introduced by a prayer (oratio);

(v) the Psalmi Familiares, psalms said after each hour for the royal family.

The exact time of the services depended on their content (shorter days in winter
might mean shorter day services; ferial services were shorter than festal ones), on
whether a period of fasting was in force, and on the other obligations of the
community. The extent to which a monk’s waking hours would be occupied with
religious devotions or services, in church or elsewhere, may be seen from modern
editions of any medieval monastic ‘horarium’ (timetable), for example those of tenth-
and eleventh-century England, in the Regulars Concordia and the statutes of
Lanfranc, respectively, published by Knowles (1963, 714, 448 ff.; Knowles 1969,
217, based on Knowles 1951). Table 1.4.1 shows the usual timetable at eleventh-
century Cluny, the foremost Benedictine monastery of its time. For most days of the
vear, the succession of services followed this order. Several special days, such as the
triduum, the three days preceding Easter Sunday, followed a somewhat different
pattern. On many high feasts a solemn procession was made, most commonly before
mass. An account of the most important of these special days 1s given later. First an
outline of the more usual services 1s presented.

As with the constituent parts of the day, so the contents of each individual service
varied from occasion to occasion, being especially dependent on the solemnity of the
day. In the descriptions of each service in the sections below, as usual in this book,
only a generalized account of ‘normal’ practice is therefore given. (Most of these
services accumulated varied amounts of prefatory material in the form of prayers,
versicles, and responses, but this 1s not described.)

Mass, the most important and complex of the services, 1s described first. Although
it had some elements analogous to features of the office hours, its essential nature and
history resulted in many unique forms. Whereas the office hours are static,
contemplative services, Mass has elaborate opening ceremonies, and the elevated
ritual of the eucharist itself. Its chants are exceptionally varied. The introit and
communion resemble an antiphon with psalm verses simply intoned. The offertory 1s
an elaborate chant with verses in highly ornate musical style. After the opening
rituals, with the Kyrie litany chant, and the extended Gloria hymn, come lessons and
melismatic chants, almost the only moments of repose in a seemingly dramatically
unfolding performance. Two of its important chants, the Sanctus and Agnus Dei, are
actually part of a long and elaborate series of prayers.

The most regular part of the office services, by contrast, was the singing of psalms.



Table 1.4.1. The liturgical horarium at Cluny in the late eleventh century (after

Hunt 1967, 101-3)

Winter

(extra Lenten observances in brackets)

Trina Oratio

last 32 psalms

Night office

4 psalmi familiares

(2 psalms prostrate)

(Procession to Church of Our Lady)

Lauds of All Saints, Lauds of the Dead, extra psalmody

Lauds

extra psalmody

4 psalmi familiares

(2 psalms prostrate)

Prime (at dawn)

4 psalmi familiares

(2 psalms prostrate, 7 penitential psalms)
Litany

4 psalms

Chapter

‘private’ masses
Terce

4 psalmi famihares
(2 psalms prostrate)
Missa matutinalis
Sext

4 psalmi familiares
(2 psalms prostrate)
Litany

Missa maior
midday meal

None

4 psalmi fanuliares
(2 psalms prostrate)
Vespers

4 psalmi familiares
(2 psalms prostrate)

(Procession to Church of Our Lady)
Vespers of All Saints, Vespers of the Dead

evening meal
(Vigils of the Dead)

Compline
Trina Oratio

Summer
Trina Oratio

Night office
2 or 4 psalmi familiares

Lauds
2 or 4 psalmi familiares
Trina Oratio

Prime (at dawn)
2 or 4 psalmi familiares

Litany
7 psalms

Missa matutinalis

Chapter
‘private’ masses

Terce
2 or 4 psalmi familiares

Missa maior

Sext
2 or 4 psalmi familiares

midday meal

None

Vespers

evening meal

Compline
Trina Oratio
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A weekly round of the Office would hear the singing of all 150 psalms, if
uninterrupted by feasts of one kind or another, which would have their own proper
psalms. Most of the first two-thirds of the psalms were sung during the Night Office,
the last third during Vespers. Lauds had the last three psalms, which, since they
begin with the word ‘Laudate’, are supposed to have given the service its name.
Others were used at various hours because of their allusions to particular times of day,
as Ps. 62 at Lauds: ‘O God thou art my God: early will I seek thee’; or Ps. 4 at
Compline, with its ninth verse: ‘I will lay me down in peace, and take my rest . . .’
The rather complex deployment of the psalms across the week’s services is outlined in
both secular and monastic cursus by Andrew Hughes 1982, 52. A simplified outline is
given in Table 1.4.2. When it is stated below that a certain number of psalms are sung
at such and such a service, it should be understood that ‘psalm’ might actually mean
more than one psalm according to the numerical series, if a particularly brief psalm
were involved. Correspondingly, longer psalms might be split into sections.

Table 1.4.2. Psalms allotted to office hours, ferial cursus

Secular cursus:

Night Office: 1-3, 6-20, 26-41, 43-9, 51, 54-61, 63, 65, 67-88, 93—-108
Vespers: 109-16, 119, 121-32, 134-41, 143-7

Prime, Terce, Sext and None: 21-5, 53, 117-18, 120

Lauds: 5, 42, 50, 52, 62, 64, 66, 89, 91-2, 99, 142, 148-50

Compline: 4, 30, 90, 133

Monastic cursus:

Night Office: 20-34, 36-41, 43-9, 51-5, 57-61, 65, 67-74, 76-86, 88, 92—
108

Vespers: 109-16, 128-32, 134-41, 143-7

Prime, Terce, Sext and None: 1-2, 6-19, 118-27

Lauds: 5, 35, 42, 50, 56, 62-4, 66, 75, 87, 89, 91, 117, 142, 148-50

Compline: 4, 90, 133

On the numbering of the psalms in medieval usage, as opposed to the English Authorized Version
of the Bible, see Andrew Hughes 1982, 51, 224-6.

The descriptions below begin with the Night Office, because it is the most
substantial musically, distinguished from the other services by its lessons and
associated great responsories. Next in size, and somewhat similar to each other, are
Vespers and Lauds, while Compline and the so-called Little Hours of Prime, Terce,
Sext, and None are comparatively simple and brief.

All except the four Little Hours contain not only psalms but one or more canticles,
passages from the Old Testament or other sources in the nature of ‘songs’, and sung
exactly like psalms. The best-known examples are the three New Testament canticles
sung towards the close of Vespers, Compline, and Lauds, respectively: the Magnificat
(Luke 2: 46-55, the Song of the Blessed Virgin Mary, when Gabriel announced to
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her that she was to bear Christ), the Nunc Dimittis (Luke 2: 29-32, the Song of
Simeon, when he had seen Christ), and the Benedictus (Luke 1: 68-79, the Song of
Zacharias, when his son John the Baptist was born). Fourteen others were sung on a
weekly basis at Lauds, and one other (varying with the season) was sung in the Night
Office in monastic uses on Sundays and feasts.

All the offices contain at least one responsory. These chants, consisting of respond
and psalm verse, with alternating solo and choral sections, are of two kinds. Those of
the Night Office, the ‘great’ responsories, are elaborate, melismatic chants, among the
chief glories of the chant repertory. The other hours usually have a ‘short’ responsory,
syllabic in style, whose simple character has occasioned the belief that they may
contain vestiges of the most ancient recoverable psalmodic practice. At Vespers on
high feasts it was sometimes the practice to use one of the great responsories. (They
were commonly thus employed also in processions, at least in the later Middle Ages.)

The other musical element in the office services to which attention may be drawn in
advance is the hymn, one of which was generally sung at each of the hours.

The musical genres just mentioned are those that are discussed in separate chapters
later in this book. Naturally, less attention is paid to the numerous versicles and
responses, brief dialogues between priest (or other person) and choir, which are
intoned to simple formulas at many points in the services.

[.5. MASS
Jungmann 1962; Andrew Hughes 1982.

The actual start of mass was preceded by various ceremonies of preparation. On
Sundays, these included the blessing and sprinkling of salt and water on the main altar
of the church, with prayers, responses, and the antiphon with psalm verse Asperges
me V. Miserere mei and Gloria (Vidi aquam V. Confitemini in Paschal time, from
Easter Sunday to Whit Sunday). If several altars were to be sprinkled, the ceremony
might involve a procession. After the priest and his assistants had vested themselves,
to the accompaniment of more prayers and the recitation of Ps. 42, they moved to the
altar.

The introit accompanied this solemn entry. Because it was part of the proper, a
different introit being sung on each important day of the year, it was usually the first
chant copied for a particular day in a gradual or missal.

The Kyrie and Gloria followed, their texts remaining basically the same throughout
the year and therefore being reckoned part of the ordinary of mass. From a musical
point of view, the distinction is not strictly appropriate, since a variety of melodies
were available for both chants, and particular melodies became associated with
particular feast-days, or classes of feasts (important, not so important, feasts of the
Blessed Virgin Mary, etc.). Furthermore, tropes of one kind or another might make
the Kyrie and Gloria proper to a particular feast.
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The priest then intoned the collect proper to the day. This ended the opening
section of the mass.

There followed the lessons and responsorial chants of mass. The lessons were the
epistle and the gospel, between which were sung various combinations of gradual,
alleluia, sequence, and tract, depending on the liturgical season. The gradual was a
more or less constant item, except for the Saturday of Easter week and the days up to
Whit Sunday, when an extra alleluia was sung. The alleluia was not sung from
Septuagesima to the end of Lent, nor on penitential Ember Days outside Lent,
though this was relaxed for the Pentecost Ember Days. The tract was sung only in
penitential seasons: on Septuagesima and succeeding Sundays until Easter, and on
Mondays, Wednesdays, and Fridays during Lent, beginning with Ash Wednesday.
The sequence was sung only on the highest feasts, and not usually on those falling in
Lent.

This part of mass was considerably extended on the Ember Saturdays. Four lessons
were each followed by a gradual (an alleluia at Pentecost), then a reading from Daniel
was followed by the canticle (sometimes labelled ‘tractus’ or ‘hymnus’) with refrain
(Benedictus es Domine V. Et laudabilis mm Advent, Benredictus es in firmamento V.
Hvmnum dicite in Lent, Omnipotentem semper adorvant V. Et benedicunt in
September. Modern practice has Benedictus es on all three occasions.) After that
came the epistle, another tract, and the gospel. The Wednesday of the fourth week of
Lent also had extra lessons: this was the so-called ‘Day of the Great Scrutiny’, when
catechumens (see below) were examined before being admitted to baptism.

The gospel was intoned by the deacon. The Credo was then sung (from the
eleventh century, and only on the most solemn days).

In the early centuries the mass up until the gospel had been regarded as a ‘fore-
mass’ service, for all Christians to attend. What followed, however, was for baptized
Christians only. By the central Middle Ages no trace remained of the dismissal of the
catechumens (those undergoing preparation for baptism), which would previously
have taken place here. The change in the character of the liturgy is noticeable,
nevertheless, the entrance ceremonies having been succeeded by lessons and
responsorial chants, which now gave way to the solemn prayers and chants of the
eucharistic ritual.

The gifts were brought to the altar as the offertory chant was sung, and the music
might last through the priest’s preparation of the altar, reception of and prayers over
the gifts, including the silent prayer known as the secret (proper to the day). There
followed the preface, which began with short phrases sung in dialogue between priest
and congregation and was continued by the priest alone, a long text with sections
proper to the season. It led directly into the Sanctus chant, sung by the choir. The
text of the preface always requires the Sanctus as its natural conclusion, for example:

(Preface, ending) . . . Et ideo cum angelis et archangelis, cum thronis et dominationibus,
cumque omni militia caelestis exercitus, hymnum gloriae tuae canimus, sine fine
dicentes: Sanctus, Sanctus, Sanctus Dominus Deus Sabaoth . . .
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And therefore with angels and archangels, with thrones and dominations, and the whole
host of the heavenly army, we sing the hymn of thy glory, evermore singing: Holy, Holy,
Holy Lord God of Hosts . . .

Sanctus and Benedictus are musically linked, both concluding with ‘Hosanna in
excelsis’, but from the later Middle Ages it was customary to split off the Benedictus
and sing 1t during a later part of the prayers of this part of mass, for example after the
consecration of the bread and wine. The prayers began with the canon, a long series of
brief formulas which include Christ’s words “This is my body . . . This is the cup of
my blood . . .’ The Paternoster (Lord’s Prayer) was sung shortly after, and the bread
was broken. During the next group of prayers a small portion of the bread was
mingled with the wine, and the Agnus Dei chant was sung by the choir. Further
solemn prayers were sung while the bread and wine were consumed by the priest
(they were rarely received by anyone else in the Middle Ages). The communion chant
was sung during the clearing-up actions, after which the priest intoned the
postcommunion prayer of thanksgiving (proper). During the dismissal of the
congregation, the priest would intone another proper prayer, the Super Populum
(literally ‘over the people’), during Lent.

‘Ite missa est’ (‘Go, you are dismissed’), the words which gave the mass its name
(missa), was the usual form of dismissal sung by the priest, answered ‘Deo gratias’
(“Thanks be to God’) by the choir. However, it was generally used only when the
Gloria was sung, that is during Christmas, Epiphany, Easter, and the summer season.
On other occasions the conclusion was ‘Benedicamus Domino R. Deo gratias’, and
this formula was also used when another service followed immediately upon mass, as
would be the case on several of the highest feasts with extended liturgies (Andrew
Hughes 1982, 93).

Since early times it has been the custom, for various practical reasons, to preserve
the bread (occasionally also the wine, also bread onto which a drop of wine has been
placed) consecrated at mass but not consumed there. This is known as reservation of
the sacrament. It may be kept in one of several places: the sacristy, outside the
church; an aumbry in the wall of the church; a pyx suspended over the altar; or a
tabernacle on the altar.

In the Middle Ages, and for centuries afterwards, communion by any person other
than the priest was relatively unknown, outside one or two of the most important days
of the church year. For theological reasons (and perhaps, for many, because of the
lack of closer contact with the sacred elements) there developed from the thirteenth
century on the practice of elevation. After it had been consecrated, the celebrant
raised on high the host (that 1s, the bread—elevation of the wine was a later trend) for
all to see. The singing of the Benedictus chant, musically a part of the Sanctus, was
often delayed to coincide with this solemn moment.

Veneration for the sacred host eventually resulted in ritual forms, in particular
Benediction. Here the host was exhibited outside mass, and a procession might be
made with it, culminating in a general blessing with the host. Favourite accompanying
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chants were hymns such as Adoro te devote and Tantum ergo sacramentum (the fifth
verse and following of Pange lingua gloriost). As a result of their great popularity,
many of these have multiple melodies. (The chief result of the increase in veneration
for the host was the establishment of the feast of Corpus Christi, introduced in Liege
in 1246, prescribed for the whole church by Urban IV in 1264.)

[.6. OFFICE

) The Night Office (Matins, Vigils, or Nocturns) in Secular Use
) The Night Office in Monastic Use
) Lauds in Secular Use
v) Lauds in Monastic Use
) Vespers in Secular Use
) Vespers in Monastic Use
) Compline
(vin) Prime, Terce, Sext, and None

Tolhurst 1943; Andrew Hughes 1982.

(1) The Night Office (Matins, Vigils, or Nocturns) in Secular Use

Apart from the differences between festal and ferial forms of the Night Office, there
are other important differences between secular and monastic forms. (By ‘secular’,
‘Roman’, or ‘canonical’ 1s understood the use of non-monastic churches such as most
cathedrals, collegiate chapels, and parish churches.) As with most of the offices, the
singing of psalms and antiphons forms an important part of the service, but the Night
Office 1s distinguished by a group of great responsories, sung in association with the
lessons. These numerous and lengthy responsorial chants are at once among the chief
glories of the chant repertory and yet among its least known parts, since in modern
times the singing of the Night Office in its medieval manner has all but ceased.

Before the Night Office began, Paternoster, Ave Maria and the Apostles’ Creed
(Credo in Deum patrem omnipotentem) were said silently.

The Night Office started with versicles and responses. The first was usually Deus in
adiutorium meum intende R. Domine ad adiuvandum me festina, with Gloria, which
began each of the office hours (it was often omitted during the triduum, that 1s the last
three days before Easter Sunday, and during Easter Week). This was followed by
Domina labia mea aperies R. Et os meurm annuntiabit laudem tuam.

The Invitatory psalm (Ps. 94, Venite exultemus Dominum) was sung, with its
antiphon, the invitatory. A hymn followed (less commonly found in early medieval
secular uses than in monastic ones). A further versicle and response led to the first
Nocturn. This was a group of psalms and antiphons, lessons and responsories, with
more brief versicles and responses. The number of nocturns depended on the
solemnity of the day, less important days having only one.
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Psalms and antiphons began each nocturn. There were different conventions about
the number of psalms and antiphons. The singing of an antiphon preceded the whole
group of psalms and concluded the series, but it might not be performed between
individual psalms in the group. The same was true of the Gloria (‘Glory be to the
Father . . .”), added as a final verse to all or only to the last of the psalms. Some of the
commoner schemes were the following (A = Antiphon, Ps = Psalm, Gl = Gloria
patri):

On ferial days: A, two Ps, Gl, A—six times (total of 12 Ps, 6 A)
On Sundays: A, four Ps, G, A—three times (total of 12 Ps, 3 A)
On major feasts: A, Ps, GlI, A—three times (total of 3 Ps, 3 A)

A further versicle and response were sung, commonly to a tone which, like the
opening Deus in adiutorium, recurred at other hours of the day.

The Paternoster was said silently until the final verse, which was said aloud. Then
the lector asked for the blessing of the officiating priest. At the end of the lesson he
would intone a further versicle.

After each lesson (with versicles), one of the great responsories was sung. In secular
use three lessons and thus three responsories were sung in each nocturn. The usual
form of the responsory was respond—verse—respond, but for the last responsory of
the nocturn the Gloria would be used as a second verse, as it were, making the scheme
R, V, R, GI, R. (The repeats of the respond were usually progressively shortened.)

The lessons might not all be biblical. The first nocturn (on some days the only
nocturn) had Old Testament readings (except during the Easter season), from
different books according to season. The others commonly had sermons (comment-
aries on the appropriate liturgical theme by one of the Fathers of the Church, such as
St Augustine of Hippo or St Gregory the Great) or homilies (commentaries, again by
a Church Father, on a passage from the Gospels, which would therefore itself be
intoned at the start of the lesson). The lessons on a saint’s day might be drawn from
his vita or legenda (account of his life, death and miracles—the terms mean literally
‘life’ and ‘that which is to be read’).

The number of nocturns to be sung according the above patterns depended upon
the solemnity of the day. Sundays and feast-days usually had three. An important
exception was Easter Sunday, which had only one (but some later medieval books give
it three), and this was also sometimes the pattern for the rest of the Easter season up to
and including Whit Sunday.

Although in general antiphons and responsories may be said to be proper, in the
sense that each day usually had its own particular chants, there was a considerable
amount of reuse within weeks or seasons. For example, for those parts of the year
where nine responsories were sung on Sunday and three on each weekday, the Sunday
nine might be re-emploved during the week, in sets of three. (See Andrew Hughes
1982 for some of the complex schemes evolved.)

The Night Office ended with the singing of the T'e Deum on Sundays and on most
feasts except in Advent and Lent. In the later Middle Ages, the last responsory might
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be repeated if the Te Deum were not sung. If Lauds did not immediately follow the
Night Office, then the closing formula (priest) Benedicamus domino V. (choir) Deo
gratias would be sung. (The conventions about when it was sung are somewhat
unclear: the preceding statement is derived from Andrew Hughes 1982, 66.)

(i1) The Night Office in Monastic Use

Monastic use (the Benedictine pattern is referred to here, but not all monastic uses
were exactly the same) differed in many important details from the secular norm
outlined above, though the basic pattern was similar. Only the chief dissimilarities are
pointed out here. .

The larger differences are that although the number of nocturns was generally three
on Sundays and feasts, there were two on ferias (not one as in secular use).
IFurthermore, the nocturns were not of an identical pattern.

After the opening versicle and response, Ps. 3 was intoned, without any antiphon.
The numbers of psalms and antiphons, lessons and responsories in each nocturn were
substantially different from secular patterns. The antiphon—psalm pattern was the
following:

Ferias, both nocturns:

either: A, Ps, Gl, A—six times

or: A, six Ps, GI, A
Sundays and feasts:

first nocturn: A, Ps, Gl, A—six times

second nocturn: A, Ps, Gl, A—six times
third nocturn: A, three canticles, Gl, A
(total of 13 A)

On summer ferias, the rest of the first nocturn had but one lesson and responsory,
and the second nocturn only a very brief lesson, no more than a verse of scripture,
commonly called a capitulum (chapter). There followed a versicle and response, the
short Kyrie litany, Paternoster, and a closing collect.

Winter ferias were similar except that in the first nocturn there were three lessons,
each followed by a responsory.

On Sundays and feasts, the three nocturns each had four lessons with their
responsories. [Furthermore, after the T'e Deum, and versicles and responses, a passage
from the Gospel was intoned, making an entirely different climax to the service. On
Christmas Day the gospel was the Genealogy of Christ from St Matthew’s Gospel, on
Epiphany the Genealogy from St Luke. The hymn 7Te decet laus was sung, then
followed the blessing and final collect, with Benedicamus Domino when appropriate.

In some early antiphoners, for example the Hartker Antiphoner (St Gall,
Stiftsbibliothek 390-391; PalMus 11/1), the first two nocturns each have three lessons
and responsories, the third nocturn also sometimes three of each, more often four.
This 1s understood to be a survival of earlier arrangements wherein monastic use was
not as strongly differentiated from secular as was later the case.
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(1) Lauds in Secular Use

Lauds and Vespers were two similar services, at sunrise and sunset, respectively. Of
the two, it may be said that Vespers has the larger body of material proper to
particular days of the week, or to various seasons of the year.

In secular use, Lauds began with versicles and responses, the first of which was, as
usual with the office services, Deus in adiutorium. There followed five psalms, either
each with its Gloria and antiphon, or else with only one antiphon and the Gloria said
only after the last psalm.

In the weekly or ferial cycle, the psalms on Sunday were repeated during the week,
except for the second, which was different on each of the other six days. Regarding
psalms it should be understood that the third psalm was Pss. 62 and 66 together, the
fourth was one of the lesser canticles, and the fifth was Pss. 148—50. Like the second
psalm, the lesser canticle changed daily, and also according to season; there were
fourteen in all (listed by Andrew Hughes 1982, 365). Feast-days would occasion the
selection of other psalms and another canticle, but the pattern remained the same.

There followed a brief chapter, with choral response ‘Deo gratias’, a hymn, a
versicle and response, and then the major canticle of Lauds, the Benedictus, with its
antiphon (a relatively long and elaborate one). Final blessings and prayers followed
and the Benedicamus Domino.

(1v) Lauds in Monastic Use

In monastic use Lauds had almost the same form as in secular use. The psalms were
chosen, or arranged, differently; but the notional number of five (including the lesser
canticle) was the same. Monastic Lauds, however, included a short responsory after
the hittle chapter.

(v) Vespers in Secular Use

As mentioned above (I.4), Vespers on most Sundays and important feasts was
celebrated twice, first in its ancient position as a vigil ceremony anticipating the
succeeding holy day, secondly at the end of the same day. Most of the material of the
two would be identical, though with a certain reduction in solemnity, by using
common rather than proper items, omissions, and shortenings, at Second Vespers.
(Andrew Hughes 1982, 69 ff. gives detailed information.)

Not only did Vespers have a structure similar to that of Lauds, but some of the
items for any one day might be sung at both Lauds and Vespers: for example, the
large antiphon for the major canticle, the psalm antiphons, chapter, and hymn.

Instead of the opening versicle Deus in adiutorium, omitted anyway around Easter,
a ninefold Kyrie was sung during Easter week, the so-called ‘Paschal Kyrie’ (Vatican
I, Melnicki melody 39).

The psalms for the weekly cycle form a continuous numerical sequence at Vespers,
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and there is none of the repetition during the week of Sunday items that characterizes
ferial Lauds. The notional number of five psalms 1s the same, but a lesser canticle
forms no part of the group. During Easter week, only three psalms were sung, with
one Gloria and antiphon; they were followed by the Easter gradual Hec dies, with
verse changing day by day, and an alleluia varied similarly through the week.

After the chapter on the more important days of the year, a responsory was sung (as in
monastic Lauds, but here not on days of lesser importance). Occasionally this was one
of the great responsories, rather than a short one.

Particularly notable among the antiphons for the Vespers canticle, the Magnificat,
are those for ferial days before Christmas, the great ‘O’ antiphons, so called because
their texts all begin with ‘O’, all of which use the same melody.

(vi) Vespersin Monastic Use

The essential difference between secular and monastic Vespers was the presence of
only four psalms in monastic use. Only a smaller number of psalms could therefore be
sung during the weekly cycle, the others being taken into the Little Hours (Table
1.6.1.).

Table 1.6.1. Psalms at ferial Vespers

Secular Monastic
Sunday 109-13 109-12
Monday 114-16, 119-20 113-16, 128 (115+116 as 1 psalm)
Tuesday 121-5 129-32
Wednesday  126-30 134-7
Thursday 131-2, 134-6 138-40 (138 as 2 psalms)
Friday 137-41 141, 143 as 2 psalms, 144 first half
Saturday 143-7 144 second half, 145-7

(119-27 to the Little Hours)

At the end of both Lauds and Vespers it was sometimes customary to say or sing a
series of antiphons, called ‘suffrages’, for the Blessed Virgin Mary and the patron
saints of the church.

(vi1) Compline

Compline, the last service of the evening, and the four short hours of the day, Prime,
Terce, Sext, and None, were similar in length and content, although their histories
were not identical.

Versicles and responses opened the service as usual, followed by four psalms, sung
with one antiphon only and Gloria: A, 4 Ps, Gl, A. The hymn came next, then the
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chapter was intoned, and a short responsory was sung. After the versicle and response
Custodi nos R. Sub umbra (‘Keep me as the apple of thine eye . . .”) came the canticle
Nunc dimittis with its antiphon. On more important days the closing items would
include the preces, beginning with Kyrie invocations (only intoned, as usual with
prayers), Lord’s Prayer and Apostles’ Creed (both said silently until the last verse).
There might also be confession and absolution. After the Benedicamus the service
ended (at least from the later Middle Ages) with a votive antiphon to the Blessed
Virgin Mary, and a collect for the same.

Rather little of Compline changed during the year, or even during the week. In
Easter week, however, Ps. 90 fell out of the cursus, and the Nunc dimittis was moved
to take its place. There followed the Easter gradual Hec dies V. In resurrectione tua,
as at Vespers.

Monastic use differed in that there were but three psalms, sung without an
antiphon (but usually each with its Gloria). More surprisingly, the Nunc Dimittis was
not part of monastic Compline, except when sung during Easter week as a psalm. The
service was thus even more like one of the Little Hours than was secular Compline.

(viil) Prime, Terce, Sext, and None

In each of these Little Hours there were generally three psalms with only one
antiphon, but usually each with its Glora: A, Ps + GIl, Ps + GI, Ps + GI, A. On
Sunday and some feasts, however, Prime had nine psalms, except during the Easter
season. Prime was also different in that after the psalms the Athanasian Creed
Quincunque vult was usually sung, with an antiphon, except during the triduum and
Easter.

Unlike other hours, these had the hymn after the opening formularies. After the
psalms came the chapter with response, short responsory, but no canticle. There were
the usual series of versicles and responses and other prayers at either end of the
service, similar to the arrangement at Compline.

Monastic use had four psalms on Sunday at Prime (actually four sections of
Ps. 118), and short responsories were not usually sung, but otherwise there was little
difference from secular arrangements in the Little Hours.

I.7. PROCESSIONS
Bailey 1971.

Liturgical processions were a common feature of medieval worship on feast-days.
Their use was particularly subject to local variation, since they were necessarily
adapted to the design of the church buildings and the geography of the town where
they took place, and the 1dentity of the relics which often featured prominently in the
proceedings. But although irregular and variable in frequency and form, processions
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were highly organized rituals, whose rubrics are set out in medieval books with as
much care and exactitude as those of any other service. The main purpose of the
procession was to visit some holy place within the main church (such as an altar) or
without (another church in the town). Chants would be sung on the way there and on
the way back. There a station was made, that is, the persons in the procession halted.
Prayers would be said, chants sung, and usually some special ceremonial action
performed, such as the sprinkling of the altar with holy water or the veneration of the
relics of a saint preserved at the place of the station. Sometimes mass would be
celebrated.

Thus, on the feast of the Purification of the Blessed Virgin Mary (2 February), 1t
was the custom to make a procession with lighted candles, symbolizing Christ as the
light of the world. The occasion in the gospels from which this ceremony takes its
theme 1s the Virgin’s visit to the temple in Jerusalem for the Jewish purification ritual.
In Luke 2: 2-39 it 1s recounted how the child Jesus was presented in the temple (as
ritual also demanded), and the aged Simeon recognized him as the Christ, declaring
him to be ‘a light to lighten the Gentiles’. After Terce, therefore, in medieval
liturgies, an array of candles was blessed by the priest, with prayers, sprinkling them
with holy water, and censing them. They were distributed to all those present, while
the Nunc Dimittis canticle (Simeon’s words themselves) was sung, with the antiphon
Lumen ad revelationem gentium. The deacon turned to the people and sang the
versicle ‘Let us proceed in peace’, and they answered ‘In the name of Christ. Amen.’

The procession then set off, a typical order having the thurifer first, swinging the
censer, then the subdeacon with the cross, with two acolytes with candles on either
side, then all the clergy in order of rank, ending with the priest, and deacon on his
left. During the procession, grand ceremonial antiphons would be sung, such as the
Adorna thalamum suum (translated from a Byzantine original: see Wellesz 1947,
60 ff.—the processional ceremony apparently derives from Byzantine usage). The
procession would perambulate the churchyard or cloister, and on returning the priest
and clergy would change vestments for the celebration of mass, which followed
immediately.

Very different was the atmosphere on Ash Wednesday, the beginning of Lent. As
usual on a feria, Mass would follow Sext, but it was preceded by the ceremony of the
laying of ashes on the heads of those present (originally of sinners who thenceforth
wore sackcloth and were excluded from Holy Communion, until their period of
penitence ended with a ceremony of reconciliation on Maundy Thursday). The
service might begin with the singing of the Seven Penitential Psalms (Pss 6, 32, 38,
51, 102, 130, 143) with an antiphon. The priest would intone various prayers over a
bowl of ashes, and versicles and responses would be sung. He would sprinkle holy
water over the ashes; then he would first receive them on his own forehead in the form
of a cross and then place them in the same fashion on the foreheads of the others
present. The antiphon Exaudi nos Deus, with an intoned psalm verse Salvum me fac,
often accompanied this action, and also ceremonial antiphons such as Immutemur
habitu in cinere et cilicio (‘Let us change our garments for sackcloth and ashes’) and
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Emendemus in melius (‘Let us amend . . .") with verse Adiuva nos Domine. A
procession would form, and move to the west door of the church, where the penitents
would be expelled, one by one, kissing the hand of the official delegated for the task.
The door would be shut and the clergy and choir would return to the east end of the
church for mass. During the processional movement, there and back, ceremonial
antiphons such as those mentioned would be sung.

Some processions were regular and oft-repeated ceremonies, for example the
procession before the main mass held on Sundays and major feasts at many medieval
churches. Others, being proper to a particular saint, would often contain special items
of considerable musical interest, for example a responsory with a prosula, or even a
chant set in polyphony. Much of the material sung or said in processions might be
borrowed from other services of the day. A favourite practice in the later Middle Ages
was to borrow one of the great responsories of the Night Office (which was why the
Solesmes Processionale monasticum of 1893 has long been a useful source for the
study of the responsories, poorly represented in modern editions). Several
processional responsories or antiphons (the terms seem often to have been
interchangeable) were of a different musical character, having possibly survived from
Gallican liturgical uses of the time before the Carolingian move towards Roman
practice. They were frequently long chants in ornate style, sometimes with a less
lengthy verse (hence the designation ‘responsorial’).

Bailey (1971) lists several other points during the day, apart from the procession
before mass, when processions were held in Sarum use: during Vespers in Easter
week and on Saturdays through the summer; after Vespers on the eve of a saint with
an altar in the church, and on the four saints’ days after Christmas (SS Stephen, John
the Evangelist, Holy Innocents, Thomas of Canterbury); during the Night Office in
Easter week; after the Night Office on Easter Day; and after None on Wednesdays
and Fridays in Lent, the Rogation Days, the triduum, and on the eve of Whit Sunday.

Some of the most ancient and solemn liturgies of the church year, such as those of
the triduum, include processions, and these are mentioned 1n their place in the next
chapters. The unique colour and splendour of many of the processions—with their
special vestments, crosses, censers, and ranks of choir and clergy—seen against the
steady regularity of the office hours, must have contributed greatly to the awe-
inspiring solemnity of the medieval liturgy.

I1.8. CEREMONIES OF HOLY WEEK

(1) General
(1) Palm Sunday
(111) Maundy Thursday
(1iv) Good Friday
(v) Holy Saturday or Easter Eve
(vi) Easter Sunday
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Tyrer 1932; Young 1933; Hermann Schmidt 1956-7; Hardison 1965; Andrew Hughes
1982.

(1) General

The ceremonies of Holy Week are among the most ancient and universal of the
Church. Here the normal sequence of mass and office hours is frequently disturbed,
and the content of the services is usually not like that of mass and the office hours on
other days.

Lent, the period of the church year before Easter, is popularly understood to be a
penitential season. The penance implied was in ancient times a very real observance,
undertaken freely or by command of an ecclesiastical authority, and involved the
exclusion of the person concerned from mass until a ceremony of reconciliation on
Maundy Thursday. (The ceremony of exclusion has been mentioned above, 1.7.)
Lent was also the time of preparation for the catechumens, those being trained and
instructed for baptism. After a series of ‘scrutinies’ on various Lenten weekdays (the
most important, the Great Scrutiny, took place on the Wednesday of the fourth week
in Lent), to ascertain who was suitable, baptism finally took place on Easter Eve.
Numerous rituals of deep symbolism surrounded the final days before Easter, such as
the extinguishing of candles for Maundy Thursday and then the lighting of the great
Paschal Candle, the light of Christ, on Easter Eve. Coinciding as it did with the
passage from winter to spring, this progress from penitential preparation and the
death of Christ to his resurrection, and the rebirth in Christ of those newly admitted
to communion, gave the Passiontide and Easter liturgies immense power and
importance. When Christ had died on Good Friday, no consecration of bread and
wine for communion, his body and blood, was possible until the Vigil Mass (or
Paschal Mass) on Easter Eve. A previously consecrated eucharist had to be used, with
corresponding alteration of the ceremony, which was therefore called the Mass of the
Presanctified.

Some of the general differences in liturgical matters between Lent and the rest of
the year were indicated briefly above, when the essential structure of each service was
indicated (I.5-6). At a ceremonial level, a new note was struck on the fiftth Sunday of
Lent, known as Passion Sunday, when crucifixes, images, and pictures in the church
were veiled in purple, and the Gloria patri was omitted from psalms, invitatories, and
introits. On the next Sunday, Palm Sunday, the most important procession of the
year was made, a symbolic re-enactment of Christ’s entry into Jerusalem.

(i1) Palm Sunday

The procession on Palm Sunday took place between Terce and Mass, as usual on a
Sunday. The main point of the action is that the priest, as Christ’s representative, will
make a ceremonial entry into his church from the outside, as if entering Jerusalem.
Quite often the procession would cover a considerable distance, visiting other
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churches or special places, where a consecrated host might have been placed: this
would then represent Christ on his entry. The amount of music normally provided in
medieval service books—processional antiphons and hymns, and so on—is corres-
pondingly generous. There is of course great variety between different books in the
exact form of the procession and correspondingly in the choice of chants (see Edmund
Bishop, 1918 for discussion of the practice at Rouen, Salisbury, and Hereford). What
1s sketched below 1s merely a typical order of ceremony.

The special objects used in the procession, palms, branches of olive trees, or other
branches, must of course first be blessed, consecrated for the purpose. This was
commonly done to the accompaniment of the short ceremonial antiphon Hosanna filio
Dauvid (without verse), with prayers, sprinkling with holy water, and censing. The
consecrated palms were then distributed, while verses from Psalms 23 and 46 were
sung, with the antiphons Puerr Hebreorum portantes and Pueri Hebreorum
vestimenta after every pair of verses. The gospel might then be read, before the
procession formed up and left the church.

Some of the most notable of processional antiphons and hymns were sung during
this ceremony, including the antiphons Cum appropinquaret Dominus, Cum audisset
populus, Collegerunt pontifices V. Unus autem ex ipsts, and the refrain-hymns En rex
venit and Gloria laus et honor. The antiphon Ingrediente Domino V. Cum audisset
was commonly sung at the moment of re-entry into the church. A final station might
be made before the principal cross of the church.

Mass would then begin. T'wo of its most important special features were the singing
of the longest tract in the repertory, Deus Deus meus, with as many as fourteen verses
(from Ps. 21), and the intoning of the Passion, that i1s the gospel account of Christ’s
betrayal and death, on this day from Matthew 26 and 27. The Passion was intoned
from Mark’s Gospel on Tuesday, from Luke on Wednesday, and from John at the
Mass of the Presanctified on Good Friday, in each case to a tone different from that
usual for gospel lessons.

(111) Maundy Thursday

On this day Christ ate the Last Supper with his disciples, and instituted the
Eucharist. He washed the feet of the disciples, and the words of the first antiphon
sung during the medieval repetition of this ceremony, Mandatum novum, gave its
name to the day itself.

The Night Office and Lauds on this and the next two days acquired the name of
Tenebrae (literally ‘shadows’) because of the custom of extinguishing the lLights
during the two services. The Night Office would begin with only one set of fifteen
candles before the altar. A candle was extinguished after each of the psalms, until the
Benedictus of Lauds was reached, after which the one remaining candle was hidden
behind the altar.

The Little Hours might be said and not sung, without lights.

On these days the Night Office had nocturns of three lessons even in monastic use,
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and on Holy Saturday only one nocturn (although later in the Middle Ages there was a
tendency to make it a three-nocturn service.) The first three lessons of the Night
Office (the only three on Saturday) were taken from the Lamentations of Jeremiah
(they were not sung to a tone other than the usual one, however, although the
blessings for the reader might be omitted).

Mass on Maundy Thursday, which took place after None (notionally 3 p.m.), was
especially complicated by the ceremonies of the Reconciliation of Penitents and the
Blessing of the Holy Oils. The former preceded mass, and involved the repeated
genuflection and prostration of the penitents as they made their way from the west
door of the church in procession. The Seven Pentitential Psalms were said; and the
antiphon Venite venite was sung between each verse of Ps. 33: ‘Come ye children, and
hearken unto me: I will teach you the fear of the Lord.” The short Kyrie invocation
was sung during the series of prayers, versicles, and responses.

Mass followed, and during the Gloria in excelsis the bells might be rung for the last
time until Easter Eve. The Blessing of the Holy Oils had one special musical item, the
refrain hymn O redemptor sume carnem, to accompany the bringing of the oils from
the sacristy to the choir, and their return after the blessing. The point at which this
took place was usually just before the consecration of the hosts, not only of the host for
this mass but also that required for the next day. The oils were of a special type known
as the chrism, hence the name for this mass of Missa Chrismalis. They were to be
used for the anointing of the baptized in two days’ time. The host which was to be
‘reserved’ for future use was carried to a special place either before the end of this part
of the ceremony or after the Vespers section. This translation and reservation was
carried out with considerable solemnity, with a properly formed procession, and, of
course, chants, such as the hymn Pange lingua. The host might actually be buried in a
sepulchre, thus anticipating the burial of Christ himself; a more solemn burial, or
deposition, would take place on Good Friday.

As soon as the communion chant was over, Vespers began, without even the Deus
in adiutorium versicle and response. Vespers consisted only of five psalms and the
Magnificat canticle, all with antiphons. The postcommunion prayer for the end of
mass was postponed until after this reduced Vespers, with Ite missa est to conclude.

Compline would follow later, but first the altars of the church would be stripped
and washed with holy water (which would first be blessed), the whole procedure
accompanied by some sequence of psalms with antiphons, responsories borrowed
from the Night Office, or other ceremonial antiphons, and prayers.

Either now, as a separate ceremony, or occasionally at some point in the mass (such
as after the gospel), the ceremony of the foot-washing, ‘pedilavium’ or ‘Mandatum’,
was performed. It might be performed at any convenient spot, in church or perhaps in
the chapter-house. Usually twelve chosen men (the number of disciples) had their feet
washed by the officiating priest. The ceremony might be preceded by the relevant
gospel reading, perhaps even a sermon, and it was followed by prayers and versicles.
During the action of washing a series of ceremonial antiphons was sung, some with
intoned psalm verses. The first in the series was Mandatum novum do vobis, but the
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choice thereafter varied widely. (An antiphon found in some uses, Venit ad Petrum, is
occasionally provided with a long melisma on the word caput. In Sarum use the
antiphon is last in the series, and the Sarum version of the melisma 1s famous as the
cantus firmus of a polyphonic setting of the ordinary of mass once attributed to
Dufay.)

After Compline a watch might be kept by the reserved sacrament.

(iv) Good Friday

The Night Office and Lauds had the same form as on Maundy Thursday, having the
character of Tenebrae, and including further readings from the Lamentations.

Again as on Maundy Thursday, Mass took place after None, and contained even
more special rituals, notably the Adoration of the Cross. As usual during the triduum,
normal ceremonial was largely stripped away, and none of the usual opening items—
introit, Kyrie, or Gloria—was sung. The service began straightaway with a series of
lessons and responsorial chants. The order is: lesson, tract, prayer, lesson, tract,
Passion (St John). (The tracts are often labelled ‘responsory’, and thus stand
somewhat apart from the rest of the repertory, as do the ‘cantica’ of Holy Saturday.)

Nine solemn collects followed, prayers following a special formula. First the priest,
beginning ‘Oremus et pro . . .” (‘Let us pray for . . .”), announced the purpose of the
prayer. He then intoned the single word ‘Oremus’, and he or the deacon sang
‘Flectamus genua’ (‘Let us bow the knee’). All prayed in silence until the command
‘Levate’ (‘Rise’).

The Adoration (or Veneration) of the Cross now took place. A cross with the image
of the crucified Christ, veiled in purple, was brought with processional solemnity
from the sacristy or wherever it had been kept. The priest uncovered it a little and the
antiphon FEcce lignum crucis was sung three times, at successively higher pitches.
After a few moments of silent adoration, the cross was completely unveiled, and the
principal act of adoration took place. This involved genuflection before the cross and
the kissing of the feet of the Saviour on the cross. The first two chants sung during
this action were refrain chants of a special kind, known as the Improperia
(Reproaches) after the character of the text. Each main verse had Christ, as it were,
saying what he had done for his people (drawing on events in the Old Testament),
and reproaching them with their cruel ingratitude. In both chants, some sort of
alternatim scheme was used for the performance, either between soloist and choir or
between two choirs.

The first had as refrain a group of alternating Greek and Latin invocations, ‘Agios
... Sanctus . . .”, known as the Trisagion. As set out in modern Roman missals, the
scheme is as follows:

two cantors in mid-choir: Popule meus . . . V. Quia eduxi te de terra Egypti . . .
choir 1: Agios o Theos
choir 2: Sanctus Deus
choir 1: Agios ischyros
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choir 2: Sanctus fortis

choir 1: Agios athanatos eleison imas

choir 2: Sanctus immortalis miserere nobis

two soloists from choir 2: Quia eduxi te per desertum . . .

choirs 1 and 2: Agios . . . Sanctus . . . (etc. as before)
two soloists from choir 1: Quid ultra debui facere tibi . . .
choirs 1 and 2: Agios . . . Sanctus . . . (etc. as before)

The second of the Improperia had a simpler refrain, namely the respond Popule meus
(without verse) of the first chant. This was sung in answer to each of a long series of
verses beginning ‘Ego . . .’, chanted to a simple tone by cantors from either side of the
choir 1n turn:

cantors of choir 1: V1
tull: Popule meus . . .
cantors of choir 2: V2
full: Popule meus . . .
—and so on

The antiphon Crucem tuam adoramus was then sung, with simply intoned verse Deus
misereatur nostri. The final chant of the group was the refrain hymn Crux fidelis V.
Pange lingua gloriosi, where the refrain i1s divided into two, and each part in turn
performed between the verses:

Crux fidelis (complete)
V1 Pange lingua

Crux fidelis (first part)
V2 De parentis

Crux fidelis (second part)
V3 Hoc opus

—and so on

Mass now began, sometimes with a procession to bring the presanctified host from
where it had been kept, with accompanying antiphons such as Salvator mundi salva
nos. The prayers for the eucharist were changed from those of other days to reflect the
difference of the Blessed Sacrament, and the ritual was said rather than sung, except
for the chanting of appropriate responsories or antiphons from the office of the day.
The same might be used for a solemn procession to return the Blessed Sacrament to
the sacristy or other place where it was kept, or even to ‘bury’ it again in a special
tabernacle or ‘sepulchre’. Many local versions of the ceremony of burying the host
and/or a cross (the ‘Depositiae hostiae/crucis’) are known (described in Young 1933,
chs. IV-V), together with their exhumation before the Night Office early on Easter
morning.

All lights were extinguished. Vespers was omitted. There remained only Compline
to sing.
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(v) Holy Saturday or Easter Fve

At the Night Office, which followed the secular cursus even in monastic use, the
Lamentations once more provided the lessons. Night Office and Lauds together again
formed the Tenebrae services. The Little Hours and Vespers were sung in their turn,
but the whole focus of the day was towards its end, and the momentous ceremonies of
the Blessing of the New Fire, the sacrament of Baptism, and the Mass of the Paschal
Vigil, usually timed so as to start at midnight.

The lighting of the Paschal Candle, symbolizing the light of Christ, was
surrounded by complex and solemn ritual, involving the striking of fire from a flint,
the placing of five grains in the candle, the lighting of the candle and, from it, all the
others held by those present. Each action was accompanied by sprinklings and censing
where necessary, and, as the Paschal Candle was lit and shown to the people, the
solemn intonation ‘Lumen Christ’’ was sung three times at successively higher
pitches, and answered ‘Deo gratias’. In some uses a procession would be made with
the candle, calling for a chant such as the refrain hymn Inwventor rutili found in Sarum
books.

The chief glory of the ceremony was the Exultet chant, which now followed, so
called from its first words, ‘Exultet 1am angelica turba celorum’, and also known as the
Praeconium paschale (Proclamation of Easter) or Benedictio cerei (Blessing of the
Candle). Its text bears some resemblance to a preface at mass, while musically it 1s an
immensely long and elaborate intonation, using several different formulas.

A short form of mass ensued, starting not with the opening chants and prayers but
straight away with lessons (perhaps as many as twelve) and responsorial chants. In
number they differed from one use to another, but the sequence: lesson—silent
prayer—collect—Ilesson, and so on, with a tract (sometimes called here a canticle)
replacing a lesson at intervals, seems generally to have been followed.

Attention then turned to the font, where baptism was to take place. The procession
there and back was usually accompanied with the chanting of litanies, or a canticle, or
a refrain hymn such as Rex sanctorum angelorum, found in Sarum use for the return
procession. An elaborate ritual of blessing the water of baptism was carried out,
including the dipping of the paschal candle three times into the water, symbolizing
the descent of the Holy Spirit into it, and the mingling with it of baptismal oil.
Although the prayer of blessing was textually like the Exultet, no special chant was
sung.

The sacrament of baptism, with its solemn questions and promises, required no
musical support. Those baptized, sometimes referred to henceforth as ‘neophytes’,
were now ready to receive their first communion.

The mass which was then celebrated had no introit chant, for priest and clergy were
already present. The Kyrie formed the natural conclusion to the processional litany,
the Gloria was sung, and between the lessons the Alleluia V. Confitemini Domino
quoniam bonus and the tract (or canticle) Laudate Dominum. There was no offertory
chant or Agnus Dei or communion chant. As on the previous days, Vespers
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intervened before the final formularies of mass, having but a single psalm, Ps. 116
Laudate Dominum, with antiphon Alleluia. There was no chapter, hymn, or versicle,
and after the Magnificat, the postcommunion prayer of mass and Ite missa est were
sung.

A short Compline, lacking hymn, chapter, and short responsory, was then sung.

(v1) Easter Sunday

In the early Middle Ages the Night Office had but one nocturn, monastic use
following (or reverting to) the secular form with three psalms and three lessons, with
their respective antiphons and responsories. Its last responsory, commonly Dum
(Cum) transisset Sabbatum V. Et valde mane, frequently introduced the enactment
of the famous Visitatio sepulchri ceremony (discussed in 11.25). There was sometimes
a special ceremony to discover and display a cross and/or host buried on Good Friday
(Young 1933, chs. IV-V), which might take place before or after the Night Office. As
for all such ceremonies, chants specially selected or composed were performed, and
occasionally they would amount to a regular Visitatio representation.

The other services of the day proceeded more or less according to their common
form, although affected in character by the festive and joyful nature of the day.

[.9. THE ‘FEAST OF FOOLS’AND RELATED CUSTOMS

Chevalier 1894; Chambers 1903; Villetard 1907; Wagner 1931; Whitehill et al. 1944;
Arlt 1970; Hohler 1972; Arlt 1978.

At this point I interrupt the generalized account of liturgical usages in order to
describe some customs which, in contrast to those so far treated, were by no means
universally practised. Their outstanding musical importance necessitates this
excursus. The customs are those associated with the so-called ‘Feast of Fools’.
While the most important part of the year from the church’s point of view is
undoubtedly Easter, in the later Middle Ages the liturgy of the Christmas season was
often enlivened by practices which are of special musical interest. Because of the
licence involved, such a festal liturgy was often known as a ‘Feast of Fools’. It was
most often performed on New Year’s Day, the Feast of Circumcision. While such
liturgies are based on the normal services of the daily round, they are ornamented by
numerous extra items, particularly the rhyming Latin songs known as conductus or
versus. Five principal sources for a Feast of Fools liturgy, or something closely
comparable, have survived: from Sens, Beauvais, Laon, Santiago, and Le Puy.
The official in a medieval cathedral who had charge of matters concerning the
performance of the liturgy was usually the precentor (derived from prae + cantor,
literally ‘foremost singer’), whose responsibilities included the conduct and welfare of
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the choir and the management of chant-books. There was naturally variety from place
to place as to the exact delegation of authority in these and other matters (see the
survey in Kathleen Edwards, 1967); and in many institutions the practical rehearsal
and execution of music was in the charge of a succentor (from sub + cantor). Within
the choir itself, leading singers were detailed to sing solo parts of those chants which
required them. The number of leaders (or rectores, ‘rulers’, as they were sometimes
called) reflected the solemnity of the feast, more soloists (up to four) indicating the
most important rank of feast (see Harrison 1963, 51ff. and 104 ff. for useful
information, again about English arrangements).

On certain days of the year, however, the normal hierarchy of dignitaries and
officials in church might be reversed. On St Nicholas’s Day (6 December) or on Holy
Innocents’ Day (28 December) some churches might elect a ‘Boy Bishop’ to preside
over the liturgy of the day, and the boy choristers directed the services, detailing
others to perform all the duties which boys were accustomed to carry out, such as
intoning the first lesson of the Night Office, holding the book for the officiating priest,
bearing crosses, censers, and other ceremonial equipment (Chambers 1903, ch. XV).

A similar transference of authority might take place on other days of the Christmas
season, and in some cathedrals (mostly French) it was the custom for the deacons to
order the services of St Stephen’s Day (26 December—=5St Stephen was a deacon of
the early church), priests on St John’s Day (27 December), and the subdeacons on
1 January, the Octave of the Nativity or Feast of the Circumcision (when Christ was
circumcised), known also, because of the extravagant licence with which the liturgy
was performed, as the Feast of Fools, the Feast of the Ass, and so on. Another name
was the festum baculi, after the baculum, the rod of office normally held by the
precentor but on this day wielded by the subdeacon. Furthermore, one oft-quoted
writer of the late twelfth-century, John Beleth (see Chambers 1903, 1. 275; Arlt 1970,
Darstellungsband, 40), speaks also of tripudia (literally ‘dances’) performed by the
deacons, priests, choirboys, and subdeacons respectively, on the four above-mentioned
days after Christmas. The subdeacons’ feast might also be on Epiphany (6 January) or
its octave.

Apart from the strictures issued by ecclesiastical authorities against it (see
Chambers 1903, ch. XIII), we have little other evidence about dancing (and other
horseplay) which marked the Feast of Fools, although a Sens precentor’s book of the
fourteenth century, Sens, Bibliothéque Municipale 6, notates a melisma in a
processional responsory for the feast of the Invention of St Stephen (3 August—
St Stephen was the patron saint of Sens cathedral) with the instruction that the
precentor shall dance to it (Chailley 1949). There do survive, however, five principal
sources of music for Feast of Fools liturgies, or a representative portion of it, as well as
many minor sources. One 1s from Sens, already mentioned, and later Sens tradition
ascribed its compilation to Pierre of Corbeil, archbishop of Sens. Paris records also
attribute to Pierre the version of the Circumcision liturgy in use in Paris, though no
copy of a special festal office has survived from Paris. It is known that the conduct of
the feast at the cathedral of Paris (that is, of Notre-Dame) was reformed in order to
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control some of its abuses in the closing years of the twelfth century. It is therefore
possible that what we see in the copy of the Sens office, is, as it were, a ‘respectable’
version of the Feast of Fools.

The Sens copy of a Circumcision office, Sens, Bibliotheque Municipale 46, dates
from the early thirteenth century (ed. Villetard 1907). This is also the date of a similar
office from Beauvais, with a somewhat richer provision of special festal material,
London, British Library, Egerton 2615 (ed. Arlt 1970—the manuscript also contains
the famous Play of Daniel, probably for performance on the same day, and has been
bound with some polyphonic compositions; some of these were for performance
during the Circumcision liturgy; some of them were composed in Paris). Between
them, these two sources may indicate something of the (lost) Parisian Circumcision
liturgy. A late twelfth-century source from Laon cathedral, Laon, Bibliotheque
Municipale 263, contains much similar material rubricated for feasts of the Christmas
period, concentrating especially on the feast of the Epiphany.

Outside North France the sources are sparser. This is not to say that manuscripts
containing music typical of the Feast of Fools are lacking—such songs may be found
in considerable quantities in, for example, the Norman-Sicilian tropers Madrid,
Biblioteca Nacional 288, 289, and 19421; the Aquitanian tropers and song-books
Paris, Bibliothéque Nationale, lat. 1139, 3549, and 3719; and the song-books
Cambridge, University Library Ff. 1. 17 (English?) and London, British Library,
Add. 36881, all these are twelfth-century sources. But none of them sets out the
material in systematic liturgical order or indicates the succession of items which will
make up the complete festal liturgy. This occurs, outside North France, only in the
well-known ‘Jacobus’ or ‘Codex Calixtinus’ of Santiago de Compostela (twelfth
century; for St James Day, 25 July; ed. Wagner 1931, and Whitehill et al. 1944; see
also Hohler 1972), and the Circumcision office of Le Puy (late medieval copies and
supplements of an original going back, like the material in the other sources, to the
twelfth century; text ed. Chevalier 1894; see also Arlt 1978).

All these sources contain chants and other material for the secular cursus of the
office. The most important characteristic they share is the inclusion of conductus or
versus, Latin songs, at various points in the services, either as replacements for a
regular liturgical form or, more frequently, as extra festal items. Troped and farsed
items are abundant, sequences replace hymns on several occasions. Among many
services worthy of fuller description, the Epiphany completorium infinitum (endless
Compline) of Laon should be mentioned, where, after a particularly lavish provision
of conductus, the direction is given to conclude the office: ‘tot Benedicamus quot
novit quisque canamus’ (‘Let us sing all the Benedicamus [songs] we know’) (see Arlt
1970, Darstellungsband, 220 ff.; also Steiner, ‘Compline’, NG). Polyphony is
occasionally rubricked in the Beauvais office (the manuscript i1s now bound together
with some polyphony), and appears in supplements to ‘Jacobus’ and the Le Puy
office.

As an indication of the way in which special material was grafted on to the normal
liturgy, Table 1.9.1. sets out the course of the last service of the Beauvais office,
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Second Vespers (Arlt 1970, Editionsband, 139 ff). On the left are placed the regular
liturgical forms, on the right the songs, tropes, and so on.

Despite the licence which undoubtedly marked the celebration of the Feast of Fools,
these offices do not, in their sober manifestation on medieval parchment or in modern
edition, seem unduly disorderly. To those, however, who were accustomed to the
regular unfolding of the liturgy, day by day and week by week, such efflorescences of
markedly un-Gregorian chant (their style is discussed 11.24) could not fail to have
made a vivid, even disconcerting impression. Perhaps if we try to imagine
correspondingly exotic irregularity in the ceremonial action and the visual presentation of
the liturgy, we may be better able to appreciate the reasons for the episcopal
displeasure evidently aroused from time to time. When the thirteenth-century Bayeux
ordinal Bayeux, Bibliotheque Municipale 121 says that the four special Christmas
feasts are to be celebrated ‘quam sollennius possunt’ (ed. Chevalier 1902, 65, cited by
Arlt 1970, 48; 1978, 7) the term used, ‘as solemnly as they [the clergy] are able’,
should not be interpreted in the modern sense as ‘serious, sober’. The adjective
sollemnis is conventional in ordinals as an indication of the character of the liturgies of
feast-days, and should rather convey the idea of ritual splendour, richness, and
variety; and, on the Feast of Fools, outbursts of extravagant and exotic music as well.

1.10. OTHER SERVICES: BAPTISM, CONFIRMATION,
ORDINATION, CORONATION, MARRIAGE, BURIAL,
DEDICATION

The account of the liturgy given in the preceding chapters has concerned itself with
the regular cycle of services as performed day by day and year by year, with some
added information about the special forms those services might take on certain days of
unusual significance. The present chapter contains a few brief remarks on ceremonies
of a different character, largely independent of the normal liturgical cycle, performed
to sanctify a special occasion concerning a person, a church, or an ecclesiastical object
of some sort. Many of them are episcopal functions: that is, the services are carried
out by a bishop, and the prayers and chants sung are mostly found 1n the pontifical,
the bishop’s service-book.

Not all these services require the performance of music as an essential element. The
role of plainchant varies according to how much ceremonial action is involved; where
a procession of some sort takes place, as in the service for the dedication of a church,
then it 1s not surprising to find a large provision of ceremonial antiphons. Some of the
most important of all Christian rites, however, have little musical support.

Among those to be mentioned here are the services marking the sacraments. A
sacrament was defined by Thomas Aquinas as ‘the sign of a sacred thing in so far as it
sanctifies men’, and there are usually said to be seven: the eucharist, baptism,
confirmation, penance, ordination, matrimony, and extreme unction (the anointing of



Table 1.9.1. Beauvais Circumcision office, First Vespers

Arlt  Regular item Replacement item
No.
1
2
3 Versicle Deus in
adiutorium
4 [‘Alleluia’ acclamation after Alleluia Veni sancte spiritus,
‘Amen’] ‘or Veni doctor previe with
organum’*
5
6
7
8
9 A. Ecce annuntio vobis

Ps. Dixit dominus
(‘all antiphons are to be
started with “falseto™’)

10 A. Hodie intacta virgo
Ps. Confitebor
11 A. Virgowerbo concepit

Ps. Beatus vir
12 A. Virgo hodie fidelis
Ps. De profundis

13 A. Nesciens mater

Ps. Memento
14 Chapter Populus gentivum
15 R. Confirmatumest cor

virginis (no V. given)

16 [hymn] sequence Letabundus exultet
fidelis chorus
17
18 A. Quideterra
Magnificat
19 [Benedicamus versicle] verse Corde patris genitus

... Benedicamus domino,
Superomnes alias . . .
referamus gratias

Addition

Verse Lux hodie
Conductus ‘when the ass s
brought along’, Ortentis
partibus

verse sung behind the altar,
Hac est clara dies

verse sung before the altar,
Salve festa dies

prose sung by full choir,
Letemur gaudiis

verse Christus manens ‘in the
pulpit with organum™*

‘in the pulpit with organum’,
with supplementary trope
verses, one series set outasa
prosula performed alternatim
texted by leaders and
melismatically by choir

verse Ave virgo speciosa

*organum present in another part of manuscript.


file:///jnfi

44 1. Plainchant in the Liturgy

the sick). The eucharist has of course been the subject of extended discussion above.
The baptismal rite in its ancient place during the mass of Easter Eve has also been
described briefly, and it was stated that processional music was sung during the
progress to the font and on the return. A similar ceremony took place when the
baptism was held on other days. It was one that had grown out of the early practice of
adult baptism, whereas infant baptism was much more common in the Middle Ages,
as now. The ritual surrounding this was considerably shorter. Confirmation was in
many respects the same as baptism in its ritual requirements, and in general took place
alongside baptism on Easter Eve. Unlike baptism, it remained a service which only a
bishop could perform.

Public rites of penance consisted largely of formulas and prayers pronounced by the
bishop, with accompanying actions. They centred upon the ceremony when the
penance was laid upon those who had confessed their sins, on Ash Wednesday, and
the complementary rite when the penitents were reconciled on Maundy Thursday.
During Lent intercessions for the penitents were said, and it is possible that the tract
Domine non secundum V. Domine ne memineris V. Adiuva nos Deus, sung first on
Ash Wednesday and then on each Monday, Wednesday, and Friday during Lent, is a
relic of such prayers.

The ordination rites of the church—whereby a candidate 1s admitted to one of the
so-called ‘major’ orders of bishop, priest, deacon, or subdeacon, or one of the ‘minor’
orders of acolyte, exorcist, reader, or door-keeper, or to the monastic profession—are
largely matters of prayers, exorcisms, and other intoned forms delivered by the
bishop, and chants to cover an action are rarely necessary. The tonsuring of clergy
would be accompanied by the singing of a psalm with its antiphon. The more
important the rank being conferred, the more elaborate the ceremony, with perhaps a
full preface prayer, a series of interrogations, blessings of the badges of office
(bishop’s ring and staff), and so on.

Since kings ruled by divine right, their coronation was a full-scale liturgical
ceremony, with considerably more opportunity for ritual action, and hence music,
than most special ceremonies of this type. Processional antiphons (Firmetur manus
tua) and litanies would accompany the entrance of the monarch, moments such as the
anointing with o1l would have their ceremonial antiphon (Unxerunt Salomonem
Sadoch sacerdos) and the singing of the Te Deum was a constant feature of a
ceremony which naturally took several forms at diverse times and places.

In contrast to the marriage service, which in its normal form has no claims to
attention as far as plainchant is concerned, the ceremonial surrounding a funeral is
impressively elaborate. The Mass for the Dead, popularly known as the Requiem
after the opening words of its introit, was something which might be sung, or at least
said, at any time of the year as a votive commemoration. And in the later Middle Ages
the performance of a complete Office for the Dead was also not uncommon, especially
in monastic houses. The actual occasion of a person’s death and burial might also call
for the performance of these services. Before that, however, there would have been a
procession to bring the corpse to the church for the final exequies, accompanied by
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the singing of penitential psalms with appropriate antiphons and the addition of the
versicle Requiem eternam. On entering the church the responsory Subvenite sancti
Dei V. Suscipiat te V. Requiem eternam was sung.

After mass (and any preceding services of the day) the absolution ceremony begins
with the responsory Libera me Domine, with several verses. Versicles and prayers
then lead to the procession to the grave, during which the ceremonial antiphon In
paradisum is sung, with psalms as necessary. The grave itself may be blessed, and it
and the body are sprinkled with holy water and censed. The Benedictus canticle, with
antiphon Ego sum resurrectio, is the last important musical item, for the rest of the
versicles and prayers, and psalms for the return to the church, are mostly said.

Finally, perhaps the most extended use of ceremonial antiphons is to be found in
the ceremony for the dedication or consecration of a church, with its several
perambulations and blessings, culminating, like several of these special services, in
mass. Again, several forms were known, but the following are the usual features. The
clergy assemble to the singing of psalms and versicles, and an antiphon (Zachee
festinans descende) 1s sung at the entrance to the church. All then walk round the
church three times, singing the major litany. Psalm 23 Domini est terra is also sung,
with verse 7 as its antiphon Tollite portas, and this and the other final verses provide
the text for the entrance ritual. The bishop knocks on the door of the church, and
sings ‘Liaft up your heads O ye gates and be ye lift up ye everlasting doors: and the
king of glory shall come in!” From inside comes the question: ‘Who is the king of
glory?” The bishop walks round the church again, and the same sequence is repeated.
After a third perambulation bishop and clergy finally sing the answer: ‘Even the Lord
of hosts, he 1s the king of glory.” A litany may accompany the approach to the altar,
and then the bishop traces with his staff the letters of the Greek and Latin alphabets
across the corners of the church, to the singing of ceremonial antiphons (see Plate 10).
The sanctifying of the building requires various substances—salt, ashes, water,
hyssop—and their exorcizing, blessing, and sprinkling or other administration, in
various parts of the church, which also calls for the singing of antiphons, or complete
psalms with antiphon. The church will have holy relics of its patronal saint, and their
installation in the high altar, or wherever they are to reside, requires further censing
and other actions, prayers, and chants. When the ceremony is complete, the mass for
the dedication, beginning with introit Terribilis est locus iste, s celebrated. This mass
will be sung each year on the same day, together with a full office.
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Chant Genres

IT.1. INTRODUCTION

In this chapter I describe the chief genres, forms and styles, of chant in the Roman
liturgy.

The main genres are arranged according to their musical type. I start with the
simple recitation formulas for prayers and lessons (I1.2), and then go on to psalm
tones and the more elaborate recitations for invitatory and responsory verses (11.3).
After that I discuss the much more complex chants which retain elements of recitation
patterns by marking syntactical units with typical melodic gestures: responsories,
graduals, and tracts (I1.4-5). Short responsories are then considered (I1.6). The next
sections are about chants which generally use free-ranging melodies of varying
complexity: first office antiphons (I1.7), and then invitatory antiphons, processional
antiphons, Marian antiphons, and other special types (I11.8—10). After that I consider
the ‘antiphons’ of mass: introits and communions (I1.11-12) and offertories (I1.13).
Alleluias follow in II.14, then there is a switch to quite different genres, hymns
(IT.15) and chants for the ordinary of mass (II.16-21). The next sections treat
various later medieval chants: sequences (11.22), the multitude of different types of
trope (I1.23), and liturgical Latin songs of various kinds, often with texts in verse
(I1.24). So-called liturgical dramas (I1.25) and offices with verse texts (I11.26)
conclude the chapter, after which I have appended an excursus about some literary
aspects of poetic texts (I1.27), intended to be of assistance to the non-specialist.

Describing the musical make-up of medieval chants involves consideration of many
features, not all of which can be given their due in the space available here. Some of
the most discussed heretofore relate to form, in the sense of the layout of a melody:
repeat structures, recitation patterns such as those of office psalmody which can
sometimes be found in other chants, deployment of standard musical phrases for the
delivery of varying texts. The function of chant as text declamation is fundamentally
important, and has also often been treated, though the ‘ground rules’ for all genres of
chant have not yet been defined. (Approaches of these types may be found in, for
example, Johner 1953, Jammers 1965, ‘Choral’.) Although the modality of chants has
also been much discussed, some of their tonal aspects are less well understood: for
example, the identity and role of structurally important and less important notes
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(which may not necessarily be directly related to the final). Nowacki (1977) has
recently suggested ways of coping with questions of underlying structure and its
embellishment. I have also found useful the distinctions employed by Hansen (1979)
in what 1s to date the only comprehensive attempt at a tonal analysis of the complete
repertory of proper of mass chants (as recorded in Montpellier H. 159). Hansen
regards as ‘secondary’ those notes only approached and quitted by step, whereas ‘main
tones’ are those approached and quitted by a leap. (Hansen employs supplementary
criteria as well.) On this basis most of the chants can be divided into pentatonic or
predominantly pentatonic melodies, and melodies where interlocking chains of thirds
are structurally important. These distinctions override classifications according to
liturgical function, mode, final, ambitus, and so on, so that chants of different genres
and mode may have the same (pentatonic or tertian) tonal backbone. (Other
promising computer-assisted analyses have been carried out, on very different
repertories, by Halperin 1986 and Binford-Walsh 1990.)

It 1s nevertheless safe to say that the musical analysis of plainchant is in many
respects still at a preliminary stage. In what follows different examples are therefore
discussed in different ways, emphasizing now one possible approach, now another.

[1.2. RECITATION FORMULAS FORPRAYERSAND LESSONS

(1) General
(1) Prayers
(11) Lessons

Léon Robert 1963; Huglo, ‘Epistle’, ‘Exultet’, ‘Gospel’, ‘Litany’, NG; Stiblein,
‘Epistel’, ‘Evangelium’, ‘Exultet’, ‘Litanet’, ‘Passion’, ‘Pater noster’, ‘Prifation’, MGG;
Steiner, ‘Lord’s Prayer’, NG.

(1) General

A great deal of the music performed during office and mass 1s extremely simple in
character, being for the most part (sometimes entirely) a monotone, with melodic
nuances at significant points in the text: usually at the starts and ends of phrases, and
particularly at final cadences.

Even the simplest versicles and responses often illustrate some of the general
principles by which recitations usually work. For the most part the versicle is sung to
one repeated note, which may of course be sung as many times as required by the
length of the text. Cadences may be marked by a fall in the voice, or a more elaborate
gesture. Occasionally the voice rises from a lower pitch in order to attain the main
reciting note, as it is usually called, or ‘tenor’. This is what happens at the beginning
of the ubiquitous office versicle Dominus vobiscum, quoted in its Sarum form in
Ex. I1.2.1. Here there is a double nuance at the cadence. It introduces a collect, sung
completely monotone until the simplest of falling final cadences. Then Dominus
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Ex. I1.2.1. Versicles and responses (AS 4-5; Frere 1898-1901, pt.1I, 210 and Ixxvj)
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Priest Dominus uobiscum.
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Choir Et cum spiritu tu-o.
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Choir A-men. (Priest and Choir 'Dominus' and 'Et cum' as above)
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Boy Renedicamus domino.
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Choir De-o gracias.

vobiscum and its response are repeated, followed by Benedicamus Domino and its
response: these take a different reciting note and have a lightly ornamented cadence.

In the melodic formulas used for singing prayers and lessons, a hierarchy of major
and minor divisions in the text is often observed, corresponding roughly to our full
stops, semicolons, and so on. Interrogative sentences may be signalled with their own
special cadence. Some types of chant—one thinks immediately of the verses of the
responsories of the Night Office (see I1.3)—are sung to much more elaborate and
musically sophisticated recitation formulas. Even these, however, retain one
important feature of recitation technique: the length of the text to be sung is reflected
in the number of times the reciting note is repeated.

In some of the examples discussed below, it will be noticed that an appreciation of
the accentuation of particular words 1s important for the correct performance of the
chant. There will be a departure from the reciting note at, say, the penultimate
accented syllable, in order to mark a phrase-end. Sometimes accented syllables will be
marked by a pitch higher than that of the reciting note—or better, there is a double
reciting note, the higher note for accented syllables and the lower note for unaccented
ones. There seems little doubt that these refinements of delivery were not universally
practised, and that the cadential or other formula would often have been sung at the
appropriate moment without respect for text accent. Similarly, most recitation
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formulas proceed without higher pitches for accented syllables. Thus the melodic
inflexions for phrase-ends form a sort of musical punctuation. They mark syntactical
and sense units, but do not necessarily reflect anything of the natural rise and fall of
the human voice.

Although there is no doubt that the practice of reciting prayers and lessons in this
way 1s an old one, medieval copies of recitation formulas are generally scarce, since
they were known well enough for codification to have been unnecessary. Furthermore,
most surviving music-books were made by and for trained musicians, and recitations
of this type were not among their duties. On the other hand, more ornate and unusual
lesson tones, such as those for the genealogies, are among the very earliest chants
found with musical notation.

(1) Prayers

The most important prayers to be recited in the liturgy are those of mass: the collect,
secret, and postcommunion prayers, and the prayers of the eucharistic rite. The first
three are relatively brief, and may be classed with many other occasional prayers for
ritual actions, such as sprinkling holy water and blessings of various kinds. The Liber
usualis gives a number of tones, plain or more varied to suit less or more important
liturgical occasions. (There is as yet no convenient way of finding out how varied
medieval practice was.)

The Preface prayer of mass (also sung, with a different type of conclusion, at
special ceremonies of consecration of various kinds) i1s a much longer item, which
begins with versicles and responses before launching into a long text varying with the
liturgical occasion. More than one medieval tone for the prayer is known, but the one
given in Ex. I1.2.2 1s typical. In it most clauses are sung to one formula, final clauses
to another. As often in such formulas, the singer must know where the two final
accented syllables fall. For the non-final clauses, he makes his inflections as follows:
on the syllable after the penultimate accented syllable he quits the reciting note (¢) for
b; on the last accented syllable he goes even lower, so that a sub-tonal ending on b can
be made (ab b). Final clauses have a slightly more ornate formula, depending only on
the final accented syllable. Three syllables earlier the singer quits the reciting note to
introduce a turning cadence which will settle on a (aG, Ga b ab a). Practically
without exception, end syllables in these texts will be unaccented. If more than one
syllable follows the accented one, then the a may simply be repeated (ab a a).

One prayer whose text has the character of a preface but whose music is much more
elaborate 1s that for the consecration of the Paschal Candle on Easter Eve, the chant
known from its opening word as the Exultet. It begins with a section not found in
other prefaces, then come the versicles and responses, then the main part of the
prayer. The first section is sung to a melody of four phrases repeated five times. The
main part often uses the normal preface formulas, but introduces far more frequent
cadences, and other more elaborate inflections. The degree of elaboration varies from
one tradition to another (see Huglo, ‘Exultet’, NG for a summary of available
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Ex. I1.2.2. From the Blessing of the Font on Easter Eve (Oxford, Bodl. Lib. e Mus. 126, fo.
417
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information and bibliography; also Stiblein, ‘Exultet’, MGG for a survey of
melodies). The start of the chant is given in Ex. I1.2.3 in two versions, from Paris and
Salisbury respectively. Although both sources are from the thirteenth century, and
not widely separated geographically, there are considerable differences between their
versions. The Paris version 1s overall a fifth lower than the English one, but that 1s a
relatively superficial distinction. More important is the simplicity of the Paris version
compared to Salisbury. The contrast in elaboration is already apparent in the first part
of the melody, the four-phrase unit which will be repeated several times. Then, when
the recitation formula i1s employed in the main section of the prayer, the Salisbury
version almost conceals the reciting note(s) under a wealth of melodic detail. The
Paris version has F as its reciting note, with £ for secondary cadences and D for main
ones. For Salisbury, the possibility of a repeated ¢ (or b) is hardly considered, and
freely ranging phrases between G and d are often given. A simple fall cb becomes
cbbcb; ab becomes acbbc. The assumption here is that the Salisbury version notates
an ornate elaboration of some simple earlier pattern, an elaboration that has been
developed in performance over the years. The solemnity of the occasion has resulted
in a far higher degree of surface decoration than was normally practicable for such a
prayer.

The prayers mentioned earlier were sung by the officiating priest, or celebrant, at
mass. The Exultet differed from other prefaces in being sung usually by the deacon,
hence the possibility of musical sophistication.

One other type of prayer, in which the whole assembly takes part, rather than
having the priest speak for all, is the litany. Litanies were frequently sung in
procession, for example during the ceremonies for consecrating a church. They were
performed during the progress to and from the-font for the solemn baptism ritual of
Easter Eve (shortly after the Blessing of the Candle in which the Exultet is sung), and
again, 1if that were the custom, in the echo of that service on Whitsun Eve. On the
Rogation Days (the three weekdays before Ascension Day, which always falls on a
Thursday) litanies were sung in procession before mass: this series was sometimes
known as the Lesser litanies, while the Greater litanies were those sung in procession
on St Mark’s Day, 25 April. The normal form of such litanies is that of a long
series of short verses, with a refrain. Invocation and refrain were sung first by soloists
and then by the whole choir or assembly. Normally there will be introductory verses,
often including the words ‘Kyrie eleison, Christe eleison’, then a series of saints
(including the patron saints of the church) will be invoked (response ‘Ora pro nobis’:
‘Pray for us’). Safety from ills and misfortunes will be requested (‘Libera nos domine’:
‘Save us O Lord’) and the saving events of Christ’s life and. ministry recalled; finally,
Christ’s aid for the church and people is requested (‘T'e rogamus audi nos’: ‘Hear
us, we beseech thee’). The final versicles may include an Agnus Dei formulary and
Kyries once again. Each section, with its refrain, is sung to a different musical
formula. The amount of repetition might vary according to the custom of the church.
The Easter Eve litanies were sometimes arranged in three series, called respectively
by some such name as the Sevenfold (Septiformis), Fivefold (Quinquepartita) and
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Ex. I1.2.3. From the Exultet (left: Paris, Bibl. Nat. lat. 1112, fo. 96"; right: Graduale
Sarisburiense, 105)

Paris Bibliothéque Nationale lat.1112 f.96 Graduale Sarisburiense 105
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Threefold Litany (Tripartita Letania) according to the number of those leading the
singing.

Ex. I1.2.4 gives the opening of the Rogation Tuesday litany from a fifteenth-
century York processional. As with most sources, the alternation and repetition
scheme is not specified. Apart from the ‘Ora pro nobis’ phrase, which will presumably
recur after each saint has been invoked, there are four refrain verses which, at first at
least, are used in turn after each of the invocations. It is not clear whether or not this
pattern 1s to continue throughout the subsequent series, which 1s not notated. (For a
variety of other litany chants, many not using recitation formulas, see Stiblein,
‘Litanet’, MGG.)

Though the chanting of the saints’ names or other invocations clearly involves a
reciting note (¢ in Ex. I1.2.4), the litanies may be relatively highly inflected. The
number of notes other than the reciting note, combined with a relatively small

Ex. 11.2.4. From a litany on Rogation Tuesday (Oxford, Bod. Lib. e Mus. 126, fo. 58")
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number of syllables, means that the reciting note is not repeated very much. The same
is true of most melodies for the Lord’s Prayer (see Léon Robert 1963, 127, and
Stiblein, ‘Pater noster’, MGG, for various melodies). A widely known melody is
transcribed from the fourteenth-century Cluniac breviary—missal of Lewes, Cambridge,
Fitzwilliam Museum 369 in Ex. 11.2.5. For the first part of the chant, the reciting
note (the only one repeated) is b, but from ‘sicut et nos’ @ becomes more prominent.
The cadences are either on G (less important) or a (full stops).

Ex. I1.2.5. Pater noster (Cambridge, Fitzwilliam Museum 369, fo. 241Y/297")
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ribus nostris. Et ne nos inducas in temptaci-o-nem. Sed libera nos a malo. A men.

(1) Lessons

The same principles of recitation as in those for prayers, and some of the same variety
of musical elaboration, may be seen in the tones for chanting lessons. The tone for the
short chapter of the office hours given in modern Roman books is a monotone without
any initial rise, with flex, metrum, and full-stop figures. The longer lessons of the
Night Office are sung in the same way, with the full stop coming at the lower fifth, for
example:

reciting note ¢, full-stop figure ¢-G-a—F, or

reciting note a, full-stop figure a-F-G-D
The epistle sung at mass, with reciting note ¢, has the following figures in modern
Roman books (for a survey of various medieval formulas, see Stiblein, ‘Epistel’,
MGG):

metrum: a—é—b—b—c

interrogation: reciting tone b, a—b—bc

full-stop: éd—b—a-b
The end of the whole lesson is signalled by an accented ac inflection, then a fall to b
for the reciting note and a final close bc—c. The gospel tone given as ‘ancient’ in
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modern Roman books (the other appears not to be older than the sixteenth century,
being similar to the prescriptions of Guidetti’s Directorium chori of 1582) 1s similar to
this (see Stiblein, ‘Evangelium’, MGG for further medieval tones).

At various times and places, and even to a certain extent in modern service-books,
more elaborate tones have been used for lessons on particularly solemn occasions in the
year. The best-known instances are the tones used for the lessons of the first nocturn
of the Night Office during the triduum, the three days before Easter Sunday. (See
Prado 1934 for some remarkable Spanish examples.) Gospels at Christmas and Easter
were occasionally also sung to a more elaborate tone (see Huglo, ‘Gospel’, NG), as for
example the one from the Moosburg gradual, Munich, Universititsbibliothek 2° 156
given in Ex. I1.2.6. Here the hierarchy of main and secondary closes 1s not clear, and

Ex. I11.2.6. From the Gospel on the feast of St John the Evangelist (Munich, Univ.-Bibl. 2°
156, fo. 2267)

O
s
—=
>~ —o——o— oW,
Domi-nus  uo -~ bis-cum. Et cum spiri-tu tu - o.
o
v
@—o—‘—.—o—.————o—o—o—o—o—'ﬂ—#————c—o—o—%—
> - . o 35— —o—o—
Sequentia sancti e-uange - li-i secundum Jo-hannem. Glori-a ti-bi domine.
78
p.¢
ye— . . . ~
P — 5+ ~o— *
In illo tem-pore Dixit lhe-sus Petro. Se - que-re me.
e
i7
A
G—eF —o o — 1 o —
.J \ g [ Ad hd
Conuersus Pe-trus uidit illum discipulum quem diligebat Ihesus sequentem.
7
A
Py [ ] . [ ] P o Y i N
g —o——— P R— 50— ——
®_—H = -5 - ——o
Qui et recubuit in cena super pectus e-ius et dixit. Domine quis est qui tradet te?
"
ave
A
L e — S S S S S—L i SE—-—
% . B 5 -
Hunc ergo cum uidisset Petrus di-cit lhesu.

|

Domine hic autem quid? Dicit e - i Thesus.

o
17 A
.o

W

Sic enim uolo manere donec ue-ni-o quid ad te? Tu me sequere.




56 1. Chant Genres

questions do not have a distinct inflexion. The reciting note is generally G, reached
from an initial £ or from a longer preliminary figure G-a—E-F-G, sometimes with
pauses on the . The endings are F—(F-E)-DEG-G and FGa-GE-D—-FE, until the
conclusion of the lesson.

The intoning of the Passion—the Gospel on four days of Holy Week—was also
performed in unusual ways. As far back as the ninth century copies of the texts were
marked with the letters ¢, ¢, and s at the point where the evangelist, Christ, and other
protagonists respectively were speaking. It appears that these letters are to be
interpreted as in the series of notational aids known as significative letters (see below,
IV.3), though in the later Middle Ages they were understood as labels for the actual
persons. Other letters (see Stiblein, ‘Passion’, MGG) are also to be found
occasionally:

¢ =celeriter (‘quickly’), later cronista (‘evangelist’) or cantor
m = mediocriter or media (‘at medium pitch, medium voice’) 1s also found
t =trahere or tenere (‘slow, sustained’), later written as a cross for Christ
1 = usum, inferius (‘at a lower pitch’) and b = bassa (‘low voice’) are also found
s =sursum (‘at a higher pitch’), later synagoga (‘the people’) or succentor
a = alta (‘high voice’) 1s found, and sometimes Is = levare sursum (‘raise
high’) for the people is contrasted with Im = levare mediocriter (‘raise
moderately’) for the disciples

The pitch-levels indicated by the letters are indeed to be found as three different
reciting notes (usually I, ¢, and f) in copies in staff-notation, which are of course later
than the oldest ‘marked-up’ copies of the text. In the late Middle Ages, if not earlier,
different singers sang the different parts of the text, as appears from the fourteenth-
century Sarum missal Parma, Biblioteca Palatina 98, where the ‘parts’ are marked
secunda vox, 111 vox, and so on (MGG 10, Tafel 61.2, after col. 960—this 1s the only
passion in the source; furthermore, only the parts for the singers other than the
evangelist are copied 1in full, mere incipits for the evangelist being given; the Sarum
tone 1s edited in Andrew Hughes 1968, 184-6). An 1dea of the variety of tones used,
within a general adherence to the principles of recitation technique and distinction
between the persons of the story, can be seen from Stiblein’s tables (‘Passion’, MGG).
Particular attention was often directed towards Christ’s words, for example the cry
‘Eli, el1, lama sabacthant’, and it is thus not surprising to see neumes entered specially
above these words in the Jumieges evangeliary Rouen, Bibl. Munigipale 310 (A. 293)
(facsimile in MMS 2, pl. XLVII). For other extravagant passion tones, see Goéllner
1975 (late Spanish sources).

Two other gospels of special ritual significance, and thus special musical character,
were those which recounted the genealogy of Christ. That appearing at the start of
St Matthew’s Gospel was sung on Christmas Eve, and that according to St Luke on
Epiphany. Monastic use, which had a gospel reading at the end of the Night Office,
had the genealogies at that point in the liturgy. Gospels were not read there in secular
uses as a general rule, but on these days an exception was made (they were intoned
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before rather than after the Te Deum). Usually the verses were grouped in pairs, with
a different tone for each half of the unit. Occasionally more elaborate schemes are
encountered in medieval sources (see Stdblein, ‘Evangelium’, MGG). Ex. 11.2.7
gives a common tone, taken from a Reims missal of the thirteenth century. Ex. 11.2.8
has a more complex melody for the St Luke genealogy, from a book of similar date but
enigmatic provenance (it has elements of both Reims and Paris usage), Assisi,
Biblioteca Comunale 695. Here two melodies are sung in alternation—they can hardly
be called recitations any longer, though they are of course adaptable by note-
repetition for names of differing numbers of syllables. Each melody has five distinct
phrases; the shorter phrases of the St Luke’s text lend themselves well to this
treatment.

Ex. I1.2.7. From the Genealogy according to St Matthew (Reims, Bibl. Mun. 224, fo. xi/16")
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Ex. I1.2.8. From the Genealogy according to St Luke (Assisi, Bibl. Com. 695, fo. 37"
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I[1.3. TONESFORPSALMSAND OTHER CHANTS

(1) Psalms

(11) Other Psalm Tones: The Parapteres, Tonus peregrinus
(1i1) Tones for the Canticles Magnificat and Benedictus
(1v) Tones for the Psalm Verses of Introits and Communions
(v) Tones for Responsory Verses
(vi) Tones for the Invitatory Psalm

(vi1) Benedictus es Domine Deus patrum nostrum in the Saturday Mass of the Ember
Weeks
(vi1) Te Deum laudamus

(1) Psalms

Bailey 1976, ‘Accentual’, 1979; Stiblein, ‘Psalm, B’, MGG, Connolly, ‘Psalm, 11, NG.

The cycle of psalms chanted daily during the office is performed to tones in a manner
similar to the intonation of prayers and lessons. ['rom an early date (the late eighth or
early ninth century), perhaps under the influence of Byzantine practice (see below,
[11.14 and V.4), there were eight tones in the Gregorian system. The choice of tone
for the performance of a particular psalm depended upon the mode of the antiphon
with which the psalm was coupled in the liturgy of the day. In the course of a year the
same psalm might be sung more than fifty times, nearly always with a different
antiphon, and thus to a different tone. For most tones a variety of cadences
(differentiae, diffinitiones) was available, in theory at least to cater for the different
pitches with which the antiphon would start on its repetition after the psalm.
Medieval sources regularly differ on the number of differentiae they provide, and
their assignment of particular differentiae to particular antiphons. (Sometimes even
the mode of the antiphon, hence the tone to be used for the singing of the psalm, was
the subject of differing opinions: see V.4.) Thus the selection of differentiae given in
Ex. I1.3.1 below 1s not the same as that in modern Vatican books.

[t is important to remember that the tone may be concluded on a variety of notes,
and 1s in no way bound to finish on the same final note as the antiphon, that 1s, on
what is normally reckoned to be the final of the mode. It is easy to confuse ‘mode’ and
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Ex. I1.3.1. The cight psalm tones (Piacenza, Bibl. Cap. 65, fos. 264"-267")
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(Ex. I1.3.1. cont.)
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‘tone’, and it should therefore be borne in mind that while ‘mode’ 1s an abstract
quality, having to do with the tonality of a chant, a tone is a sort of chant in itself, a
melodic formula capable of supporting the performance of an almost infinite variety of
psalm verses.

Ex. I1.3.1 gives the eight psalm tones, and their cadences, as they appear in the
tonary of a thirteenth-century compendium from Piacenza (Piacenza, Biblioteca
Capitolare 65). (A tonary, which usually gives a list of chants in modal order, is often
a more convenient source for tones than is a full antiphoner. Few antiphoners set out
tones in full one after another. Indeed, to find out what tones and endings were used
in a particular antiphoner it is necessary to check through each antiphon in the whole
manuscript, as was done, for example, for the Italian antiphoner published in PalMus
9.) The cadences are given as six-syllable formulas, to fit the words seculorum amen
(usually abbreviated ‘e u o u a €’). At the end of the cadences for tone 4 is one for the
antiphon Custodiebant testimonia, a chant which requires both b and bb and which
must therefore be notated with final on a instead of E.

If one were to turn to a medieval antiphoner in order to see how these tones were
used, one might well be puzzled at first. At the appropriate point in the liturgy the
antiphoner will probably give, not the text of the psalm to be sung, notated in
accordance with the psalm tone, but simply a text incipit and the differentia. For
example, in the antiphoner Karlsruhe, Badische Landesbibliothek, Aug. perg. 60, for
Vespers of Christmas we find as first antiphon Scitote quia prope (LU 365, AM 237), a
mode 8 antiphon (see Ex. I1.3.2). It is followed by a text incipit for Ps. 112, Laudate
pueri, and a differentia for the eighth tone. The full text of the psalm would be known
to the performers, the monastic choir of Petershausen on the shore of Lake
Constance, where this manuscript was used. The text could be found in a liturgical
psalter of the church, as one of the psalms for Vespers on a Sunday. But even there it
would probably not be marked up for singing, that is, the text would not contain any
indication of when the singers should leave the reciting tone and make a cadence, for
each verse of the psalm as required; they would be expected to know the practice by
heart.

Ex. I1.3.2. Antiphon Scitote quia prope est, with psalm-tone cadence (Karlsruhe, Badische
Landesbibl. Aug. perg. 60, fo. 177)
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Sometimes no psalm text incipit is given: the appropriate psalm would be
ascertained from the liturgical psalter. Sometimes no cadence formula is given: the
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mode of the antiphon must then be decided upon, and the matching psalm tone used,
with an appropriate cadence.

Modern books such as the Liber usualis, Antiphonale Romanum and Antiphonale
monasticum give clear instructions on how the tone, the musical formula, is to be
adapted for each verse of the psalms, whose texts are marked accordingly: the
syllables where a change 1s to be made are given in bold or italic type. As far as
the medieval practice goes, however, we are generally reliant on didactic texts, such
as the Commemoratio brevis de tonis et psalmis modulandis of the ninth to tenth
century. As Bailey (1976, ‘Accentual’) has pointed out, medieval practice cannot have
been uniform. Some sources indicate that attention was paid to the accentuation of the
text being sung, while others apply the cadence formulas mechanically. In Ex. 11.3.3,
taken from Bailey’s edition of the Commemoratio brevis (1979, 52-3), the cadence has

been adjusted so that the last accented syllable shall be sung to GG, any further syllables
to F:

Ex. I1.3.3. Cadences from the Commemoratio brevis (ed. Bailey, 1979, 52-3)

tg
)

..... fecit dominus ..... sanctum e-ius ... ju-sti-ti-am su-am
If text accent were to be respected, then both the median cadence and the final
cadence of the doxology would require adustments:

.. et fi-li-o . . . spi-ri-tu-i sdn-cto

... nuncetsém-per ...se-cu-l-rum. A-men

We can look back at Ex. I1.3.1 and see if there 1s a change at Fi-lio (that would be an
accentual cadence) or at fi-LI-0 (a mechanically applied ‘cursive’ cadence). If the final
change comes at spi-ri-tui, the cadence is accentual, if at spiri-Tu-1 it is cursive. In
this case the test is met in the median cadences 2—5 and 8, but in the final cadences
only of tones 5 and 7. Here Piacenza 65 always observes accentual cadences.

Tones for psalms, for the canticles, and for introit verses are given in parallel by
Connolly (‘Psalm, IT’, NG). As well as these, Stidblein gave responsory verse tones
(‘Psalm, B’, MGG). Both authors draw upon both the Vatican edition and the
Commemoratio breuis.

(11) Other Psalm Tones: the Parapteres, Tonus peregrinus

Erbacher 1971; Bailey 1977-8; Atkinson 1982, ‘Parapteres’; Atkinson, ‘Parapter’,
HMT.

The two halves of psalm verses are sung to the same reciting note in the eight common
psalm tones, and most other tones, though both responsory verses and invitatory
psalm tones have a change of reciting note. A rarely used psalm tone, the so-called
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‘tonus peregrinus’ (‘wandering tone’; the Latin term 1s first found in the writings of
German theorists of the fourteenth century), also uses two different reciting notes. It
is given from the late-tenth-century Aquitanian tonary Paris, Bibliotheque Nationale,
lat. 1118 in Ex.I1.3.4.

Ex. I1.3.4. Tonus peregrinus (Paris, Bibl. Nat. lat. 1118, fo. 113Y)
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Si-cut e-rat in principi-o et nunc et semper et in secula seculorum a-men.
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Seculorum a-men.

It is not the only tone of this sort. A number of them, called ‘parapteres’
(paracteres, medii toni, etc., possibly from Greek para + apto, ‘join alongside’), are
mentioned in several early medieval treatises, from Aurelian of Rééme onward. They
are usually cited in conjunction with a small group of antiphons of irregular modality,
‘modulating antiphons’, as they have been called. The most prominent groups of
antiphons are those like Nos qui vivimus, and those designated by Gevaert (1895) as
‘Theme 29, which, as the tenth-century treatise De modis musicis puts it, ‘are not
ended in the same way as they began’. (See I1.7 for examples and discussion.) The
psalm tone therefore reverses the modulation in the antiphon itself, so that there is no
abrupt change of tonality.

Among the other tones, the Commemoratio breuvis cites the one given in Ex. I1.3.5
(the antiphon 1s completed from the Petershausen antiphoner). The higher second
‘alleluia’ of the antiphon is answered by the higher recitation on a in the psalm tone.
Then the tone moves down to F, which is where the antiphon will begin when
repeated after the psalm verses.

Ex. I1.3.5. Antiphon with ‘parapter’ psalm tone (Karlsruhe, Badische Landesbibl. Aug.
perg. 60, fo. 17Y; Commemoratio brevis, ed. Bailey, 1979, 52-3)
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Cantate domino canticum nouum  qui-a mirabili-a fecit dominus.

As Bailey and Atkinson have both suggested, in these ‘irregular’ tones we seem to
have vestiges of a more flexible psalmodic practice not limited by, and probably
anterior to, the familiar eight tones. (The notion is reinforced by a comparison with
Old Roman practice: see Dyer 1989, ‘Singing’, and below, VIII.3.) As to the tonus
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peregrinus, it has been remarked that antiphons requiring it (such as Nos qui vivimus)
are often assigned as antiphons for the Benedicite at Lauds, which has led Steiner
(1984, ‘Antiphons’) to ask whether the tonus peregrinus might possibly have been a
special Benedicite tone. On the other hand, the tonus peregrinus was also regularly
used during Vespers for Ps. 113, In exitu [srael (on Sunday in modern secular use,
Monday in monastic use); it is even possible that the name of the tone was suggested
by the psalm, which speaks of Israel’s departure from the land of Egypt. The text Nos
qui vivimus comes from this psalm.

(1) Tones for the Canticles Magnificat and Benedictus

Where they are to be found in medieval sources, which is rarely, they are shghtly more
ornate than the common psalm tones. Most have a few more two-note groups than the
psalm tones, but this is not so in all cases or in all manuscripts.

(iv) Tones for the Psalm Verses of Introits and Communions

Somewhat more ornate again are the tones for singing psalm verse(s) and doxology
with the introit and communion at mass. The introit tones, in contrast to the usual
practice for office psalm tones, have a new intonation after the median cadence. In
this they resemble the tones for responsory verses.

At this point it becomes possible to illustrate without great difficulty the way in
which text and tone were joined, for a number of medieval graduals copy out in full
the psalm verse to be sung. Ex. I1.3.6 gives some psalm verses from introits in the
Chartres cathedral gradual Provins, Bibliothéque Municipale 12. The verses begin
identically, and the first two are also alike after the median cadence, despite the fact
that in the second ‘iusticia’ would normally be accented on the second syllable: the
musical figure 1s independent of accentuation. In the first half of the verse, the rise to
d is made on an accented syllable, and that means that in the second example only one
¢ follows, because only three syllables remain altogether, instead of the four in the first

Ex. I1.3.6. Psalm verses for introits (Provins, Bibl. Mun. 12, fos. 203", 178", 186")

Benedic a-nima me-a domino et omni-a qui intra me sunt nomini sancto e-ius.

In te domine speraui non confundar in e-ternum in iustici-a tu-a libera me et e-ripe me.

32
Et Petrus ad se con - uersus dixit.




3. Tones for Psalms and Other Chants 65

verses. The final cadence 1s applied mechanically, however, so that no change is made
in applying the cadence formula: contrast the accentuation of ‘nomini sancto eius’ and
‘et eripe me’:

né-mi-ni sdn-cto éi-us

ét e - ri-pe mé

The third verse is very short and the two halves of the psalm tone are elided.

The same tones appear to have been used for the communion as for the introit. The
communion psalm verse was in any case frequently borrowed from the introit.

(v) Tones for Responsory Verses

Far more elaborate are the tones used for the verses of office responsories. The same
principles nevertheless hold true. Ex. I1.3.7 gives the verses for the first three mode 3
responsories from the Petershausen antiphoner. Obviously, text accentuation
determines where certain groups of notes will be placed. The figure cdcc 1s used for
the first accented syllable, so that Predccupemus begins with three unaccented cs, A
solis ortu with only one, and Tollite portas with none at all. The rest of the word
‘(Tol)lite’ has two unaccented syllables, so the figure abcaaG is split. The median
cadence 1s the same in all three verses, but two different approaches are used: in

Ex. I1.3.7. Verses of the responsories Salvatorem expectamus, Audite verbum, and Ecce
virgo concipiet (Karlsruhe, Badische Landesbibl. Aug. perg. 60, fos.2¥-3")
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Preoccupemus and Tollite portas there is rather a lot of text to sing, mostly on a, with
a couple of liquescent neumes in Preoccupemus and with accented syllables
highlighted in Tollite ; a more concise figure appears in A solis ortu. The second half of
each verse recitation 1s on ¢; in Preoccupemus there is a short intonation figure. The
final cadence 1s very ornate, stretching over five syllables (that is the whole text in
Ecce virgo!). The music is applied here mechanically, for the three verses have
different accent patterns, but the music is always the same, without any extra single
notes or splitting of neumes.

It will be noticed that different reciting notes are used in the two halves of the verse,
a and ¢. That is usually the case in the tones for responsory verses. (Copies from
various sources may be found in Stiblein, ‘Psalm B’, MGG Connolly, ‘Psalm IT,
NG, Cutter, ‘Responsory’, NG; Processionale monasticum, and AS, the latter
reprinted with a useful note in Hucke 1973.)

Most but not all tones—whether simple psalm tones or those of responsory
verses—have a rising intonation and a falling cadence. Several rising cadences (the
word ‘cadence’ is etymologically inappropriate) may be seen 1n Ex. 11.3.1 above. A
glance at the responsory verse tones in one of the editions just cited will reveal several
falling openings.

As will be discussed later (V.4), the classification according to a system of eight
modes 1s a relatively late development in Western chant. The possibility has just been
mentioned that there were more than eight psalm tones, and the same possibility
exists for the tones of responsory verses. A systematic enquiry has not yet been
published, but it may be mentioned that Frere noticed a second verse tone for mode 8
responsories (AS, Intro., 60, facs. 171, 174, et.), and Hucke (‘Responsorium’, MGG,
320) reported that other verse tones were occasionally to be found, even amongst the
old core repertory. Bearing in mind the fact that the notation of office chants does not
seem to have been undertaken systematically before the later tenth century, one might
well ask whether these other tones are the relics of a once greater number, or
alternatively whether the restriction to eight was becoming relaxed by the end of the
millennium.

(vi) Tones for the Invitatory Psalm

Frere in AS; Stiblein, ‘Invitatorium’, MGG, Steiner, ‘Invitatory’, NG.
y

Psalm verses usually consist of two hemistichs, and psalm tones therefore usually
consist of two elements. At the start of the Night Office, however, Ps. 94, Venite
exultemus, 1s sung in a different way, in units of five phrases. The text is not that of
the so-called Gallican psalter, used for the common psalmody, but that of the so-
called Roman psalter (see VIII.6).

There are both simple and ornate Venite tones. Sometimes the five elements are
disposed as two times two phrases, with a recitation formula like a psalm tone, then a
concluding phrase. In several of the tones, however, reciting notes are rarely to be
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heard. Some of the melodies, as we may call them, are quite ornate. The impression is
not that of a ‘tone’ in the sense we have just been using, but rather of a long melody
with a number of elastic points where expansion for a long verse, or contraction for a
short one, may easily be effected.

Ex. I1.3.8 gives the first three verses of a Venite from the Saint-Denis antiphoner
Paris, Bibliotheque Nationale, lat. 17296. In the first phrase ¢ can be heard as a
reciting note (in verse 5 it 1s used more frequently), in the second phrase the note is a.
Later verses have further repeated cs at the start of the third phrase, which is then
supplanted by d. In the fourth phrase there are again two reciting notes, ¢ at the
beginning, then a, as in phrase 2, while ¢ is the most important note in phrase 5. The
mutual attraction of a and ¢ is discernible throughout. The figure a-G-a—c-b,
moving from a to ¢ and leading back down again, contains the melodic essence of the
piece (it is marked with a bracket in Ex. 11.3.8). In the course of each verse it appears
four times; practically everything else is recitation around a or ¢, before the final
melisma elaborates the kernel figure for a last time. It is noticeable, however, that this
figure appears sometimes at a break in the text (‘salutari nostro’), sometimes elsewhere
(‘exultemus’), so it cannot be regarded as a cadential figure; neither does any other
obvious cadential figure appear: the melodic material 1s disposed rather freely over the
whole verse.

Ex. 11.3.8. Invitatory tone (Paris, Bibl. Nat. lat. 17296, fo. 347")
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Few Venite tones are available in modern editions. Eight may be found in Liber
responsorialis, others in PalMus 12. No comprehensive survey of the medieval
repertory has been made, but it seems that invitatory antiphons were reckoned to
belong only to modes 2—7, and consequently only six Venite tones were required. In
practice some modes, especially mode 4, had several alternative tones. (For Cluniac
practice, see Steiner 1987.)
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(vi1) Benedictus es Domine Deus patrum nostrum in the Saturday Mass of the Fmber
Weeks

Another canticle with its own tone—in this case one only—is the Benedictus es sung
between the graduals and the tract at mass on Saturday in three of the four Ember
Weeks of the year. The same melody is used for each verse. In modern service-books
it 1s entitled ‘Hymnus’. As a song of praise in a general sense it may qualify for this
appellation, but the number of syallables in each verse differs, so that the melody, or
tone, is stretched out by means of repeated notes, or shortened by elisions, as
required. In its mobility the melody resembles some of the Venite tones. As in the
biblical text itself, the second half of each verse forms a refrain.

(vi1) Te Deum laudamus

Schlager, ‘Te Deum’, MGG Steiner, ‘Te Deum, 1-2’, NG.

Like the Gloria of the mass, the Te Deum is a song of praise whose text is a
compilation of heterogeneous parts: parallel verses at the start, a quotation from the
Sanctus, a doxology (verses 11-13), then a section praising Christ, and finally verses
drawn from the psalms.

Only one melody is known, in several variant versions. It is built upon psalmodic
formulas, which change when a new section of text begins. This raises the possibility
that the musical formulas are as old as their respective texts, at least in essence. An
adequate study based on a comparison of manuscript sources is still needed.

Steiner has outlined the tonal problems of the melody, which is usually assigned to
mode 4. From the conflicting or evasive versions in the available sources it looks as if
the melody originally had both F§ and I} (b} and bb at a higher transposition, /< and
Eb at alower). Ik definitely seems right for the latter part of the chant, and earlier /* can
be avoided altogether if desired (cadencing G-G-F instead of G-F§-F).

We may take the position with reciting note a, final E, for the purposes of
discussion. The following information would have to be modified for individual
sources. The reciting note in each phrase is circled.

The first part uses the psalmodic formula:

G-b—c—b-@-b-a | E-G-@-G-ab-baG-G
After some less regular verses another formula takes over:
E-G-@-G-a-b-a | E-G-@-G-a-b-G-E

At ‘Aeterna fac’ the whole tonal level sinks a fourth, which is where the decision
about F§ or F# becomes important:

C-DE-(E)-F-D-F-EDC | C-E-F~G)-a~F-GFE-E
Sources like the Worcester Antiphoner (PalMus 12, 5) which start on D, with a
reciting note G, now move up a tone to join the other versions.
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At ‘Per singulos dies’ the previous level is regained. It should be emphasized that
these formulas are handled with a good deal more flexibility than simple psalm tones.

IT.4. THE GREAT RESPONSORIES OF THE NIGHT OFFICE

(1) Introduction

(1) Repertory, Texts, and Form
(111) Music

(1v) Centonization

(v) Melismas

Frere in AS; Hucke, ‘Responsorium’, MGG; Hucke 1973; [Cutter], ‘Responsory’, NG.

(1) Introduction

The great responsories of the Night Office, like the graduals and tracts of mass
considered in the next section, are long, ornate chants in which the same material can
be found in several different pieces of the same tonality. This i1s comparable to what
we have just seen in simpler chants. Underneath the surface detail of the ornate chants
one may still recognize passages of recitation, and common ways of opening and
closing the piece can be discerned, comparable to the intonations and cadences of
simple psalmody. The melodies are, however, much more elaborate than the common
psalm tones, and there are far more of them, in the case of responsories over a
thousand in some medieval manuscripts. They may nevertheless be grouped in
families, according to the musical material they use. And if we regard each melody-
type as roughly equivalent to a simple psalm tone, then the disparity in numbers is not
so startling.

Responsories, graduals, and tracts have fared well as far as musical analysis goes.
Frere made a pioneering study of office responsories in the introduction to AS,
identifying and labelling recurring musical figures to provide a taxonomy of a great
part of the repertory. His shorthand method of characterizing pieces was extended by
Apel (1958) to graduals and tracts. In the meantime Wagner (11I) and Ferretti (1938)
had also published analyses of the repertory. More recently Hucke has devoted several
important studies to them (‘Responsorium’, MGG; 1955, ‘Gregorianischer’; 1956;
1973; and further remarks, 1980, “Towards’). Here it will be sufficient to illustrate the
general principles at work.

(i1) Repertory, Texts, and Form

The responsories are not as well known as the graduals and tracts of mass, for they are
far more numerous and less easily accessible in modern editions. There are the
fascimiles AS, PalMus 9, and PalMus 12, and the texts of other antiphoners (and
breviaries) have been published (notably the twelve in CAO). But because the Night
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Office is no longer sung with the elaborate responsory melodies, Vatican versions are
not available. The Liber responsorialis contains over 300, the Processionale
monasticum over 100, and others are in LU.

Most medieval manuscripts contain two or three times this number. The Old
Roman antiphoners contain over 600, and so does one of the earliest notated Frankish
antiphoners, that of the monk Hartker of St Gall (St Gall, Stiftsbibliothek 390-391:
PalMus I1/1). Later medieval sources may contain over 1,200. As Hucke (‘Respons-
orium’, MGG) has pointed out, a basic core of the repertory is to be found in
practically all medieval sources, but the order in which the responsories are assigned
to the nocturns is very variable. (The same is true for office antiphons.) Comparing
the order of responsories in various sources has therefore become a favourite way of
detecting relationships between sources.

Responsory texts are mostly selected with respect to the readings of the Night
Office which they follow. Thus there are blocks of verses excerpted from the Prophets
in Advent, from the psalms (in numerical order) after Epiphany, from the
Heptateuch in Lent, and so on. Groups of them were sometimes copied with titles
denoting their source, as for example ‘de Adam’, ‘de Noe’ in Lent, or ‘Historie’ during
the summer months (when Tobit, Judith, Esther, the Maccabees, and so on, were
read).

Responsories consist of two main parts, here called the respond and the verse. The
verses, usually sung to a rather elaborate tone, have just been discussed. The order of
performance 1s basically respond-verse-respond, to which a Gloria and further
repeat of the respond is sometimes added, giving the form R—V-R—-G-R. When the
respond is repeated it is usually shortened, in that only its second half is sung. For the
repeat after the Gloria it may be further shortened, so that only the final phrase is
sung.

The assignment of particular verses to particular responds is generally unstable.
Early in the ninth century Amalarius of Metz reported that in Rome many
responsories were sung with more than one verse, but in the earliest Frankish sources
practically all have one only. Extra verses then become more frequent in the later
Middle Ages. The variety between sources in choice of verses seems to reflect early
practice, whereby the cantor selected his verses at will. This 1s an important point of
difference with so-called antiphonal psalmody, where a complete psalm is sung.

Usually only the first part of the doxology was sung (‘Gloria patri et filio et spiritui
sancto’), though some sources stretch the same music over the complete text. The
Rule of St Benedict calls for the doxology for the last responsory of each nocturn, the
practice followed in most medieval books, though once again the practice varied from
church to church.

Of the 634 responsories in Hartker’s antiphoner (figures in Ferretti 1938, 246, and
Cutter, ‘Responsory’, NG), about an eighth are in mode 4, about the same as mode 2,
shghtly more than in mode 3, and slightly less than in mode 1. Most (about a fifth
each) are in modes 7 and 8, while the F modes have relatively few.
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(m) Music

We can gain an idea of the musical make-up of responsories by placing side by side
four pieces from the Night Office for St Stephen (Ex. I1.4.1). Remembering how
responsory verses were performed, we can see here also standardized points of arrival
and departure, and occasionally recitation notes (F'); but there is greater freedom of
movement than in the verse tones, and even room for excursions into foreign
territory.

Frere used a system of labelling cadences which I have followed here, where
possible (cf. AS, Introduction, 33—4). But in Frere’s source (an antiphoner of Sarum
use) the second phrase ends on F, whereas in the Klosterneuburg antiphoner
transcribed here it ends on /. The same happens in three of the four responds in the
third phrase.

The beginning and the end find the four responds in closest agreement, that is
phrase Oa and phrase El.

In the second phrase, the first two responds are almost identical, the third respond
has the same cadence, but the fourth respond merely has the same range and final
note.

The third phrase is similar in all responds, though more loosely so than at the
beginning of the responsory; the longer texts have extra recitation (a ac a, etc), while
the shortest text, ‘domine Iesu Christe’, forgoes this altogether. It is interesting that
all the four responds converge on the notes aGFGaGaGF (as for ‘sanctorum’ in the
fourth of the responds), but two of them wander on beyond it: ‘Christe’ needs an extra
four notes, ‘ait’ an extra five.

The fourth phrase sees the responds going along quite different paths. Three of
them remain in the lower range, but the third respond rises up rather dramatically to ¢
once again, perhaps in response to the words of Stephen himself: ‘Behold, I see the
heavens opened’ (Acts 7: 56).

The second respond now has only one more phrase, the final phrase which 1is
very similar in all four responds. In front of this, two of the responds have a
preparatory phrase, cadencing on G. The third respond uses this phrase almost in
passing, aiming instead for a melisma on ‘stantem’, which carried the music over into
the final phrase.

These four are not the only responds using this musical material, as a glance at
Frere’s analyses will show. The final cadence is also used in mode 3 pieces, and so 1s
that of the third phrase (which resembles the median cadence in the responds for this
mode). Some phrases which were unique among our four responds may be found in
other mode 4 responsories, such as ‘Christi martyri’ in the fourth respond or ‘accipe
spiritum’ in the first. Other phrases remain unique: ‘ecce video’ and the ‘stantem’
melisma in the third respond. In view of the structural importance of the note /', one
might expect some correspondence with F-mode responsories, for example, in the
opening. But this is not the case; even though some F-mode responsories start with a
phrase reciting on /' and cadencing on D, they have a quite different approach.
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Ex. I1.4.1. Responds of four responsories (Klosterneuburg, Stiftsbibl. 1013, fos. 34"-36")
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The similarities and dissimilarities between responsories are easy enough to pinpoint,
especially with Frere’s analyses to hand. What does this tell us about the way these
pieces were composed?

To answer this question, we should know among other things who sang the pieces.
For the period immediately preceding the committing of these pieces to writing, that
1s, the eighth and ninth centuries, when the repertory was settling into the form we
have in the earliest manuscripts, the situation is not altogether clear. The practice of
the present day is that the leader(s) of the choir intone the first word (only) of the
respond, and the choir completes the respond. The verse is sung by a soloist, or small
group of singers. The repeat of the respond 1s sung by the choir. This practice is by no
means a modern convenience, for it can be seen in the Parisian polyphonic settings of
the twelfth to thirteenth century. If we allow the principle that soloists usually sing
more difficult music than the choir, then this way of performing responsories seems
somewhat contradictory. It would surely be easier to train a choir to sing the verses,
adapting the well-known texts to the appropriate tone. We could imagine the cantor
directing his singers where to make the appropriate inflexions, just as he might do for
simpler psalmody. The responds, by contrast, are far less uniform, and one would
expect them to have required more rehearsal.

As Helmut Hucke has pointed out (1977, 186; 1980, “Towards’, 452), in the Lucca
antiphoner (PalMus 9) antiphons and responsories are usually marked with a cross at
the point where the solo part ends and the choir takes over. (In responsories it 1s
often, but not always, the same place as where the repeat after the verse starts.) The
cross 1s equivalent to the asterisk found in modern chant-books, but it usually occurs
far later than the modern asterisk. The choir apparently sang very little of the
antiphon and only a small part of the responsory. In Ex. I1.4.1 above I have placed
crosses as they appear in the Lucca manuscript, although the Klosterneuburg
manuscript has no such marks. (For the third respond the place of the cross is not
clear: as far as I can see, one has been erased and another added). This is reassuring,
for the crosses indicate that here the choir sings only the most frequently used phrases
for mode 4 responsories, labelled G1 and E1. Admittedly, more extended rehearsal
would still be needed for the third respond.

The division of the respond between soloist and choir may, however, be a relatively
late practice. There are several indications that at an earlier time soloist and choir both
sang the complete respond. Amalarius of Metz, writing ¢.830, reported both the
Roman and the Frankish practice of his time (ed. Hanssens, iii. 55). The Romans, he
says, sang responsories as follows:

Praecantor: Respond
Succentores: Respond
Praecantor: Verse

Succentores: Respond
Praecantor: Gloria

Succentores: Respond second part



74 II. Chant Genres

Praecantor: Respond
Succentores: Respond

According to Amalarius, the Gloria had but recently been added in Rome (but in
Ordo Romanus VI, of the eighth century, a Frankish monk said that all responsories
were sung with the Gloria). The Franks, on the other hand, usually sang only the
second part after the verse. (Complete repeats are nevertheless called for on some
occasions in modern service-books.) At any rate, Amalarius does not speak of a solo
start and choir continuation of the respond.

The choir’s task is easier if the soloist has already sung the respond. Furthermore,
in the Winchester polyphonic settings of the late 10th century the whole respond
appears to be for the soloist.

The singing of the respond proceeded along clearly understood lines. The tonality
(in this case mode 4) would be known, which brought with it numerous conventions
guiding the performance: the notes used for reciting passages with longer text, how to
start and end phrases, which intermediate goals to aim for (D at the end of the first
phrase, E/F second and third), which phrases were opening phrases (Oa) and which
closing phrases (G1-E1). Two decisions depend on a close reading of the text: how
many phrases must be distinguished, and which syllables should carry musical figures
reserved for accented syllables.

(iv) Centonization

Stiblein (‘Graduale (Gesang)’, MGG, 650-1) and Treitler (1975) have warned us
against seeing conventional turns of phrase as fixed entities which a composer took ‘off
the peg’, so to speak, and inserted at the appropriate moment. These are not (to adopt
another modern analogy) ‘identikit’ compositions, put together from pre-existing
segments. The music of each responsory is a new creation, which, by virtue of the fact
that 1t 1s a responsory (and not, say, a gradual) and in mode 4 (not 3), follows
conventions appropriate to those categories.

The term ‘cento’ has often been used to describe the musical make-up of these
chants. The Latin word was commonly used in Roman times to mean a garment made
of several pieces sewn together, a patchwork. But it also had a special literary
meaning, being used as the title of a poem made up from verses of other poems. It
seems to have come into modern circulation because John Hymmonides ‘the Deacon’
used 1t to describe the work of St Gregory himself: ‘Antiphonarium centonem
cantorum studiosissimus nimis utiliter compilavit’ (PL 75, 90). If we understand the
expression in its literary sense, ‘cento antiphoner’ describes very well the texts sung in
the liturgy. Three of the four responsories just discussed have texts selected and
adapted from Acts 6 and 7: I give here the Vulgate texts, printing the chant excerpts
in capitals. The chant adds other words as well, and adapts others, for example
through different conjugational endings, hence the half-capitalized words here.
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Acts 7: 58-9: Et LAPIDABANT STEPHANUM INVOCANTEM ET DICENTEM: ‘DOMINE JEsu,
SUSCIPE SPIRITUM MEUM.’ Positis autem genibus, clamavit voce magna, dicens:
‘Domine, NE STATUAS ILLIS HOC PECCATUM.’

Acts 6: 15: Et INTUENtes eum OMNES, QUI sedebant IN CONCILIO, VIDErunt faciem EIUs
TANQUAM FACIEM ANGELI.

Acts 7: 55: Cum autem esset plenus Spiritu sancto, INTEndens IN CAELUM, VIDIT
GLORIAM DEI, et Jesum stantem a dextris Dei; ET ArT: ‘ECCE, VIDEO CAELOS APERTOS ET
FILIUM HOMINIS STANTEM A DEXTRIS DEL.’

At least some of these words are actually read as lessons during the office.

The use of conventional turns of phrase in singing these texts seems rather
different, a procedure for which the term ‘cento’ is not really appropriate. These are
neither pre-composed scraps to be sewn into place, nor quotations of an already
existing composition.

Having come so far, we still do not know how the first decisions of all were taken, that
1s, how it was decided that this particular matrix of musical material, one of the mode 4
complexes, was the right one for these particular texts. It is conceivable that one piece
led to another, for the close proximity of these four in the liturgy is surely not
accidental. Other bunches of responsories linked both by musical similarity and by
liturgical proximity may easily be picked out of Frere’s tables, for example those using
Frere’s ‘theme a’ in mode 2, in Passiontide, the summer Histories, and for
St Laurence (AS, Introduction, 7). Nevertheless, of the earliest stages of text
selection and mode of performance we have no detailed knowledge.

There 1s perhaps a natural tendency to regard those responsories which use
conventional turns of phrase as relatively old, those which are more independent as
more recent in date. One associates a simple system with beginnings, deviations as
later decadence. But our knowledge of the musical shape of the responsories dates
only from the end of the tenth century, the date of the earliest notated antiphoners
(the Mont-Renaud manuscript, PalMus 16, and the antiphoner copied by Hartker of
St Gall, St Gall 390-391, PalMus 11/1). Independent melodies occur even amongst
the earliest attested pieces. To some extent comparison of the sources brings out
different chronological layers. On this basis Frere did not hestitate to assign pieces to
the ages of gold (ending soon after the time of St Gregory), silver (up to the tenth
century), bronze, and clay. Later responsories occasionally have new music for their
verses.

Frere’s theme a in mode 2 (AS, Introduction, 5 ff.; Apel 1958, 332 {f.) and his
theme a in mode 8 (AS, 52 ff.; Apel, 337 ff.) are two ways of singing responsories
which deserve a designation other than ‘matrix of musical material’. So many chants
use them in such similar ways that they might well be called melodies. Even so, there
are deviations from the commonest patterns. Apel actually divides the mode 8 group
into four sub-groups. One must also remember that these ‘melodies’ have been
identified as such not because of their melodic characteristics but because they have
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been adapted for several different texts. They stand, in fact, near one end of a
seamless continuum between similarity and dissimilarity.

(v) Melismas

The great responsories of the Night Office are generally much less melismatic than the
graduals and tracts of mass. In the earliest musical sources the graduals in particular
already have long melismas on single syllables, and these are generally absent from
responsories. Those which do appear are not present in all sources, or ‘wander’ from
one responsory to another, or enter the written tradition at a relatively late stage. For
this reason 1 have considered it best to discuss them as melodic additions to the
earliest recoverable state of the responsories, and placed them with the sections on
tropes (see 11.23.1v).

IT.5. GRADUALSAND TRACTS

(1) Introduction
(i1) Graduals in a: The ‘Iustus ut palma’ Group
(11) Graduals in F
(iv) Other Graduals
(v) Tracts
(vi) Tracts in Mode 2
(vi) Tracts in Mode 8

On graduals: Stiblein, ‘Graduale (Gesang)’, MGG; Hucke 1955, ‘Gregorianischer’,
1956, ‘Gradual (i)', NG

On tracts: Hans Schmidt 1957, 1958; Hucke 1967, ‘Tract’, NG; Nowacki 1986;
Kainzbauer 1991.

(1) Introduction

Graduals and tracts are more ornate chants than responsories, but much of the
melodic embellishment is stylized, and they may more easily be classified in families
sharing the same melody.

They can be divided into distinct tonal groups. In Stiblein’s list of the 115 graduals
in the earliest sources (‘Graduale (Gesang)’, MGG) they break down as follows,
according to final (omitting four cases where Stiblein registers doubt):

D (mode 1 only) 15

E (modes 3 and 4) 11

I (mode 5 only) 46

G (modes 7 and 8) 15

a (‘mode 2) 24
Only the gradual has such a high proportion of pieces in the F mode. Tracts (listed in
Hucke, ‘Tract’, .NG) are even more selective:
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D (mode 2 only) 6
(G (mode 8 only) 15

Apart from their different musical materials, graduals and tracts are performed in a
different way. Graduals were sung like the great office responsories, but with a
complete repeat of the respond after the verse. Tracts were sung by soloists
throughout (a practice sometimes referred to as ‘direct psalmody’), without any
section repeats.

Amalarius of Metz (Ordinis missae expositio 1, 6; ed. Hanssens, 11. 302), writing
about 830, reports that in the gradual there was a full performance of the respond by
soloists, repeated in full by the choir. This seems to be supported by the copies in
early cantatoria (books containing only the soloists’ chants), where they are notated in
full. By the beginning of the eleventh century, however, similar books (such as
Oxford, Bodleian Library, Bodley 775) give only the first word of the respond,
implying that the soloist simply intones the opening, the rest being sung by the choir.
Later still the choir was allowed to sing the closing word or two of the verse, the
practice set out in modern Solesmes/Vatican books. We know this, for example,
through the polyphonic gradual settings from Paris in the twelfth and thirteenth
centuries, where only the soloist’s parts are set in polyphony.

(1) Graduals in a: The ‘[ustus ut palma’ Group

The most closely unified group of graduals throws up some interesting questions.
This is the family which includes fustus ut palma, made famous by its presentation in
over 200 facsimiles in PalMus 2 and tabulated there by Mocquereau, by Sunol (1935,
fold-out), Ferretti (1938, 165), and Ribay (1988). Six of them are sung during the
Ember Week of Advent. Both respond and verse of these graduals end on a. This
pitch is usually reckoned as representing an upward transposition of a fifth from D (in
order to avoid writing low Bb and both /' and Fﬁ), and the group 1s thus usually
assigned to the second mode. The awkwardness of classification indicates that we have
here a body of chant which was composed before (and therefore disregards) the eight-
mode system.

Ex. I1.5.1 is a transcription of Tecum principium V. Dixit dominus from the
Aquitanian manuscript Paris, Bibliotheque Nationale, lat. 776. I have marked the
individual phrases with the labels given by Apel (1958, 360), whose tables provide a
convenient way of surveying the musical make-up of the gradual repertory. Tecum
principium conveniently includes nearly all the musical material of the ‘Tustus ut
palma’ family.

In the respond, the first and last phrases (Al and A3) are those of practically all
others in the family. (A3 was so well known that the scribe did not trouble to write it
out in full: it is completed here from the first gradual of the year with this melody,
Tollite portas.) Most graduals have only one phrase between these two, either A2 or
F1; both appear here, with a linking phrase cl. Haec dies, however, has a different
opening phrase (A4), then cl, F1, and A3.
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Ex. 11.5.1. Gradual Tecum principium (Paris, Bibl. Nat. lat. 776, fo. 127)
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In the verse, all but a handful of graduals have the first phrase given here, D10.
The others have a different D-phrase, so that the tonal direction of the melody was
always the same. The second phrase, Al0, is also practically always the same. For
some verses, no more phrases were required, and the final invariable A12 concluded
the piece. Most are four-phrase verses, however, and here one of the two FF-phrases
was employed: Tecum principium has F1, which has already been heard in the
respond. FF1 was generally employed when a fifth phrase, C10, was also present, as
here; otherwise F10 was preferred. Just occasionally C10 1s present without an F-
phrase to follow. The double use of F1 goes hand in hand with the fact that A12 at the
end of the verse is similar to A3 at the end of the respond, and cl in the respond ends

exactly like C10 in the verse. The overall form is therefore something like AB CB
(repeat of respond AB again).
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The ways in which the melody was used for this particular text, Tecum principium,
are typical. The first phrase of text is exceptionally long, and thus is adapted in a way
found only for two other graduals with similarly long opening phrases, [n omnem
terram and Ne avertas. (Exsultabunt sancti, by contrast, is exceptionally short and is
therefore sung to yet another adaptation of the ‘normal’ form.) It is interesting that
instead of simply repeating a reciting note to cope with the extra syllables, a different
melodic excursion was included (extending roughly from ‘-pium’ to ‘virtu-’).
Elsewhere repeated notes were indeed employed, for the number of syllables 1s not
excessive: a and ¢ in the respond, d, ¢, and lastly a in the verse. A3 and Al2 begin
with accented syllables, and here an unaccented preliminary /* was sometimes sung.

It might be supposed that the melody is so constant because the phrases of text are
all short (with the exception of the first), so that there was little need for variation, or
because the melody is so ornate, necessitating careful regulation of detail. Yet on the
one hand the text phrases in responsories are similarly brief, and on the other hand
other graduals are similarly ornate but not so uniform in melody. For various reasons
the ‘Tustus ut palma’ graduals have been regarded as very old: their uniformity, in
which they display a similarity to the technique of singing tracts, which were also
believed to be ancient; their use on days of long standing in the church year. On the
other hand, Hucke has argued that the fashion for this melody might be relatively
recent. A few of its characteristic turns of phrase can also be found in other graduals
(compare C10 with C12 in the F-mode group, F10 with F17 in the F-mode group and
F10 in the D-mode group). Hucke thinks this is because phrases from the newly
popular melody were taken into the singing of older graduals. The argument cuts both
ways, however, and depends on how exclusive the material for the different melodies
or melodic complexes was reckoned to be. I myself incline to agree with Hucke, for it
seems inherently more probable that a new melody might be used to meet a sudden
demand for more graduals (perhaps in response to a liturgical and/or musical reform),
than that an old and consistent practice should be superseded by something much less
regular. But in the absence of firm historical data one cannot be dogmatic.

One thing is indisputable: the much more ornate surface detail of these and other
graduals when compared with the office responsory. Most of this solemn splendour 1s
concentrated on melismas for particular syllables, rather than being distributed
evenly. End syllables are particularly favoured, whether accented or (more often) not.
The musical matter is of a peculiar kind, reiterating particular notes or decorating
them in a seemingly superfluous way. There is no firm direction to these musical
ruminations: they are rather a means of making the performance more impressive and
ceremonious. Some figures simply revolve around a central tone: ‘princiPlum’ and
‘uteRO’. Others move further but return whence they came. Take for example the
setting of ‘die’. The melody moves from d to a, but introduces for ornamental effect a
palindromic dccaGacced before finally falling on to a. One may regard this either as an
ornamentation of d or a double descent to a, but either way the redundancy 1s clear.
The same happens on a much larger scale in the verse at ‘meo’ (twice down to G and
back up to ¢) and ‘meis’ (twice down to a from e). ‘Meis’ is also interesting because of
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the oscillation between ¢ and a in the middle. Such reiteration of ¢, and occasional
touches down to a, are found not in graduals only, but also in tracts, introits, and
offertories. The notes favoured for reiteration are ¢, f, and g, that is, those above the
semitone step. The other notes touched upon, as it were, to provide extra impetus for
the reiteration, are always a minor third lower: a, d, and e respectively.

(m1) Graduals in F

The largest group of graduals to be notated in the same mode is those with final on F.
The melodic links between these graduals are much looser, however, than in the
‘Tustus ut palma’ group. One has only to scan Apel’s table (346—7) to appreciate this,
especially in the responds, where only the trio Christus factus est, Exit sermo, and
Ecce sacerdos are consistently similar. The verses are more easily assignable to
families, but only one phrase, the final one (Apel’s F10), is found almost throughout
the repertory. Apel discerns eight groups in all, with several other graduals not
assignable to any group. Between several groups there is almost no similarity at all.

Some general tendencies are nevertheless worth noting. Over half the verses start
with a phrase ending on a. The next phrase is then either an /-, an a-, or a ¢c-phrase.
There are regular ascents to high f, even g, before the descent to phrase I'10, whereas
the respond stays much more consistently in the lower range /"—c. In the lower range
bb appears regularly, whereas bk is normal for most of the verse. Correspondence of
musical material between respond and verse is restricted, when present at all, to the
cadential melisma.

Although it is tempting to look for another basic melody, such as the ‘Tustus ut
palma’ melody, at the root of the graduals in F, it cannot really be found. The variety
of material used for performing these chants is much greater, the correspondences
between the families of graduals consequently more informal. The responds give the
impression of almost total lack of dependence upon standard turns of phrase. At the
same time, one would not mistake the pieces for anything but graduals. For a start, I*-
mode pieces are relatively rare in other chant genres. Secondly, the ornamental
character already noticed permeates these graduals as well. Somewhat more
prominent than in the ‘Tustus ut palma’ group are recitations on or around one note, as
in the closing phrases of \nima nostra (Ex. 11.5.2). The final turn down to /" at the
end 1s almost perfunctory, made by using the only other common cadence figure in

Ex. 11.5.2. From Gradual Anima nostra V. Laqueus contritus est (Paris, Bibl. Nat. lat. 776,
fo. 17%)
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these graduals (Apel’s f11, found also at the end of the respond). (The manuscript has
neither clefs nor coloured lines, and consequently does not distinguish the semitone
step in the scale. I have assumed bbs by analogy with other manuscripts.)

(1v) Other Graduals

There are other smaller groups of graduals in D, E, and G. The D-mode graduals
resemble the F-mode ones in that their verses resemble each other more closely than
their responds, and also move in a generally higher range than the responds. The E-
and G-mode graduals, on the other hand, are more loosely related to one another, and
their verses are not much closer related than the responds. In all these graduals, then,
one has the feeling that the singers were expected to range freely through the
appropriate material, exercising their art with a degree of freedom not detectable in
the ‘lustus ut palma’ group or in the tracts shortly to be discussed. Once again many
hallmarks of graduals are present, but the melodic gestures do not appear with such
regularity. The striking melisma of Ex. I1.5.3., where the melody seems to go into
suspended animation, 1s found in only four graduals, its final phrase in only two (but
the last six notes are a common way of cadencing on G in many chant genres).

Ex. I1.5.3. From Gradual Exaltabo te V. Domine Deus meus (Paris, Bibl. Nat. lat. 776, fo.
54%)

sal - ua - sti me

The phrase given in Ex. I1.5.3 includes some repeated figures (shown by brackets),
but such closed forms are rare in graduals. They are even rarer if we set aside
examples in this floating, reiterative manner. Clamaverunt iusti has two very mobile
melismas in its verse, one with repeat structure AABBC, one unpatterned. Viderunt
omnes has an example with AAB form in its verse. Such patterned melismas are
common 1n alleluias, and are generally understood to be a relatively late development.

We have rather little evidence about the age of the music of the graduals, as is
indeed the case with most chants for the proper of mass as it appears in the oldest
music manuscripts. Hucke has suggested that the latest of the E-mode graduals may
be [uravit dominus, sung on a number of feasts introduced into the Roman kalendar
in the second quarter of the seventh century: no gradual for a feast introduced later
than this has an E-mode melody. The important F and a melodies would then be later
than this. It would nevertheless be over-optimistic to believe that the melodies as we
have them from the ninth century were sung in quite that way two centuries earlier.
The known versions must be the result of a long process of stylization, adjustment to
changing circumstances (not least the learning of Roman chant by the Franks), and, if
Hucke 1s right, cross-fertilization from other families of melodies.
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(v) Tracts

As already mentioned, tracts are sung by a soloist or small group of soloists, and
include no return to a previous respond or other refrain section. They also have
several verses. Those in mode 8 have up to five verses; the three mode 2 tracts
designated as such in early sources are much longer: Eripe me (composed after the
other two, according to Amalarius of Metz) has 11 verses, Qu: habitat has 13, and
Deus Deus meus 14. The technique of following a general pattern or mode (in the
sense of ‘manner’, ‘way’) of singing a verse which we have already seen in the case of
office responsories and graduals is also practised here, but now the correspondences
may be observed not simply between different tracts but between different verses of
the same tract. Since within the two tonal families they display considerable regularity
of technique, they have been favourite subjects for discussion of centonization (a term
now discredited) or, better, the development of ways of singing elaborate chants in
the absence of written music (see especially Treitler 1974, ‘Homer’, where Deus Deus
meus and other tracts are used for illustration). As usual, one may find one’s bearings
with the aid of Apel’s tables.

The twenty-one tracts in the earliest sources comprise the following groups: eleven
mode 8 tracts with psalm texts; four mode 8 cantica sung at the Paschal Vigil; three
mode 2 tracts with psalm texts; three mode 2 tracts designated as graduals.

The first three cantica of the Paschal Vigil have texts which form a sequence with
the lessons of this unusual mass ceremony (see above, 1.8.v); they may even be
regarded as ‘sung lessons’ (rather than simply intoned ones; of course their texts are
much shorter than those of the other lessons). The fourth tract, Sicut cervus,
accompanies a solemn procession to the font.

The three tracts called graduals in early manuscripts were presumably performed
like graduals, that is, with the first verse repeated as a respond after each subsequent
verse. This seems to have had an interesting effect on their use of cadence formulas:
one particular formula (Apel’s Dn) is usually reserved for the last cadence of all, but
in these three pieces it 1s also used for earlier verses. This 1s presumably because the
cadence of the first verse, of the respond, was now the final one (D15); there was no
longer any need to reserve Dn for signalling the end of the performance.

(v1) Tracts in Mode 2

As may easily be seen from Apel’s table, five of the mode 2 tracts follow the same
general pattern in most of their verses. (De necessitatibus uses some turns of phrase
characteristic of the group, but does not follow the pattern.) They usually have four
sections, cadencing on D, (', I, and D respectively. Within these guide-lines there is
nevertheless considerable variety of musical material.

All end the last verse in the same way; at the start of the first verse, there are two
different opening phrases. But the opening phrases for other verses, D-phrases that is,
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number no less than ten; Deus Deus meus alone has eight different ones; to be fair,
D10 usually functions as a preliminary phrase before D5.

The second section is less variable, though frequently only a cadence formula from
the standard phrase is heard in its cadences; there are two alternative phrases. Most
constant of all 1s the F-phrase, with no regular alternatives, though some small
deviations. For the last phrase, ending on D, there are five main formulas, four of
them used in Deus Deus meus, Qui habitat, and Eripe me, the other used in Domine
audivi and Domine exaudi.

The variety of procedure, within the tonal guide-lines indicated, is quite
remarkable, and it is clear that these tracts were no more bound in a strait-jacket than
other chants. This is shown by the fact that no combination of the various D, C, F,
and D phrases appears identically in more than one verse. (If we reduce the
requirements simply to cadence formulas, a few identical sequences do emerge, but
they are still remarkably rare.)

(vi1) Tractsin Mode 8

The eleven tracts and four cantica in mode 8 do not display the regular succession of
cadence points seen in the mode 2 tracts. Practically all opening and closing phrases
have G-cadences, and usually there is an F-cadence somewhere between. For some
verses two [-phrases suffice, three G-cadences are sometimes found, once four G-
cadences, without any F' cadences at all.

The number of different G- and F-phrases 1s restricted, more so than in the other
tracts. Setting aside the invariable closing G-phrase for the very end of the tract, one
may summarize Apel’s table as follows:

5 G-phrases for the start of the tract, of which only one is used more than twice;

9 other G-phrases, of which only three are used more than thrice; one of them
(Apel’'s G1) opens verses, another (G2) usually closes them, or appears as a
penultimate phrase in the very last verse of the tract;

4 I'-phrases;

1 c-phrase, a high-ranging melisma used at the start of two verses in Commouvisti.
Within the group, the cantica for the Paschal Vigil form a particularly homogeneous
set.

Ex. I1.5.4 1s the tract for Quinquagesima Sunday, Jubilate domino, a setting of
verses from Ps. 99. When the psalm was sung during the Night Office the division of
verses would usually have been somewhat different (the text would also have been
that of the so-called Gallican psalter, rather than the older translation used here).
Verse 3 would run from ‘Scitote’ to ‘non 1psi nos’. But here there is a short verse 3 and
a longer verse 4. The source here transcribed, Paris, Bibliotheque Nationale, lat. 776,
indicates no break between verses 2 and 3, but in view of the usual function of phrase
G2 as a verse-terminator, I have made the break indicated in other sources.

We can speculate about the way chosen for singing this tract. About the first and
last phrases there can have been little pause for consideration, for these were the most
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Ex. 11.5.4. Tract lubilate Domino omnis terra (Paris, Bibl. Nat. lat. 776, fo. 32%)
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conventional parts of the chant. Since the first verse was divided into four phrases, it
would be appropriate to move to an F-cadence next, and because the text is very short
(only two words!) F2 is better than the longer F1. For a pair of short G-phrases, G4
+ G3 1s often used, G3 being a terminal phrase. They come round again for verse 3.
Verse 2, on the other hand, has two longer phrases, so G1 + G2 is preferred. In fact
G4 1s similar to G2, the latter having a longer end-melisma in keeping with its
terminal function.

The first phrase of verse 3, ‘Scitote quod dominus’, is shorter than ‘Intrate in
conspectu eius’ in verse 2, but not yet as short as ‘servite domino’ in verse 1. To cope
with ‘Scitote’ the opening of G2 is brought into play. The melisma at the end of the
verse, in phrase G3, 1s usually an end-melisma, but is occasionally split to
accommodate unaccented syllables, as here and in verse 1.

The last verse could have started with the popular pair of phrases G1 + F1, were
the text not too short on this occasion. In any case, over half the tracts have unique
music at this point, before using standard closing phrases. At the half-verse, for the
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melisma on the second ‘nos’, a conventional cadential formula 1s used, already heard
in verse 1 in a similar position. The last melisma of all was so well known that it was
not copied out in full by the scribe of the source used here: it is completed from the
tract of this family for the preceding Sunday, Comimnovisti.

With rare exceptions, these tracts move in a very restricted range, hardly exceeding
the sixth between /" and d. Some could easily be classed in mode 7. They lack some of
the splendour of the graduals, for internal melismas are rare and the pulsating
reiterations of a structurally important tone are largely absent. Because of their
procedural consistency several writers have seen similarities with simple psalm tones,
pointing to intonations and recitations, flexes and mediants, and so en. Such an
analogy should not be pressed too far, for then the temptation arises to strip the music
down to some sort of basic tone, and see the tract as the result of historical
development out of imagined simple beginnings. These are not ‘variations upon a
theme (in G or in D)’ for there 1s no pre-existing theme, and the level of decoration,
the degree of solemnity, might have been an essential part of the tract from the start.
The conventions of articulation (starting phrases, terminal melismas) are a natural
response to the need to mark off the major breaks in the text, found in very many
chant genres and not necessarily deriving from simple psalmody. The tonality and
range provided a musical frame of reference, and phrases of similar length and balance
were sung in similar ways. The result 1s a mode of delivery flexible enough for the
performance of multiple biblical texts, but musically characteristic enough of a
particular liturgical moment to be recognizable for what it is and fulfil its proper
liturgical function.

I1.6. SHORT RESPONSORIES
Hucke, ‘Responsorium’, MGG Claire 1962, 1975.

As well as the great responsories of the Night Office (the responsoria prolixa), much
shorter responsories (responsoria brevia) were sung after the short lesson (capitulum,
chapter) of the Little Hours (Prime, Terce, Sext, None, and Compline). In monastic
use a short responsory was sung after the short lesson of Lauds and Vespers as well.
The repertory is small, for single responsories did duty for whole seasons of the year,
and rather few feasts had proper ones. In most churches, very few melodies seem to
have been used, though some sources have more, florid versions of the usual simple
melodies, newly composed ones, or melodies adapted from great responsories (see, for
example, the Worcester antiphoner (PalMus 12), and the Nevers manuscript Paris,
Bibliotheéque Nationale, nouv. acq. lat. 1235 consulted by Wagner (111, 217-23). No
survey of the repertory is available. The conventions for singing the doxology are
obscure: some sources contain no cues at all; other specify Glorias of differing length
(for example, up to ‘sancto’, or ‘semper’).

The musical style of most short responsories is very simple, chiefly syllabic,



86 II. Chant Genres

consisting of melodic formulas which are easily adaptable for a variety of texts. The
form 1s that of all responsorial chants: solo respond, repeated by the choir, solo verse,
choir respond (or the last part thereof), solo doxology, choir respond.

Hucke thought that the most popular melodies might be the result of a ninth-
century Frankish recension. In one sense this is no doubt true, as it is of a large part of
the chant repertory, but the simplicity of the melodies has encouraged speculation
that a much older tradition lies behind them. A peculiarity of some of the melodies is
that the formula used for singing the first part of the respond is the same as that for the
whole of the verse. Musically, therefore, it is the second part of the respond which
constitutes a refrain. This may be seen in Ex. 11.6.1, a transcription of the first of the
short responsories in the Lucca antiphoner (PalMus 9). The doxology is divided into
two parts, the first rhyming musically with the first half of the respond (and the
verse), the second with the second part of the respond.

Ex. I1.6.1. Short responsory Super te lerusalem (Lucca, Bibl. Cap. 601, p. 6)
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The melody of Ex. I1.6.1 was the usual one for the half of the year from Advent
onward. During the rest of the year a single F-mode melody in one of the three
different variants sufficed. One of these is shown in Ex. [1.6.2, transcribed from the
Worcester antiphoner (PalMus 12). (The section of the verse ‘alleluia, alleluia’ 1s
always written out complete, but presumably one did not then repeat the second half
of the respond.) Once again the two phrases of the doxology end on the same notes as
the respond, though here the shorter text is preferred.

In both the melodies quoted, the overall form is therefore:



6. Short Responsories 87

Respond: A B
Verse, second part of Respond: A B
Doxology (cadence notes): ...a...b
Respond: A B

Ex. I1.6.2. Short responsory Resurrexit Dominus (Worcester, Chapter Lib. F 160, p. 142)
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It would be interesting to know how widespread this pattern was, and whether, at
some earlier time, the respond was simply the short second phrase.

The similarity of such simple melodies to some antiphons has often been remarked.
Ferretti, for example (1938, 265) thought that the mode 6 antiphon melody for such
pieces as Ego sum vitis vera and Notum fecit dominus (Gevaert theme 39) had given
rise to the melody of Ex. I1.6.2. Claire’s work has tended to suggest the opposite: that
the short responsories preserve relics of ancient melodic types, and families of
antiphons were modelled on them. Some antiphons would derive from the second
part (B above), some from the whole melody (AB). Claire draws parallels not only
with Gregorian examples but also with Old Roman and Milanese ones. Particularly
suggestive are the similarities with ferial antiphons, especially with the versions of
these antiphons in manuscripts from Metz, Aachen, and Lyons. Two antiphons from
Aachen, Dombibliothek, 20 (Ex. 11.6.3) may be compared with Ex. 11.6.1 above
(compare the versions in Claire 1975, nos. 67bis and 44). Most other sources
transform these into G-mode antiphons. Whether or not one agrees with Claire’s

Ex. II.6.3.. Ferial antiphons Credidi and Portio mea (Aachen, Dombibl. 20, fos 437, 477)
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hypothesis, it is clear that these short responsories have no connection with any eight-
mode or eight-tone system.

I1.7. ANTIPHONS

(1) Introduction
(11) Ferial or Psalter Antiphons
(111) Antiphons for the Psalms of Vespers, the Night Office, and Lauds
(1v) Antiphons for the Magnificat and Benedictus
(v) The Great O-Antiphons

Gevaert 1895; Frere in AS; Alfonzo 1935; Stiblein, ‘Antiphon’, MGG; Hucke 1951,
1953, ‘Formen’; Turco 1972, 1979, 1987; Hourlier 1973; Claire 1975; Franca 1977;
Udovich 1980; Huglo, ‘Antiphon’, NG; Crocker 1986; Dobszay 1990, ‘Experiences’.

(1) Introduction

There are more pieces called antiphons than anything else in the chant repertory.
The great majority belong to the singing of the office, where they are coupled to the
daily, weekly, and yearly cycles of psalms and canticles. But some have no connection
with psalms and are sung to accompany processions, or as free-standing votive
anthems, most often in honour of the Blessed Virgin Mary. They are of a different
musical character and are therefore discussed in a later section, as are the antiphons
for the Venite of the Night Office, known as invitatories.

The many hundreds of pieces in the main body of office antiphons may be divided
roughly into three groups.

1. Generally short and simple in style are antiphons for the ferial office, that 1s, for
the office hours on ordinary days (including Sunday) when no feast intervenes.
Nearly 100 antiphons of this type, with texts drawn from the psalms they
accompany, were generally required.

2. The bulk of the repertory was sung on days with their own special liturgy, the
dozens of feast-days of various types throughout the year. Over 1,000 antiphons in
this category are usually to be found in medieval books, composed for Vespers, the
Night Office, and Lauds (proper antiphons were not usually required for the Little
Hours). Repertorially, there is a general distinction between secular and monastic
books, because of the different numbers of pieces required: only at Lauds, where five
antiphons were sung in both uses, is much agreement to be found, mostly in the
Temporale.

3. Antiphons for the two canticles of Vespers and Lauds, the Magnificat and
Benedictus respectively (called gospel canticles because of their literary source), are
generally longer and sometimes musically more elaborate than the others, at least on
feast-days. Their texts are usually taken from the gospel at mass of the day, otherwise
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they look to the Old Testament lessons of the Night Office, or, on saints’ days, to the
vita or life of the saint read in chapter and during the office itself.

Antiphons in these three categories will usually number about 1,500 in most
medieval manuscripts. But there i1s considerable variety between sources, so that the
total number used across Europe was enormous. The twelve sources whose texts were
edited by Hesbert in CAO have well over 4,000 between them.

Antiphons are settings of prose texts; they follow no regular mode of delivery such as
a psalm tone, but naturally, in view of the great numbers required, often display
melodic identities, similarities, or standard responses to appropriate texts. Some
melodies were very popular and were used with minimal variance for numerous
different texts. Other melodies, or complexes of melodic material, were used with
much greater flexibility; for example, Frere said of mode 7 antiphons: ‘there is much
similarity of material and method, which does not amount to a unity of theme’—there
is of course room for disagreement as to what does constitute ‘unity of theme’ (see
Nowacki 1977 for an analytical discussion).

The melodic style of most antiphons is relatively simple, with clear-cut phrases.
There is no need of the melismas found in florid responsorial chants to mark crucial
cadences or other structural features of the text. Within phrases one may find repeated
notes, anacruses, and so on, in order to ‘stretch’ a melodic phrase over a longer text,
but this is rarely so extended as to remind one of a psalmodic recitation. When a text
has a relatively large number of phrases, however, extra phrases of music will be
provided. (Something of this has already been seen in the responsorial chants.) A
number of melodies seem to have been composed deliberately for two-phrase texts,
three-phrase, four-phrase, and so on.

Since each antiphon preceded and succeeded the singing of a psalm or canticle, the
choice of psalm tone was preferably tonally compatible with the antiphon melody.
Lists of antiphons were drawn up in medieval tonaries (see II1.14), where the
antiphons are grouped according to mode and according to the psalm tone and
differentia that they command. These groupings naturally bring together antiphons
which are similar melodically. They do not, however, constitute a reliable thematic
catalogue, for, if antiphons are to take the same tone and differentia, it is sufficient for
their opening and their final to be similar: what happens in between is another matter.

Taking the tonary of Regino of Prim (d. 915) as a starting point, the Belgian
musicologist Gevaert published a melodic catalogue of over 1,000 antiphons under
forty-seven ‘themes’ (Gevaert 1895). Except through passing remarks of Gevaert’s,
however, it is not easy to get an idea of how stable the ‘themes’ are in practice, since
Gevaert usually cites only the opening of each antiphon. Apel’s discussion of mode 7
antiphons demonstrates the value and drawbacks of Gevaert’s presentation. So also
does a comparison with Frere’s analysis in AS: Frere identified fifty themes,
established on the basis of the whole melody, not the incipits which Gevaert (like the
medieval tonaries) cited, though Frere too was guided by the groupings of the Sarum
tonary. Frere’s themes are presented with comments and illustrations of their
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stability, or lack of it. In the index to the Sarum antiphoner which follows the
introductory analyses, Frere marked about two-fifths of the 1,600 or so antiphons
with the melodic labels assigned in his introduction.

The complex reality behind the ‘themes’ can be judged from, for example, some of
the mode 8 antiphons. Gevaert’s theme 12 antiphons are distributed across Frere’s
themes VIIla, ¢, andj. Antiphons of Gevaert’s themes 13 and 15 are both in Frere’s
theme VIIIb, but some go into VIII/. But if we actually check through the antiphons
in Gevaert’s theme 13, we find surprisingly few assigned to a theme by Frere at all.
Gevaert has thirteen antiphons in his first epoch, that is, with texts from the psalter
(including ferial antiphons listed in a footnote), and six of these are assigned by Frere
to VIIIb. But of Gevaert’s twenty-nine second-epoch antiphons (with texts from
other books of the Bible) and two third-epoch antiphons, not one is assigned in Frere.
Some, it is true, were not sung in Sarum use, and others had variant forms of the
melodies, but the lack of melodic similarity in Gevaert’s group, beyond the opening,
1s still strikingly demonstrated.

For another example one may look at the transcriptions of twenty-two mode 8
antiphons in parallel given by Ferretti (1938, opposite p. 112). Of these, which are
certainly closely related melodically, eight do not appear in the Sarum antiphoner.
Three are not assigned to a theme by Frere, one is assigned to theme VIlla, six to
VIIle and four to VIII;. of the twelve that appear in Gevaert’s catalogue, eight are
classified under theme 16 and four under theme 12 (not the same four as Frere’s
VIIL).

Later commentators have been more wary of seeing identity between antiphons.
Huglo (‘Antiphon’, NG) mentions only seven ‘prototype’ melodies whose basic shape
was largely unaffected by adaptation for different texts. Table I1.7.1 compares his
choice with Gevaert’s and Frere’s.

The most sophisticated morphology of the repertory so far has been achieved by
Hucke, who distinguishes ‘Lieder’ (songs, the relatively unchanging melodies) from
‘Strophen’ (variable successions of standard phrases or groups of phrases) and from
recitation types. Hucke’s analysis has the merit of not being rooted in the concept of
fixed tunes, and identifies features such as initia and other motifs which are
independent of thematic families. The fact that only two-fifths of the antiphons were
assigned to families by Frere, impressive though the number is, shows that this
procedure alone cannot give a satisfactory account of the repertory. (Dobszay 1990,
‘Experiences’ has reported on a forthcoming new classification. Comparative studies
with the Old Roman repertory, analysed by Nowacki 1980, and the Milanese
repertory, analysed by Bailey and Merkley 1990, will undoubtedly shed further light
on the Gregorian antiphons.)

The work of Claire (1975) and Turco (1972, 1979, 1987) has recently opened up
important new avenues of inquiry, relating standard antiphon melodies to apparently
ancient psalmodic practice (see also Jeanneteau 1985). There is space here only to
mention once again the psalter antiphons.
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Table 11.7.1. Antiphon themes or prototype melodies

Mode Number of themes Prototype (Huglo)

Gevaert  Frere

8 7

—

D (Protus) authentic

plagal 2 3 4
cither 4 Gevaert9, Frere [1e (the
melody of the ‘O-antiphons’)
E (Decuterus) authentic 3 5 5
plagal 4 5 3 Gevaert 29, Frere [Vb
F (Tritus) authentic 5 3 2 Gevaert— , Frere Va
plagal 6 3 5 Gevaert 39, Frere VIb
G (Tetrardus) authentic 7 9 5 Gevaert 23, Frere Ve
plagal 8 7 19 Gevaert 13/18, Frere VIIIb/!

Gevaert 12/16, Frere VIIle/y

(1) Fenal or Psalter Antiphons

As mentioned in the previous section, Claire has suggested that some of the simple
melodies for the chanting of antiphons during the ferial office may derive from the
short responsories. Both would in fact spring ultimately from ancient responsorial
psalmody, documented in, for example, the sixth-century Psalter of Saint-Germain-
des-Preés (Paris, Bibliotheque Nationale, lat. 11947; see Huglo 1982, ‘Répons-
Graduel’). Another correspondence with old responsorial practice is that the texts of
the ferial antiphons are taken from the psalm which the antiphon accompanies, often
the first verse (this is also the case in over a quarter of the graduals of mass).

Many of the antiphons have a very limited ambitus, and their tonality was
somewhat unstable, for one finds different versions in different modes in various
medieval sources. This may also be an indication of antiquity, or at least of an origin
before the advent of the eight-mode system. Some half-dozen melodies seem to have
been particularly popular (though not always identical in all sources), those which
appear in Gevaert (G) and Frere (F) as follows: G1, Flc; G2, Fld (these two are
quite similar to one another); G14, FVIIIb; G34, F Ille; G40, FVIc; and G44,
FVIIIn. It 1s not uncharacteristic that the melody cited in the previous section as
Ex. 11.6.3, ending on b (in a sort of transposed E mode), should in the Sarum
antiphoner on which Frere’s analysis is based be a G-mode melody (VIIIn).

Ex. I1.7.1 gives three psalter antiphons from manuscript Aachen, Dombibliothek
20, all employing one of the mode 1 melodies (Gevaert 1, Frere Ic). In this source
they are assigned to various psalms of the Tuesday cycle. Secundum magnam
misericordiam 1s an arrangement of the first verse of Ps. 50, Miserere mei. Sitivit in te
1s the second verse of Ps. 62, Deus Deus meus. Adiutorium nostrum is the last verse of
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Ex. I1.7.1. Psalter antiphons (Aachen, Dombibl. 20, fo. 44")
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Ps. 123, Nisi quia dominus. Each is followed by the same differentia for the psalm
tone and an incipit for the psalm itself (that of Deus Deus meus is in fact the mediant
cadence, for the first half-verse consists of no more than the three-word incipit).

The three antiphons display in miniature several features of the genre as a whole.
Unlike a psalm tone, where the reciting note or tenor is repeated as often as necessary
for the number of syllables, the antiphon melody is more mobile, and repeated notes,
extensions, and contractions may be employed wherever it 1s felt necessary. Not even
the cadence, often the least variable part of a melody, is constant here. The basic
shape of the melody may be summed up in terms of trichords: F(G)a (aGF') EFG
FED (brackets enclose notes not always present).

The two-phrase structure is fairly universal among psalter antiphons, although in
the briefest examples a division is hardly necessary.

(111) Antiphons for the Psalms of Vespers, the Night Office, and Lauds

With all due regard for the variability of the melodic material itself and the sources in
which it has come down to us, one may point to the melody Gevaert theme 29, Frere
[Vb, as relatively stable. It was a favourite for texts of four phrases. It 1s sometimes
notated with final on E, but usually with final on @, and regarded as mode 4
transposed. The reason for this is that both b and bb are required, which would be
Fy and F3 if the E final were preferred, and F'# was not part of the pitch-series
used to notate chant. The first three phrases usually sound as if from a normal mode 3
melody (with bh), whereas the final Phrygian cadence falls not on £ but on a,
approached through bb. Some sources nevertheless choose ¢ instead of b or bb, or
notate at the lower pitch with F'j throughout. And different antiphons may show
different approaches to the tonality. Ex. I1.7.2 demonstrates both the formal stability
and the tonal difficulty of the melody. The melody 1s strongly represented in Advent
and Passiontide, and the examples are taken from the latter season (in the Aachen
manuscript they follow one another directly). (For other examples, presented
synoptically, see Stdblein, ‘Antiphon’, MGG, 539, all on E.)
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Ex. I1.7.2. Antiphons with the melody Gevaert theme 29 (AS and Aachen, Dombibl. 20)
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The most common melody, or melodic complex, in the regular E-mode 1s found
among the antiphons of Gevaert’s theme 36, Frere IIIc. Here the number of phrases
1s less regular, usually four or five. It has a relative among the psalter antiphons, and
there 1s perhaps a temptation (which should be resisted) to see in these examples a
steady expansion from simple beginnings (Ex. 11.7.3). Cunctis diebus, the psalter
antiphon, has but two phrases. Picking up the G—a opening of the second of these
phrases, Iidelis servus brings in a central phrase, which cadences on G, in between
the b and £ cadences of the outside phrases. For a fourth phrase the a—c, b—G steps at
the end of the first phrase may be developed: in Herodes enim this happens in the
second phrase, in Hic est discipulus ille in the third. The last phrase may also generate
an extension, as in NVigra sum.

One simple way of generating music for a longer text is to repeat the melody, which
happens with some members of Gevaert 18, Frere VIIIb, and Gevaert 12, Frere
VIII;. Another group (Gevaert 39, Frere VI1b), displays a simple ABAC form, where
B and C are settings of ‘alleluia’, making an intermediate and final cadence
respectively.

A large number of antiphons, however, draw upon a stock of phrases in a way
somewhat akin to the procedures we have seen in responsorial chants. This has been
demonstrated, for example, for a group of mode-1 antiphons by Ferretti (1938, 113—
16; compare the antiphons having Ferretti’s opening 1 with Gevaert theme 6 and
Frere Ia). Some of the phrases were clearly associated with openings, some with
antiphon endings; others may have a mediant function. Hucke pointed to the
universality of this technique through many chant genres (1953, ‘Formen’; see the
example on pp. 16-19). A glimpse of it can be seen in Ex. I1.7.3 above, where
the outside phrases are constant but the inner ones vary.
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Ex. I1.7.3. Antiphons with the melody Gevaert theme 36 (Lucca, Bibl. Cap. 601)
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Ex. I1.7.4 shows something of the same technique persisting in a relatively late
group of antiphons. They were notated in some sources, including the Lucca
antiphoner used here, on ¢, in others on I with bb throughout.

Gaudeamus omnes is from the liturgy of the Octave of the Nativity; exactly the
same form of this melody was used for Nesciens mater and Virgo hodie fidelis, on the
same feast. One may distinguish five phrases, labelled A to E. The third phrase C uses
the same small decorative turn cefed as the second phrase B. The sense of the text
carries us over the break between third and fourth phrase, though other antiphons in
the family show a caesura here.

Pro eo quod non credidisti, for St John the Baptist, has a longer first phrase, which
1s given an ornamental opening O; the second phrase is as in Gaudeamus, but phrase
C 1s absent and E 1s much shorter; D now echoes the opening; the last phrase has little
room to expand up to the high g.

In Modicum et non videbitis (Easter week) the initial fall to G (O) 1s no longer
ornamental. The second phrase (X) 1s now quite different, for the composer seems to
want to reflect the parallelism of the text in his music. The D and E phrases are still
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Ex. I1.7.4. Antiphons (Lucca, Bibl. Cap. 601)
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recognizably related to those in the other antiphons, E now consisting of two distinct
units, the two ‘alleluia’ calls. But E also now resembles the opening phrase.

In Que mulier (post Pentecost) all the melodic material seen so far 1s used, with E
again dividing into two units.

Finally, O admirabile commercium (Circumcision) needs an extended first phrase,
makes a second out of it in fact. D 1s also more extended than before. E has the same
form as in Gaudeamus.

Although details vary from one piece to another, there is obviously a clear sense of
the character and direction of each phrase. A 1s a decorated recitation on ¢; B makes a
decorative half-cadence which includes high f, then takes the high f as the starting
point for a descent back to ¢. C recites on ¢ then makes the same decorative cadence
more conclusively on d. The function of D is to turn the recitation down to alow G. E
reverses that movement, perhaps with enough energy to touch on high g. With quite
simple 1deas like this in mind, the singer could easily add more material of the same
kind, omit or substitute an internal phrase.

(1v) Antiphons for the Magnificat and Benedictus

Much analysis remains to be done before we can see the full extent of the material
shared by different antiphons. Perhaps a layering of the repertory, by season, or even
chronologically, might then be discernible. The task demands not only analysis of the
melodies themselves but also careful comparison of the repertories in sources of
different provenance and date.

Considerable further difficulty arises because of the variety of musical readings in
different sources. Even when sources have the same melody (disagreement even at the
basic level is not uncommon) there is considerable difference of detail (see the parallel
transcriptions by Udovich 1980).

At the moment it appears that for much of the yearly cycle antiphons for the
Magnificat of Vespers and the Benedictus of Lauds shared melodic material and
general style with the bulk of other office antiphons. Nevertheless, 1t is rare for these
antiphons to have less than four phrases. Some antiphons, however, many probably of
relatively late date, are far more extended and more florid, particularly those for the
Sanctorale. An example will make this clear.

Ex. I1.7.5 gives three Magnificat antiphons of this type, all in mode 1. All three
relate part of the story of the martyrs in question, Andrew (30 November), Agnes
(21 January), and Agatha (5 February). In each we are told where the saint is
(Andrew comes to the place where the cross has been erected, Agnes stands amidst
the flames, Agatha in prison) and then each saint speaks: Andrew addresses the cross
itself, Agnes glorifies God, Agatha prays for strength and eventual reward in heaven.
Despite the similarities in the text (particularly at the start of the Agnes and Agatha
antiphons) the musical resemblances are not usually literal. As we should expect,
however, the antiphons make use of phrases typical for this tonality, adapted to the
text as necessary. Much of the movement is concerned with rising from D to a and
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Ex. 11.7.5. Magnificat antiphons (Lucca, Bibl. Cap. 601)
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falling back again. Sometimes the descent is to (', sometimes there are pauses around
a or G. The following may be picked out here (the labels represent important pitches
in each phrase and are also used in the transcriptions).

(i) DFDCFa + a-D and c—a-D. The penultimate phrase in all three descends
from a to C, and the final phrase is an arch from C back to @ and down to the final D.
All three begin with a melodic shape seen at its simplest in the Agnes antiphon:
DFDCFa. For Andrew there is then a long descending phrase back to D. Agatha only
arrives at a at the beginning of the second phrase, but the overall progress has been
the same as for Andrew. There is an exact parallel to the two opening phrases of the
Andrew antiphon in Agatha’s ‘gratias . . . carnificum’. The opening phrase recurs yet
again in Agatha’s ‘iube . . . tuam’. The rise from C to a and back to D 1s compressed
into one unit for the final phrase; and it can be seen again in the Andrew antiphon for
‘et iam . . . preparata’, and twice in the Agnes antiphon; in the latter 1t forms an
alliance with a descending a—C phrase, so that ‘orabat . . . adorande’ and ‘colende . . .
te’ are the same; ‘orabat ad dominum’ is exactly as in the Agatha antiphon.

(11) a—C. In Andrew ‘o bona crux’ forms part of a longer descent from a to C by
‘desiderata’. This is also the purpose of ‘discipulum eius’. We have already seen it
twice in the Agnes (‘omnipotens adorande’, ‘benedico te’), and noted its role as a
penultimate phrase.

(111) a—c—a. Andrew: ‘exclamat et dixit’, ‘securus et gaudens’; Agatha: ‘domine
Iesu Christe’.

(iv) a—G. Andrew: ‘o bona crux’, ‘venio ad te’, ‘suscipias me’; Agnes: ‘in medio
flammarum’.

Although the antiphons initially appear somewhat ornate, the basic melodic
gestures are in fact quite simple. Similar phrases (indeed identical ones at the
opening) may be seen in Ferretti’s table of mode 1 formulas (Ferretti 1938, 113-14),
though they are generally syllabic. If compared with their more numerous simpler
sisters, these antiphons make more leisurely progress, and the whole effect 1s more
solemn, as befits their role in the liturgy.

Magnificat and Benedictus antiphons were occasionally directed to be sung as
processional chants. There is also a repertorial link with the antiphonae ante
evangelium, possibly non-Roman survivals (see VI.5.v). All this may indicate that
melodies of the Gallican rite have survived in the guise of Magnificat and Benedictus
antiphons; but further study and analysis are required.

(v) The Great O-Antiphons

A special group of big, six-phrase Magnificat antiphons, all sung to the same unique
mode 2 melody and beginning with the word ‘O’ (O Sapientia, O Adonay, O Radix
lesse, and so on) were sung on the seven days leading up to Christmas Eve. Others
were later written in imitation of them, but the original seven appear to have been
composed as a group, for they are all addressed to Christ, and may be linked by an
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acrostic: reading in reverse order the initial letters of each second word one finds the
text ‘ERO CRAS’, which is interpreted as ‘“Tomorrow I shall be [with you].” The
largest bell of the church was rung while they and the Magnificat were sung, and they
were assigned in turn to the most prominent members of the ecclesiastical hierarchy:
abbot, prior, cellarer, and so on.

IT.8 INVITATORY ANTIPHONS
Frere in AS; Stiblein, ‘Invitatorium’, MGG} Steiner, ‘Invitatory’, NG.

The invitatory at the start of the Night Office comprised the singing of Ps. 94, Venite
exsultemus, and an accompanying antiphon. Just as the Venite was sung to tones
independent of the eight simple psalm tones, so the antiphons form a musical class of
their own. In some respects they have more in common musically with the great
responsories of the Night Office than with other office antiphons.

Ferretti (1938, 220—1) reckoned that twenty-nine invitatory antiphons belonged to
the earliest layer of the repertory. A typical antiphoner will contain seventy or eighty.
There 1s enormous variety in medieval sources as to the choice of antiphons and the
Venite tone they command, and little systematic research on the repertory has yet
been accomplished. This instability argues for a relatively late, expanding corpus; yet
other features seem archaic. As reported above (I1.3.vi), there are no antiphons (or
very few) in modes 1 and 8. Furthermore, the antiphon seems to have been repeated
after each verse of the Venite, the complete antiphon at the start and after verses 1, 3,
5, the second half of the antiphon after verses 2, 4, and the doxology. It is usually
thought that in ancient practice all psalms were performed this way, or with complete
repeats after each verse. Against this, it may be pointed out that certain processional

hymns of recent and non-Roman origin were also sung thus in the Middle Ages
(IT.15.1v).

Ex. I1.8.1. Invitatory antiphon Quoniam Deus magnus and part of responsory Tolle arma tua
(Bamberg, Staatsbibl. lit. 25, fo. 47")
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Most invitatory antiphons consist of some four phrases set in an ornate melodic
style. As with antiphons in general, they sometimes use relatively stable typical
melodies, sometimes draw upon material characteristic of the tonality but capable of
more flexible use (Frere gives an account of the groupings in the Sarum antiphoner).
An interesting feature of the mode 7 antiphons is their use of material also found in
great responsories of the same mode. Ex. 11.8.1 gives a Lenten invitatory antiphon
and the start of the succeeding responsory (this fortuitous succession does not, of
course, occur in all sources).

IT.9. PROCESSIONAL ANTIPHONS

(1) Introduction
(1) Rogation Antiphons
(1i1) Palm Sunday Antiphons
(1v) Antiphons for Other Occasions

Bailey, 1971.

(1) Introduction

The antiphons for processions and the votive antiphons for the Blessed Virgin and
other occasions, many composed in the later Middle Ages, require further study even
more than do some of the other antiphon repertories just discussed. For processional
antiphons a study by Bailey has fortunately prepared the ground. (In the absence of
other editions, the facsimiles PalMus 12, 13, and 15 and Vecchi 1955 may be
consulted.)

Medieval books are likely to have processional antiphons for the following
occasions: (i) as part of the ritual accompanying the chanting of the litanies on
25 April (St Mark’s Day) and on the rogation days on the Monday, Tuesday, and
Wednesday before Ascension Day (Thursday); (11) for the liturgy of Palm Sunday;
(111) in smaller groups as required for other days with special liturgies, such as those of
Holy Week or the Blessing of the Candle on 2 February (Purification of the Blessed
Virgin Mary); (iv) for the less elaborate processions instituted as a regular feature of
many feast-days of the year, mostly before the high mass or after None. Most sources
have about forty antiphons altogether.

Processional antiphons are generally ornate chants, some very long indeed, with
lengthy melismas. Some have an equally ornate verse and were performed
responsorially, that 1s, with a repeat of all or part of the first section, the respond,
after the verse. Others appear with an incipit for the chanting of a psalm, but it is not
clear how many verses would have been sung (presumably in alternation with the
antiphon).

There 1s no doubt that the repertory contains chants of quite different origins. Over
eighty can be found in Roman sources and may have originated in Rome, while
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Frankish composition may be suspected for many others, and old Gallican relics may
also be present. Yet the basic analyses of style which might help differentiate these
three types, if they are really present, have not been carried out.

(11) Rogation Antiphons

The earliest sources contain nearly 100 rogation antiphons, invoking God’s aid in
various times of trouble, or referring to the procession itself and the saints’ images
carried during it. Later sources usually content themselves with about twenty. Bailey’s
table of antiphons in twenty early sources, including those from Spain, Milan, and
Rome, lists over 150 items (Bailey 1971, 122-7).

The antiphons with Roman counterparts usually display standard Gregorian
features, the conventional cadences (for example EGF FE or baGa aG), occasional
groups of repercussive notes (reminding one of introits or offertories) and the same
gapped scale that provides a framework for many Gregorian chants. Occasionally
there are hints of a different manner, for example in repeated musical phrases, but
this 1s not a regular feature. (Compare the Gregorian version of Non vos demergat,
Bailey, 57, which has a repeated ornate recitation formula, with the Roman one,
MMMA 2, 573, without repetition. Other repetitions may be found in the ‘alleluia’
endings, but these are usually later additions).

Ego sum Deus, Ex. 11.9.1, is an antiphon of this sort. One would expect a
conventional E-cadence after ‘eos’, but it is made imperfect, and a twofold alleluia
follows. Up until here the antiphon has the same general outline as the Roman version
(MMMA 2, 545), but the ‘alleluia’ is quite different. In fact it is a ‘wandering’
addition, which also turns up at the end of several other antiphons in this mode.

Bailey has pointed out several examples of musical material found in more than one
antiphon of the same mode, for example between Ego sum deus and Populus Sion
convertimini (Bailey, 147). No network of interrelationships seems to be present,
however, of the sort that has been determined for some groups of office antiphons and
responsorial chants.

Ex. I1.9.1. Processional antiphon Ego sum Deus (Provins, Bibl. Mun. 12, fo. 163")
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One rogation antiphon, Deprecamur te, has achieved special fame, since Bede
reported that Augustine and his followers sang it as they first approached Canterbury,
carrying a cross and an image of the Saviour, on their mission to England in 597
(Bede, trans. Sherley-Price, 70). The antiphon has been edited several times (for
example, Stiblein, ‘Antiphon’, MGG, 542; MMMA 2, 565), and its various Frankish
and Italian versions have been compared by Levy (1982).

(11) Palm Sunday Antiphons

Of quite different dimensions and style are some of the grand antiphons for the Palm
Sunday procession, such as Collegerunt pontifices V. Unus autem, Cum appropinquaret
Dominus lesus, and Cum audisset populus. (Most sources have some half-dozen
chants.) Collegerunt (Ex. 11.9.2) is occasionally found as an offertory for mass,
possibly a reflection of earlier Gallican liturgical practice. It begins with a sweeping
melisma, repeated almost at once, and other repeats are present (marked with letters).
A richly ornamented recitation may be discerned, whereby the common cadence
formula at ‘Romani’ and ‘locum’ is almost lost. Repetitions such as these may be a
natural event in the setting of a long text, in melismatic style, when no vocabulary and
syntax of the type developed for, say, graduals and tracts is available. We have already
seen it in some later office antiphons, and the suspicion arises that it i1s a non-
Gregorian characteristic.

Ex. 11.9.2. From the processional antiphon Collegerunt pontifices (Provins, Bibl. Mun. 12,
fo. 1107)
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(1iv) Antiphons for Other Occasions

Yet other stylistic features appear in the big ceremonial antiphons from other times of
the year. Both Ave gratia plena and Adorna thalamum suum (Purification) were
translated from Greek kontakia when the ceremony of blessing the candle was
instituted in Rome by Sergius I (678-701). Byzantine melodies for these texts are not
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Ex. I1.9.3. Processional antiphon fgo sum alpha et w (Paris, Bibl. Nat. lat. 903, fo. 74")
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known, but the Latin antiphons are in any case not related to each other musically.
Adorna thalamum has a very obvious repeat structure, since practically all lines follow
the same highly ornate recitation formula (Stiblein, ‘Antiphon’, MGG, 542).

Different again are such antiphons as those usually assigned to Sundays after
Epiphany or during Lent: Ecce carissimi, Cum venerimus, and In die quando
(Bailey, 30-3). In these three big D-mode antiphons practically every cadence 1s
made from the tone under the final or the dominant, C-D-D or G—a-a, a cadence
often thought to be of Gallican origin, certainly not Gregorian, much used in
sequences. In spite of an overall uniformity, caused by limited number of melodic
goals, the only formal repetition occurs in one or two melismas. And not the least
problem of deciding on the provenance of such pieces lies in the fact that the melismas
may take on different forms in different sources, or be omitted altogether, and the
cadences may take more normal Gregorian forms.

Easter processional antiphons include Stetit (Sedit) angelus V. Crucifixum in carne
(two versions are discussed in Roederer, 1974) and Christus resurgens V. Dicant nunc
Iudei. The two are nevertheless of different tonality, proportions, and musical
character, Stetit angelus being in G, with a long respond and short verse and a very
mobile, free-ranging melody, Christus resurgens being in D, with respond and verse
equally long, cramped in range, and making use of the Gallican cadence.

One remarkable antiphon, Ego sum alpha et » (Bailey, 42), 1s a meditation by
Christ himself (Ex. 11.9.3). Here yet another distinctive voice makes itself heard.
Elaborate melismas are absent, with only a short alleluia with (in this source) brief
repetition. The Gallican cadence is obvious, and the music of several lines is the same
(7-10, 11-14, 15-18 form loosely three strophes; 19 and 21 start similarly); the
alleluia has an AAB form. Comparison with other sources shows again, however, that
not all these features are constant across the manuscript tradition (cf. Bailey, 42).

For many processions it was usual, at least in the later Middle Ages, to borrow one
of the responsories from the Night Office of the day, or, since Vespers on feast-days
might also have a responsory, that one instead. (The pieces in the Liber responsorialis
are almost all such responsories.)

I1.10. MARIAN ANTIPHONS
Harrison 1963, 81-8; Huglo, ‘Antiphon’, NG.

During the twelfth and thirteenth centuries the practice arose in many churches of
singing an antiphon to the Blessed Virgin Mary as a devotional act in itself,
independent of, though often attached to, one of the other services of the day. For
example, in Roman and Franciscan usage since the thirteenth century, four antiphons
have been sung at the end of Compline, one for each of four seasons in the church
year: Regina caeli, Alma redemptoris mater, Ave regina caelorum and Salve regina.
Harrison indicates the large number of different practices found in medieval England,
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and this 1s no doubt typical of medieval Europe in general. Antiphons to the Saviour
might also form part of the devotion. Collective names for such chants are votive,
devotional, or commemorative antiphon. Similar antiphons might also be composed
for other occasions, but those for the Virgin are the most numerous, because of the
immense enthusiasm for her worship and the multiplication of services in her honour:
a complete cycle of office hours, weekly or even daily mass, and so on.

In practice it is hard to draw a clear line between antiphons fulfilling these various
tunctions. An antiphon in solemn (that is, ornate) style might serve as a Magnificat
antiphon in one source, as the antiphon for a commemoration at the end of Vespers or
Compline in another, or elsewhere be assigned to a separate ceremony.

Much work remains to be done in comparing the repertories of different sources,
studying the rubrics in chant-books, ordinals, and customaries, and in analysing the
style of the chants themselves. Few are available in print (some are published in
Variae preces, Cantus selecti, and Processionale monasticum.)

Antiphons had of course been sung as part of the normal office hours on feasts of
the Virgin since early times. Most early Marian antiphons are, as we would expect,
simple, largely syllabic pieces indistinguishable musically from the rest. Such is, for
example, Sub tuum praesidium (Ex. 11.10.1), whose text can be traced back to the
third century (Mercenier 1940) and which was sung in the Milanese as well as the
Roman rite. A favourite source for such texts was the Song of Songs.

Ex. I1.10.1. Manan antiphon Sub tuum presidium (Paris, Bibl. Nat. lat. 1139, fo. 126%)
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Of more ample dimensions are antiphons which doubled as Magnificat or
Benedictus antiphons. One such, O virgo virginum, was borrowed from the series of
impressive O-antiphons. It was of course a simple matter to copy a psalm-tone
cadence at the end of the antiphon if required, or omit it. The same antiphons might
also be sung in procession, as for example, Alma redemptoris mater and Ave regina
caelorum in Sarum use.

Older texts might be reset in a more ornate style to make them more appropriate for
votive use. Ex. I1.10.2 gives Speciosa facta es in two versions, the first as a simple
office antiphon (in the Lucca antiphoner for the Night Office at Purification), the
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Ex. I1.10.2. Marian antiphon Speciosa facta es in two versions (Lucca, Bibl. Cap. 601,
p. 347; AS 529)
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second reset and extended for processional use (in the Sarum antiphoner for Vespers
of the Nativity of the Blessed Virgin). The great difference in musical style goes
beyond the degree of decorative figuration. The simple Lucca version uses the popular
‘theme 29’ melody already seen in Ex. 11.7.2 above. The Sarum melody gives the
differentia for psalm tone 6 at the end, but because a bb is required (for the un-
Gregorian bb—c—c cadences at ‘liliis convallium’) the chant is notated upon ¢. In
almost every phrase the major triad c—e—g is outlined, usually followed by a stepwise
descent g—f—e—d—c (bracketed in the example). All the cadences fall on ¢, e, or g.

Something of the same musical quality pervades Alma redemptoris mater
(Ex. I1.10.3), possibly the oldest of the four best-known Marian antiphons
(Brunholzl 1967), though not older than the ninth century. Its text, in hexameters,
calls upon the Virgin’s aid, in a manner not unlike that of many rogation antiphons.
Regina caeli, with its joyful alleluias, is clearly an Easter antiphon. Its ‘F-major’
melody (F-mode but with bb throughout) features short melismas with repeat
structure. Ave regina caelorum has a text in thymed verse, in octosyllabic couplets,
and is yet again in the ‘major’ mode, exactly like Speciosa facta, often pitched on ¢
with an occasional bb; and as in Speciosa facta the triadic flavour of the melody is
noticeable.

Salve regina is in the D-mode (Ex. I1.10.3). The parallelism of the first two
phrases, the rapid sweep through the whole octave d—D at ‘misericordes oculos’, and
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Ex. I11.10.3. From Marian antiphons Alma redemptoris mater and Salve regina (PalMus 12,
303 and 352)
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the insistence on a restricted number of melodic goals (nearly all cadences fall on D)
mark it out as a relatively late piece of music, of the same post-Gregorian vintage as
the other three. In all of them, the scale is clearly divided triadically, with a strong
insistence on the fifth and octave.

Another feature of the antiphons, and particularly of Salve regina, is the frequency
of short attributive, exclamatory, or supplicatory phrases: ‘Salve regina . . . spes
nostra . . . O clemens, O pia, O dulcis virgo Maria’. This type of phrase lent itself well
to the clearly oriented musical phrases. Ex. 11.10.4 is another piece of this type.
(Although we have just seen examples in this tonality notated on F' and ¢, the sub-final
here is always flat, so G has been chosen as final. A mode-6 differentia is nevertheless
given once again. Transcription of the piece is not entirely without its problems.)

Text rhyme was an obvious way to bring such ejaculatory phrases into harmony.
The history of the Marian antiphon here followed the same course as the office in

Ex. 11.10.4. Marian antiphon Aurei nominis Maria (Paris, Bibl. Nat. lat. 1139, fo. 138")
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Ex. 11.10.5. Marian antiphon Trinitatis thalamwm (Paris, Bibl. Nat. lat. 1139, fo. 1197)
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general, and there are styhstic links with the Benedicamus songs, conductus, versus,
and cantiones which became popular from the 11th century onward. Ex. I1.10.5 gives
an example of this type. (The D mode is indicated by the psalm-tone differentia for
mode 1 at the end. Tonally it often behaves according to the pattern outlined in
Ex. I1.10.3 (see especially phrases 2-4 and 13-14), though a countering C—E-G is
sometimes noticeable (lines 15-17). Another feature seems more archaic, however:
none of the numerous short phrases is repeated.)

The most popular of the antiphons, not surprisingly, received attributions to such
worthy musicians as Hermannus Contractus. Very few of these attributions have

stood up to critical scrutiny (for information on individual pieces, see Szoverffy 1964
5 and 1983).
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IT.11. INTROITS

(1) Introduction
(i1) Introits in Mode 3
(11) Comparison with Office Antiphons and Responsories

Cardine 1947; Froger 1948, ‘Introit’; Stiblein, ‘Introitus’, MGG; Connolly 1972,
‘Introits and Communions’, ‘Introits and Archetypes’; Steiner, ‘Introit’, NG; Hucke
1988, ‘Fragen’.

(1) Introduction

The introit may be considered as a special festal type of antiphon, the more so because
in earlier times it seems to have been sung with several psalm verses, perhaps even a
complete psalm. In the earliest books with chant texts, of the eighth and ninth
centuries, only one psalm verse usually remains. In some cases, however, another
verse 1s to be found, the Versus ad repetendum, giving the overall form (I = Introit
antiphon, Ps = Psalm verse, Gl = doxology, VadR = Versus ad repetendum):
I-Ps—1-GI-I [-VadR-I]

These Versus ad repetendum appear in both the earliest Frankish sources and the Old
Roman ones, also for the communion.

Practically all introit texts were taken from the Bible, two-thirds from the psalms.
Those for the first seventeen Sundays after Pentecost have texts in the numerical
order of the psalms.

Introit melodies are not easy to typify. They do not fall into melodic families, nor,
apart from a few openings and cadences, are standard phrases to be found which link
chants across the repertory. This means that they seem much more individual than
most office antiphons. Of course, there are far fewer introits in most medieval chant-
books, less than 150 in the earliest sources. Antiphoners and breviaries will contain
ten times that number of antiphons, which makes multiple use of melodies or parts of
melodies inevitable. With the introits it is almost as if there existed a conscious desire
to make each chant recognizable in its own right, rather than simply part of a class or
genre.

Connolly (1972, ‘Introits and Archetypes’) made the interesting observation that
some Old Roman introit melodies are closely related to each other, whereas the
Gregorian melodies for the same texts are not. Yet a similarity i1s discernible between
each individual Old Roman melody and its Gregorian counterpart. This suggested to
Connolly that introits once sung to the same basic melody (something like the Old
Roman version) ‘grew apart’ on the way to achieving their Gregorian state. It could
equally be argued that melodies once different (as the Gregorian ones are) grew more
similar between the time of the Gregorian redaction (ninth century) and the date of
the earliest Old Roman sources (eleventh century).

If standard phrases cannot be identified, how are we to come to grips with the
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substance of the melodies? What makes them appropriate for their liturgical function?
The following should of course be regarded merely as preliminary remarks about only
a small part of the repertory, which may suggest lines of approach for the rest. In
describing melodies I have found it useful to concentrate on such features as the
pitches most favoured (usually some sort of gapped scale 1s utilized, where certain
notes, often £ and b, are avoided or approached and quitted only by step), ornamental
figures, the role of recitation, and the degree of mobility in individual phrases (their
range and rapidity of movement).

Among the 140-50 introits in the earliest sources, there are about two dozen I-
mode melodies, about thirty G-mode, about four dozen D-mode, and about four
dozen E-mode melodies. The distribution throughout the year is not very even. For
example, modes 1, 2, and 3 provide the majority of introits for saints’ days. D-mode
melodies are absent from Passion Sunday to Pentecost. Melodies in the same mode
rarely occur in close proximity, an exception being the three mode 3 melodies on the
Ember Days at Whitsuntide (characteristically, however, these are no more closely
related melodically than others in the same mode).

(11) Introits in Mode 3

In the oldest sources twenty-six melodies are assigned to mode 3. These may give
some 1dea of the cohesion of the introit repertory as a whole. All quotations are taken
from Hansen’s transcription of the Dijon tonary, Montpellier, Faculté de Médecine
H. 159. In this source the chants appear in tonal order, so that it is relatively easy to
compare melodies for their likenesses and dissimilarities.

The openings are the most conventional feature of the mode-3 introits. Nearly all
begin on G and rise to ¢ in the first phrase, perhaps with an additional preliminary
clause starting on I or F'. Ex II1.11.1 shows progressively more involved openings
which follow this basic pattern:

(a) simple rise G—c, the first syllable being acented;

(b) rise through a; but Benedicite retains G (in this source: the treatment of such
clichés occasionally differs from manuscript to manuscript);

(¢) a decorated form of (b), where the second syllable in a three-syllable word is
accented;

(d) preliminary £, ED, or EFD; the last two examples, Fgo autem and FEgo
clamavi, use the decorative turn in (¢);

(e) the rise to ¢ may be delayed within the lower tetrachord D-G;

(f) shows a flourish around the final ¢; the substitution of adc for the simple ac is
very common in other phrases also.

The choice of opening depends on the importance of the opening words in the text
as a whole: in (a) the opening word is one of the most important in the phrase,
whereas in (e) the key words come later. Then there are the usual adjustments for

accentuation. Many of the ground-rules for introit openings have been outlined by
Hucke (1988, ‘Fragen’).
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Ex. I1.11.1. Mode 3 introit openings (Montpellier, Faculté¢ de Médecine H. 159)
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The cadences are not quite so conventional, except in the last few notes. Practically
every cadence touches on the notes F'~G—F-I¢ in that order, naturally with repetitions
or extra insertions; it seems important that the final £ be anticipated or prepared. As
we shall shortly see, many phrases tend to hang around either high ¢ or middle G, and
most cadences proceed from one or the other of these two. The cadences, illustrated
in Ex. I1.11.2, are grouped as follows.

(a) a rapid descent from c;

(b) more gradual descent from c; apart from the first example, ‘mihi caro’, these
have the most common closing figure EGFF FE'; some show an initial rise to
high ¢ before the run-in to the cadence;

(c) bb in the closing phrase;

(d) cadences which proceed from an orientation around G also favour the EGFF
FE ending, otherwise aGFGFE E.

These examples do not, of course, exhaust all the openings and cadences of the
mode 3 introits, only those which may easily be compared. What is noticeable, in fact,
is that so many chants are dissimilar. A good deal of the likeness between responsorial
chants was due to the presence of cadential melismas, and these are absent here. Of
course, the phrases are moulded in accordance with the words being set to music, and
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Ex. I1.11.2. Mode 3 introit cadences (Montpellier, Faculté de Médecine H. 159)
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variety 1s only to be expected, but even so, surprisingly few cadences are actually
identical apart from the last seven or eight notes.

Such similarity as exists concerns either small ornamental turns around one of the
structurally important notes, or the general character of the phrase. By the latter I
mean such features as the following: many phrases begin with a rise up to ¢, then
dwell on ¢ before falling down to a lower note, b, @, G, and I being the most common.
Within this broad outline a great deal of variety is naturally possible. One cannot,
however, characterize these phrases much more specifically. Among the mode 3
introits, phrases of this type outnumber all others, many introits having more than
one such. A good proportion centre on (5. Other phrases with a clear focal pitch are
much rarer, and phrases which move directly from one pitch to another, or avoid a
point of repose in some more convoluted way, are also relatively uncommon.

Ex. II.11.3 gives examples of phrases which dwell on ¢, almost as on a recitation
tone, and fall to G. There seem to be several figures which may be used to decorate the
c:cce, ccea, cdce, cdec, perhaps acbe and cabebe as well. The ways of attaining ¢ from
a lower pitch have already been seen (Ex. I1.11.1). There 1s little consistency in the
descent to G, though nearly all progress through ¢—a-G, seen most simply in
‘dominus’, ‘illis’, and ‘laude tua’. The last three examples are more highly ornamented
than the rest.
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Ex. I1.11.3. Recitation around ¢ in mode 3 introits (Montpellier, Faculté de Médecine
I1. 159)
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The recitation, if we may call it that, may not restrict itself to one note, but be a sort
of oscillation between two poles. In Ex. I1.11.4 the twin poles of G and ¢ seem to have
equal attractive force. It i1s no coincidence that b is rare in the last example, and that
we have been discussing openings and cadences with G, a, and ¢ as the most
important pitches. This reflects the pentatonic orientation of very many chants, where
I and b are often avoided or approached and quitted only by step. In effect, then, a
large proportion of the phrases in mode 3 introits adumbrate the rise G—a—c, dwell on
¢ as a recitation note, then fall to b or descend pentatonically to a, G, or E. The same
sort of thing may be seen in other introits, except that the selection of structurally
important tones will be different. For the plagal modes (mode 4 to an even greater
extent than the others), /7 1s important for recitation.

Ex. II.11.4. From introit Ecce oculi (Montpellier, Faculté de Médecine H. 159, p- 35)
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(111) Comparison with Office Antiphons and Responsories

While the office antiphons share with introits many of the same structural tones and
melodic goals, their mainly syllabic style makes them less static. The introit can
achieve in a short melisma the melodic movement that would need several syllables in
an office antiphon. In the introit there is therefore more time to dwell on recitation
notes. Nor would the ornamentation of recitation notes be appropriate in an office
antiphon.

Ex. I1.11.5 gives the mode 3 antiphon Dominus legifer noster, a member of a
melodic family already cited (Ex. 11.7.3), and underneath it the introit Timete
dominum. It is not suggested here that the two melodies are directly related; but their
melodic outlines, at their very simplest, are at least comparable. The example is

Ex. I1.11.5. Antiphon Dominus legifer noster (AS, k) and introit Timete Dominum
(Montpellier, Faculté de Médecine H. 159, p. 44)
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intended to display the difference in musical manner between the two. The first
phrase of each rises to ¢, dwells there, dips temporarily to a, then cadences from ¢
down to b. The second phrases are similarly comparable, except that the introit
cadences on FE instead of G. The next introit phrase, a recitation on G, has no
counterpart in the antiphon, but the last two phrases are comparable.

The ornamental figures in the introits occasionally recall those of responsories.
Although 1t 1s generally true that Gregorian chant genres do not share melodic
formulas, some introits have figures used elsewhere. For example, the more ornate
cadences in Ex. I1.11.2 and 3 may be found in office responsories. Compare:

Ex. I1.11.2 (d) Ecce oculi, etc. with Frere in AS, Intro., 31 (E2);

Ex. I1.11.2 (¢) Karitas dei with Frere, 34 (E3);

Ex. I1.11.3 Sacerdotes tui with Frere, 30 (g2).

This does not mean, however, that there is a generic link between introit and
responsories (and even if there were, which would come first?). We are dealing here
with the common coin of Gregorian chant.

Nevertheless, most of the ornate cadential figures which provide strong links
between responsories are absent from introits, and the responsories are richer in short
melismas of 7-11 notes. Furthermore, the groups of repeated ¢s or Fs which
characterize introits are rare in responsories. But these are in any case surface details.
What of the melodic backbone? Scanning Frere’s examples of mode 3 and mode 1
responsories (AS, Introduction, 29-32 and 17-28 respectively), one does indeed find
similarities. Yet—and despite the obvious presence of recitation—most phrases in
responsories are more mobile than those in introits, that is, they move more readily
through the range of a fifth or more.

Much more space would be needed to characterize successfully the introits of other
modes. Since it plays an important part, a few remarks on recitation may conclude
this section. The role of either I or ¢ as reciting notes in all modes deserves further
study. Only these two notes carry groups of two, three, or more repeated notes as an

Table I1.11.1. Reciting notes in introit melodies

Mode Favoured reciting notes Psalm verse
lower higher

1 F a a

2 F F F

3 Gora ¢ ¢

4 F G (rarelya) a

5 a c c

6 F G,aorc F,a

7 c d d

8 G (rarelya) ¢ c
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ornamental figure (the so-called repercussi). The favoured notes in each mode,
usually divided between higher- and lower-lying phrases, are given in Table I1.11.1
(together with the reciting note for the corresponding psalm tone). Since I is the
final, and a and ¢ are structurally important notes, mode 5 introits are particularly
triadic. Mode 7 introits, on the other hand, display a tension between ¢ and d, the

lower phrases hanging around ¢, the higher ones not able to sustain any reciting note
higher than d.

[1.12. COMMUNIONS

(1) General

(11) Groups of Communions with Psalm and Gospel Texts
(11) Some F-mode Communions

(iv) Communions and Responsories

Stiblein, ‘Communio’, MGG; Murphy, 1977; Hucke and Huglo, ‘Communion’, NG.

(1) General

The text of one of the earliest communion chants was Gustate et videte quoniam
suavis est dominus, from Ps. 33, documented in descriptions of many early rituals.
(This verse survives for the mass of the eighth Sunday after Pentecost, though we
have no means of knowing how its music relates to the chant of the early churches.) At
some time a cycle of chants was developed so that each mass had its own proper
communion. Like the introit, the communion chant appears with a psalm verse or
verses in the earliest chant-books (list of sources in Huglo 1971 Tonaires, 401-2), but
these fell out of use after the turn of the millenium.

Communions are among the most puzzling of chants. There are inconsistencies and
irregularities in almost every aspect of the repertory.

Their texts are practically all biblical, but only a little over two-fifths are taken from
the psalms. Most of the rest come from the Gospels, and often seem to sum up the
theme of the mass in question; quite often they are therefore a verse from the gospel of
the day, or at least from the same chapter of the New Testament. No other chant
genre has this type of selection of texts.

Communions in the oldest sources are roughly as numerous as introits, but the
proportions assigned to different modes are different (where the sources agree, for the
modal tradition of many communions is unstable). D-mode melodies (over forty) are
the most numerous, closely followed by G-mode (around forty). F-mode melodies
(around three dozen) overtake E-mode pieces (less than thirty).

Early descriptions of the performance of the chant, and the fact that early sources
have a psalm verse, permit one to call the communion chant an antiphon with psalm.
In this it is directly comparable with the introit. Yet in musical character it resembles
the introit only intermittently. Some communions are very short, others as long as the
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most ample introits; some are like simple office antiphons, others much more
elaborate. Bomm (1929) discusses no less than forty-six communions over whose
modality medieval manuscripts or theorists disagree (see also Fleming 1979). In some
of these cases quite different melodies are in fact at issue. One group of Lenten
communions with gospel texts appear to have had very simple melodies at first, which
were frequently replaced by later editors in order to bring the chants musically into
line with the somewhat more ornate style prevailing elsewhere. If this 1s what
happened (it has been argued that the simple melodies may originate in the seventh
century), it supports the idea that the communion repertory is composed of several
stylistic layers (for the Lenten communions see VI.6.x below). Another peculrarity of
the repertory is that a number of communions share a text with an office responsory,
and sometimes the music of the two chants seems to be related.

Such is the variety among communion chants that one suspects they may have been
culled from several different sources. Perhaps there was something haphazard about
the compilation of the repertory, new antiphons being brought in from, say, the
office, when a new mass formulary was introduced. Or perhaps older communions
kept their honoured place when new pieces in more modern style were composed.
The following remarks can pretend to do no more than highlight a few groups in this
multifarious repertory.

(11) Groups of Communions with Psalm and Gospel texts

There are several seasons of the year when communion chants with psalm texts
predominate, others when a block of gospel texts appears. On two occasions the psalm
texts are arranged in numerical order: for the weekdays of Lent and for the Sundays
after Pentecost. These arrangements could be retrospective, that is, the original order
could have been non-numerical (Murphy 1977, 144 ff. argues, however, that theme
plays a role here as well).

In the case of the post-Pentecost Sundays, the numerical ordering affects the
introits and offertories as well. In the communions the selection of texts is not quite
consistent, for in both Lent and post-Pentecost series some gospel texts intervene.

The sources of the texts for most communions, as for other chants, can easily be
checked in Wagner (see the table at the end of Wagner I). Besides the two long series
of psalm texts in Lent and after Pentecost, there are other groups of psalm and gospel
texts:

Psalms :
Sundays from Septuagesima to Quadragesima Sunday 4 (mode 1, 8, 1, 3, 5, 1, 4)
Gospels :
the three Sundays after Epiphany (mode 1, 6, 7)
Easter Sunday, and ferias, to the fourth Sunday after Easter (mode 6, 6, 7, 8,7, 1,
2,6,2,8,8)
Sunday after Ascension to the end of Pentecost week (mode 4, 5, 7, 8, 5, 3)
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From a musical point of view, however, there seems to be little stylistic unity within
these groups. There are, of course, the common phrase openings and endings (though
not the lengthy melismas which mark cadences in responsorial chants) which can be
found throughout the chant repertory. But consistency of form is absent. As with
introits, many phrases may be construed as intonation—recitation—cadence, but
beyond this it 1s difficult to go, for the ways of elaborating this simple idea (and other
basic shapes) are infinite.

(11) Some F-mode Communions

The group of Eastertide communions with gospel texts includes three in mode 6
which may serve as examples of elaborated recitation (Ex. II1.12.1). The only
common cadence which the three use very often 1s FGF I’ (‘veritatis’, ‘Petro’ and the
succeeding ‘alleluia’, ‘alleluia’ at the end of Mitte manum). Another cadence common
in the F mode, FGbbaGFG GF, appears only once, at the end of Pascha nostrum, and
then in modified form. There are three C-cadences (‘epulemur’, the first alleluia at the
end of Pascha nostrum, and ‘fidelis’, the last two being the same), otherwise

Ex. I1.12.1. Mode 6 communions (Montpellier, Faculté de Médecine H. 159)
69
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practically all cadences are on F. It is also difficult to construe many of the phrases as
anything other then decorated recitation around F. For example, ‘itaque epulemur’
has a momentary dip DCD, immediately balanced by touching on aga, so that the
central tone [ is not seriously challenged. In the first phrase of Mitte manum, G
features as an alternative to /', mostly for accented syllables; a is secondary, using
some of excess energy of the rise from F to G in ornamental turns. The basic shape of
the phrase is bipartite, with both sections rising to G:

F FG G FG|FF GFFFFTFG
Mit-te ma-num tu-am || et cog-nos-ce lo-ca cla-vo-rum

Had the use of standard phrases been the norm, the ‘alleluia’ phrases in these
communions could easily have been identical. Those in Pascha nostrum are least
striking. Surrexit dominus has already started out more adventurously. Its ‘alleluia’
then moves unexpectedly out of the F—bb tetrachord down to the C—F range. There
are repeated groups of notes in both these clusters: ab aG-ab aG . . . FDE DC-FDE
DC. In the absence of a notational sign for Eb, the whole chant is transposed up a fifth
in some sources. In Mitte manum (transposed for the same reason), the long F-G
recitation just cited leads into an ‘alleluia’ which cadences on G by way of the trichord
Eb-G-bb. The final ‘alleluia’ phrases are different again.

Dicit dominus implete, for the second Sunday after Epiphany, has features in
common with these, but develops an interesting sequel which seems to be a direct
response to the text being set. The underlying notes in the first phrases seem to be:

Dicit dominus F-a...-G
implete hydrias aqua F...
et ferte architriclino F-G-a ...-G-F

dum gustasset architriclinus F-G-a-a-G-F-G-G-F

Ex. 11.12.2. Communion Dicit Dominus implete hydrias (Montpellier, Faculté de Médecine
I1. 159, p. 61)
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The words of the guest, “Thou hast kept the good wine until now’, move right out of
this range, which is why the communion is sometimes classed in mode 5 instead of the
mode 6 suggested so far. A further surprise comes in the last line, a simple narrative
statement: “This beginning of miracles did Jesus before his disciples.” For the first
time the chant is almost completely syllabic.

(iv) Communions and Responsories

Since both communions and responsories draw upon texts which have been read as
lessons, instead of relying as heavily as other chant genres on the Book of Psalms, it is
perhaps not surprising that they share a number of texts. In the Old Roman chant
repertory some of the melodies are also shared (Murphy 1977, 1. 481 ff. lists twenty-
one cases of near identity). This is much less evident in the Gregorian repertory:
perhaps the case could be argued for three or four melodies. One such 1s Diffusa est
gratia, given in Ex. I1.12.3 in its Sarum version both as communion and responsory
(the verse of the responsory is omitted). It need not trouble us unduly that standard
F-cadences appear in the communion, standard E-cadences in the responsory. The
similarities of underlying phrase shape seem largely independent of this, except
perhaps at ‘propterea’, where the communion rises a fifth /'~¢ and cadences on F, the
responsory:rises a fifth D—A and cadences on E. The first phrase in both, ‘Diffusa est
gracia’, dwells on F" before descending to D. After ‘propterea’, already mentioned, the
two melodies reunite during ‘benedixit’ and run similar courses to the end.

Communions, therefore, are highly inconsistent in style, and point in many
different directions, musically and liturgically. The impression remains of a
fragmented repertory, the investigation of whose layers of material is one of the most
intriguing tasks facing scholarship.

Ex. 11.12.3. Diffusa est gracia as communion (Montpellier, Faculté de Médecine H. 159,
p. 68) and responsory (AS, 663)
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[1.13. OFFERTORIES

(1) Introduction

(11) Texts

(111) The Melodies of the Offertory Respond
(iv) Verse Melodies

Ott 1935; Sidler 1939; Baroffio 1964; Steiner 1966; Hucke 1970; Dyer 1971; Kihmer
1971; Pitman 1973; Baroffio and Steiner, ‘Offertory’, NG; Dyer 1982; Levy 1984;
Offertoriale triplex.

(1) Introduction

The splendid offertories of the medieval Gregorian repertory are still among the least
known of chants. The long verses which were sung in the early Middle Ages, but
which fell out of use in the twelfth to thirteenth centuries, do not form part of the
modern Roman liturgy and were consequently not included in such books as the
Graduale Romanum and the Liber usualis. Although edited by Ott (1935—his edition
was recently reissued in Offertoriale triplex, with the addition of neumes from early
sources), and despite Sidler’s study of 1939, the verses are unfamiliar. But the first
part of the chant (which I shall henceforth call the ‘respond’) 1s also relatively poorly
understood, for, like the introit and communion, it does not rely on easily identified
formulas. Discussion of the melodies has therefore mainly concerned their possible
responsorial nature, and the repeat structures in the lengthy melismas which occur in
both respond and verses.

For two reasons it has often been supposed that the offertory originally consisted of
a psalm with antiphon, as many verses as were required to cover the liturgical action.
The first part of the offertory, the respond, is sometimes labelled ‘A(ntiphona)’ in
medieval sources. Furthermore, the function of the offertory somewhat resembles
that of the introit and communion: a chant accompanying the solemn entrance
(introit), the bringing of gifts to the altar (offertory), the clearing up after
consumption of the sacred elements (communion). The melodies that are transmitted
by the earliest sources are, however, nothing like office antiphons, or any other
antiphons, but long, melismatic outpourings as impressive as anything in the
Gregorian repertory. Some have no verse, but most have from one to three verses;
four are occasionally found. After each verse all or part of the respond was repeated,
as in the gradual or office responsory.

Because of their generally wide range and frequent change of register or even
of tonality, not least between respond and verse, it is not always possible to
distinguish between authentic and plagal modes. The Dijon tonary (Montpellier,
Faculté de Médecine H. 196, PalMus 8, ed. Hansen 1974), for example, makes a
simple fourfold division between chants in Protus mode (D; 28 melodies), Deuterus
(E; 29), Tritus (F; 16) and Tetrardus (G; 31). (One or two of these are multiple
textings of the same melody, but the number is about the average for early medieval
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sources.) The modern books do make the distinction, however, since they restrict
themselves to the respond.

All examples in the present chapter are transcribed from Montpellier H. 196.
Because of its notation of both b and bb it is a particularly valuable early witness, and
it often appears to indicate chromaticisms and apparent modulations not found in
other sources. Hansen’s edition of the manuscript is the best way into the repertory.
Ott’s edition is based partly on Montpellier H. 159 and Trier, Stadtbibliothek 2254,
the so-called Bohn Codex (see Steiner 1966 on the dangers of using Ott as a basis for
melodic analysis). Facsimiles of sources with pitch notation are PalMus 13 (Paris,
Bibliotheque Nationale, lat. 903), 15 (Benevento, Archivio Capitolare 34), and 19
(Graz, Universititsbibliothek 807), and Thibaut, 1912 (St Petersburg, Saltykov-
Shchedrin Public Library O. v. 1. 6).

(i) Texts

Most offertories have texts taken from the psalms (all but fourteen of the 107 in AMS,
according to Hucke 1970). Hucke’s study shows that more than a dozen offertories
have for their verses the first verses of the psalm, the respond being taken from
elsewhere in the psalm: this is a principle of antiphonal psalmody, where the whole
psalm is sung, beginning of course with the first verse, whereas the antiphon is
independent. In fifteen cases it is the respond which uses the first verse of the psalm,
whereas in over twenty cases both respond and verse(s) select from later verses of the
psalm: this method of selection resembles responsorial psalmody, where the cantor
who sang the verses could select his texts as he pleased. Two dozen offertories have as
first verse the first verse of the psalm, but for other verses select freely. Since the same
types of text can be found among graduals and office responsories, this in itself does
not tell us anything definite about the early history—antiphonal or responsorial—of
the offertory.

The non-psalmodic texts have received special attention from Levy (1984), who
argued for a musical connection between some members of the group and the old
Spanish offertory, the sacrificium. Levy’s hypothesis is that these are the descendents
of the Gallican chant repertory (see further VIIL.0). It is nevertheless difficult to see
much musical difference between them and other offertories.

(m) The Melodies of the Offertory Respond

The responds of the offertories vary considerably in length, but generally consist of at
least four clauses, often eight or more. The melodic style is highly ornate, and
melismas of considerable proportions sometimes appear (as they do in the verses).
Even in the shortest offertory there will usually be at least a couple of syllables with
melismas of ten or more notes. As in the introit, gradual, and communion,
reiterations of a single pitch, F or ¢, are frequently present. Although standard
phrases are absent from the offertory, some chants actually contain phrases borrowed
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from graduals: Baroffio and Steiner (‘Offertory’, NG) cite examples in the offertory
Super flumina, which uses mode 1 gradual phrases (Apel 1958, 351, D1, somewhat
extended, and cl). As far as openings, cadences, and underlying structures are
concerned, however, the offertory is most easily compared with the introit, often
seeming rather like a more ecstatic and wide-ranging expansion of the introit style.

As in introits and communions, many phrases are highly ornate recitations. Several
mode 2 pieces are formed of little else but a constant oscillation between D and F,
some mode 6 ones hardly make a single significant departure from F. Nearly a third of
all the notes (over 190) in Reges Tharsis (mode 5) are c.

Ex. I1.13.1. Offertory respond Ad te Domine levavi (Montpellier, Faculté de Médecine
H. 159, p. 205)
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Ad te domine (Ex. 11.13.1) is an offertory respond of this type. Since the melody
requires both bb and bh, and since the second verse will explore the lower region
between C and G, the melody is notated with final on a. Most of the melodic
movement is therefore between a and ¢. Although several syllables are centred on c,
only one phrase actually cadences on ¢, ‘non erubescam’, transposing literally the a-
cadence on ‘animam meam’ for the purpose. There are two cadences on G, and one on
the next lowest note E (there is no F'), the other four all being a-cadences.

The chromatic inflexion which appears briefly here is but a hint of the much bolder
chromaticisms to be found elsewhere, a feature of offertories which evidently caused
considerable problems for notators using pitch notation (see Sidler 1939 and Steiner
1966). Montpellier H. 159, the earliest source to distinguish between bf and bb,
preserves especially colourful versions of some melodies. In In die sollempnitatis,
Ex. I1.13.2, ‘In die’ at the start and ‘alleluia’ at the end have b}, but the whole central
section of the piece is notated with bb. The opening and ending have the same
character as Ex. I1.13.1, that is, D-mode transposed up a fifth, but elsewhere the
music is that of the E-mode transposed up a fourth. The dominating pitches are
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Ex. 11.13.2. Offertory respond In die sollempnitatis (Montpellier, Faculté de Médecine
H. 159, p. 215)
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therefore bb and d, a step higher than normal for transposed D-mode. (Some sources
do notate the melody in D-mode, but without the Ebs which would result if the
Montpellier version were transposed literally down a fifth: see Bomm 1929, 166 {f.
and Jacobsthal 1897, 222 ff.)

As far as surface ornamentation goes, these offertories represent the more modest
end of the reportory, with only a slightly higher overall degree of decoration than
introits. Many offertories, however, go well beyond this. One finds phrases of text
being repeated, usually with more elaborate music, a phenomenon practically unique
in the chant repertory. The repeated notes can be spun out into passages as long as are
to be found in graduals (compare Ex. II1.5.3), and lengthy melismas may be
introduced. All these may be illustrated by the respond of Iubilate Deo universa
terra, a celebrated example which has been cited, at least in part, many times before,
but which never fails to impress (Ex. 11.13.3).

Tonally this composition is quite unproblematic. There is no modulation, and the
verses (discussed below) do not move into a different range. I and b are mostly
avoided or used with circumspection, so that the basic scale within which the music
moves is pentatonic, CDFGacd; bb appears only between two as (or, in the verses, at
the peak of a motif such as abbGF").

After the standard opening, found in all sorts of D-mode chants, the first phrase is
mostly concerned with a and ¢, including the notes which lead into a from below,
FGa, and those that lead to ¢, Gac, or, just as often, aGc, which gives extra élan to the
achievement of the top note. The text is then repeated with much more extended
music: ‘Deo universa’ is the same as the first time, but ‘terra’ is more elaborate. The
first word is set to a superb descending then ascending melisma; there 1s a rapid
descent to F' (note that the ornamental GEF' is preferred to, say, aGI') then to D
(ornamented DCD), followed by a gradual rise made up of little starts and pauses,
rather like the ascending flight of a bird, hovering then climbing higher, D-F-a-c—d
and just touching on ¢ and f before tumbling back to ‘Deo’ as it was before. (For a
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Ex. II1.13.3. Offertory respond Iubilate Deo universa terra (Montpellier, Faculté de
Médecine H. 159, p. 199)
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similar case of elaborated repetition see fubilate Deo omnis terra, cited by Baroffio
and Steiner, ‘Offertory’, NG.)

The next phrase, ‘psalmum dicite’, is once again made up of F'Ga and Gac groups.
The first rise to ¢, ‘psalmum di-’, and the second, ‘nomi-’, are actually the same,
except for the extra ornament bdc the second time.

The section to be repeated after the verse now begins. The first phrase, ‘venite . . .
vobis’, is not at all static in the way most of the music has been up until now. All
syllables have more than one note, and the melodic line traces two broad curves. It is
not really possible to speak of main and auxiliary notes here. The mobility persists to
some extent until the end, for the repeated ¢s for ‘omnes’ (the music 1s the same as for
‘no[mini]’) are the last of their kind, and F takes over as the main centre of attraction.
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(1iv) Verse Melodies

Most of the features observed in offertory responds are present in verses, often
somewhat exaggerated. There are repetitions of words and musical phrases,
chromaticisms, and lengthy melismas, the latter being more frequent in verses than in
responds.

A number of verses conclude with the same music as occurs in the respond just
preceding the repeat section. The simplest form would thus be:

a Respond, first part: soloist(s)
b Respond, second part: choir
¢ Verse: soloist(s), using cadence from a
b Respond, second part: choir

Where there is more than one verse, perhaps only one of them will display this
feature. In Iubilate Deo universa terra (Exx. 11.13.3 and 6) both verses use the
cadence from the respond.

There 1s frequently a hiatus between the ranges of verse and respond, perhaps even
a change in tonality. Thus the D-mode Deus Deus meus (Hansen, no. 857) and its
first verse Sitivit in te rise no higher than a, whereas the second verse, In matutinis,
moves largely between G and ¢. Benedicam dominum is more clearly in mode 1
(authentic D-mode) throughout, as far as range goes; but the second verse, Notas
fecisti, begins on bb, with a phrase which sounds as if it had been transposed up a
fourth; and the whole of the second half of the verse moves in the range a—e, as if
transposed up a fifth, before falling somewhat precipitately back to the final cadence
on D. Sometimes different scribes in Montpellier H. 159 supplied different pitch
notation, a clear sign of the difficulties caused by notating and singing melodies with
unusual range. For example, in Ascendit Deus in iubilatione (Hansen, no. 866), the
respond is unequivocally a mode 1 melody. But at the end of the first verse, Omnes
gentes, the music starts to hang around bb, and ends with a cadence on F. The
original letter notation had the subsequent two verses beginning on a and cadencing
in identical fashion to the first verse on F. But a second set of pitch-letters was then
added for most of the third verse and all of the fourth. The third verse starts off a fifth
lower (on D), then about half-way through comes into unison with the first version,
while at the end of the verse it rises above the first version, before cadencing like it on
G. The third verse in its first version rose splendidly to high g. In its second version it
1s again notated a fifth lower at first, but the last phrase (‘sub pedibus nostris’) is a tone
higher until the final cadence on F.

Tollite portas in many sources looks like a fairly typical mode 2 offertory,
moderately elaborate, with only one large melisma at the end of the second verse. It is
found in this form in, for example, Graz 807 (PalMus 19) and Benevento 34 (PalMus
15). Although verse 1 seems to end oddly—FG Gb aG GF—this 1s simply the lead
into the repeated part of the respond, and reflects the corresponding passage in the
respond itself. Verse 2, by contrast, occupies a higher register and would by itself be
classified as mode 1; it ends on D.
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Montpellier H. 159 classifies this offertory in mode 8. But at first the melody is
notated with the same intervals as in the other sources, only a fifth higher. It therefore
looks rather like Ex. I1.13.1, and we should expect later bbs to be the reason for the
choice of pitch a fifth higher. But the bbs appear in a quite unexpected manner. At the
end of the respond, the melody suddenly dips down a tone, with bb replacing ¢ as
the usual ‘reciting’ pitch, and cadences on G, instead of the expected a (Ex. 11.13.4).
As Bomm (1929, 174 ff.) recognized, this is not likely to be a mistake, because (a) the
same ending can be seen in St Petersburg O. v. 1. 6, and (b) Frutolf of Michelsberg
cites the D-mode ending in a way which suggests he is reproducing a correction for a
well-known trouble-spot. (See also the discussion in Sidler 1939 43 ff.)

Ex. I11.13.4. From offertory respond Tollite portas (Benevento, Archivio Cap. 34, fo. 13;
Montpellier, Faculté de Médecine H. 159, p. 275)
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Verse 1 in Montpellier H. 159 is notated a fifth higher than in the other sources. But
verse 2 brings further complications. Here Montpellier is only a fourth higher than
the other sources, until the closing comments of the final melisma, when it moves up a
step and cadences on a. This seems illogical, for if it had continued only a fourth
higher than the rest, another G-close would have occurred, as in the respond. This
cadence 1s, however, not the last of the piece, for the last part of the respond will now
be repeated as usual.

Ex. I1.13.5 gives the whole of verse 2 at the two contrasting pitches. Such examples
make 1t abundantly clear that the adoption of pitch notation in the eleventh and
twelfth centuries may often have resulted in the smoothing out of ‘irregularities’ in the
tonal organization of many melodies.

The melisma in Ex. I1.13.5 has the form AAB, extremely common in alleluias,
moderately so in offertories. In the Montpellier source, which in this respect is
representative, there are 103 offertories, with 216 verses in all. All but a handful of
responds, and over ninety of the verses, have no lengthy melismas at all. Some verses
have more than one. There is a rough balance (somewhat over eighty examples of
each) between unstructured melismas and those which have a repeat form of some
sort. There are about fifty melismas with AAB form, but few other forms are to be
found regularly; there are, for example, only five instances of AABBC form. Among
the more extended schemes may be cited AAAB-C-AAAB (Super flumina),
AABBCCD (Benedicam dominum), AABBCCCD (Deus enim firmavit), AABBCDDE
(Benedictus es . . . in labiis), and AABCCDCC (Domine Deus meus).
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Ex. I1.13.5. Second versce of offertory Tollite portas (sources as Ex. 11.13.4)
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For examples of extended melismas, and of the carrying over of melodic material
between respond and verses, we may return to [ubilate Deo universa terra, whose
respond was given in Ex. I1.13.3. The two verses appear as Ex. 11.13.6. A blow-by-
blow account of the verses is by now unnecessary. The reader will be able to locate
without difficulty such features as the free recitation around particular notes (as at the
start of verse 1). Sometimes the melodies become locked into repeated ¢s, with GG and
a in support (cf. the second ‘tibi vota’ in verse 1 and ‘[holocau]sta medullata’ in verse
2). These ornate phrases lead into similar cadences: those for the second ‘mea’ and
‘distinxerunt’ in verse 1, and those for the second ‘mea’ and ‘medullata’ in verse 2 are
all the same.

At the start of both verses the text is repeated: while the music in verse | 1s different
the second time, in verse 2 the music i1s the same, except for the slightly more
extended treatment of ‘mea’. More surprisingly, this music is the same as the first line
of the respond. Both verses have a lengthy melisma, and the two end identically.
There is also some similarity at the start, where both melismas have brief repetition.
Then verse 1 runs rather obviously from /7 to ¢ and back again. The centre part of
both verses hovers around repeated ¢s, much more extended in verse 2, with brief
descents to [ for relaxation of tension.

These are purely musical outpourings, where attention to the text is suspended and
sheer joy in singing seems to take over, ecstatic and improvisatory (at least when
compared to the repetitious schemes found, for example, in many alleluias). It
remains unclear, nevertheless, what occasioned the composition of these glorious
melodies. They are not assigned regularly to the high feasts of the church year. The
contrast with that other great musical high point of mass, the sequence, could not be
more pointed. Whereas sequences were sung only on the greater feasts, the
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Ex. 11.13.6. Verses of offertory Tubilate Deo universa terra (continuation of Ex. I1.13.3)
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assignments of the five offertories with especially extended melismas mentioned above
are as follows:

Super flumina: twentieth Sunday after Pentecost*
Benedicam dominum: Monday of second week in Lent
Deus enim firmavit: second Mass of Christmas Day
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Benedictus es . . . in labiis: Quinquagesima
Domine Deus meus (in very few sources): twenty-fourth Sunday after Pentecost*
(*the Sunday may vary between sources)

Iubilate Deo universa terra is universally assigned to the second Sunday after
Epiphany.

I1.14. ALLELUIAS

(1) Introduction
(11) The Earlier and Later Styles
(i11) Rhymed Alleluias and Late Medieval Melodies

Stiblein, ‘Alleluia’, M GG; Schlager 1965; Treitler 1968; Jammers 1973; Schlager,
‘Alleluia. I', NG; Bailey 1983, Alleluias; MMMA 7, 8.

(1) Introduction

The alleluia is a responsorial chant in that the first part of the chant (‘Alleluia’) forms a
choral respond to be repeated after the verse, while singing the verse is a soloist’s task
(there may be more than one verse, and more than one soloist). It 1s conventional to
divide the respond into two parts, the setting of the word ‘alleluia’ itself, and the
vocalization, melisma, or jubilus on -a. The method of performance indicated in
modern books is:

Cantor: ‘Alleluia’

Choir: ‘Alleluia’ + jubilus

Cantor: Verse (main part)

Choir: end of Verse (which often includes a repeat of the jubilus)
Cantor: ‘Alleluia’

Choir: jubilus

The early notated books known as cantatoria (because they contain only the music
sung by the cantor, not that of the choir) contain complete alleluia melodies. This
suggests the following manner of performance, where the ‘Alleluia’ call and the jubilus
constitute an undivided respond:

Cantor: ‘Alleluia’ + jubilus
Choir:  ‘Alleluia’ + jubilus
Cantor: Verse

Choir:  ‘Alleluia’ + jubilus

Possibly a further two statements of the respond then followed, by the cantor and the
choir respectively, as was originally the case with other responsorial chants (see I11.4).
The even more elaborate performance schemes of Old Roman and Milanese usage are
also suggestive (see VIII.3-4).

The outstanding work of Schlager in cataloguing and editing the medieval alleluia
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repertory (Schlager 1965 and MMA 7-8) means that the bases for study have been
more firmly established than for almost any other chant genre. Nevertheless, a
consensus on many of its aspects can hardly be said to have been achieved. The
alleluia has attracted considerable musicological attention, partly because it has
seemed a more purely musical genre than most others (with its wordless jubilus),
partly because of its mysterious early history and the continuous expansion of the
repertory through the Middle Ages, partly because of its connection with the
sequence (an extended alleluia or not?). All these matters have been the subject of
controversy.

In the earliest books with chant texts, those edited by Hesbert (1935), there are just
over 100 alleluia texts. Not all have their own unique melody, however; Schlager
reckons that around sixty melodies were used (see the list in Schlager, ‘Alleluia’, NG).
Prominent among the melodies used for more than one text are those for Dies
sanctificatus (third Mass on Christmas Day, nine other texts in the early repertory),
Dominus dixit ad me (first Mass on Christmas Day, eleven other texts) and Excita
Domine (third Sunday of Advent, six other texts). (For melodies with several texts,
see the synoptic presentation by Madrignac 1981-6.) Over the two centuries up to
about 1100 (the cut-off point for Schlager’s catalogue) the repertory expanded
dramatically. Schlager records 410 melodies, plus a considerable number of others in
adiastematic neumes which could not be catalogued: a sevenfold increase. The
number of texts had increased at the same time to over 600.

Just as the same melody might be used for several different texts, so might the same
text be sung to several different melodies, a phenomenon far more widespread among
alleluias than any other chant genre, with the exception of hymns and late medieval
rhymed sequences. So the total number of different combinations of melody and text
is far higher than that of the 600 texts alone. After the eleventh century composition
continued. Schlager points to the striking efflorescence of creativity in South
Germany and Bohemia in the fifteenth century and the frequent use of rhymed texts.

A corollary of the continuous compositional activity is the variety between
manuscripts in their selection of alleluias, both melodies and texts (which means that
the alleluia repertory 1s a prime resource for identifying the liturgical use of a
manuscript and its nearest relatives). This instability extends right back to the earliest
sources, so that one is tempted to hypothesize that the repertory in the eighth century,
that 1s the period immediately before the copying of the extant sources, was rather
small. Apel (1958, 379) listed the alleluias of the temporale whose assignment
remained constant across the eighth- to ninth-century sources edited by Hesbert in
AMS: only twenty-two in all (eighteen, discounting repeats). The number of melodies
for these is only eleven. The agreement in the sanctorale is minimal. The supposition
that not many alleluias were needed 1s strengthened by the state of the Old Roman and
Milanese chant repertories, which used very few melodies right into the twelfth and
thirteenth centuries.
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(i1) The Earlier and Later Styles

Many of the melodies which have a constant assignment in the earliest sources share
features of musical style, which suggests they belong to an early layer. The most
important of these (Apel 1958, 391 discusses others) 1s a negative characteristic which
becomes obvious when comparisons are made with the majority of later alleluias: the
absence of repetition within the jubilus on -a.

Ex. 11.14.1. Alleluia Dominus dixit ad me (Paris, Bibl. Nat. lat. 776, fo. 127)
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Ex. 11.14.1 gives All. Dominus dixit ad me with its presumed original melody
(melody 281 in Schlager’s catalogue) from an Aquitanian manuscript. So well known
is the melody that the scribe does not copy it in full, and one has to refer back to the
first appearance of the melody, on the first Sunday of Advent for All. Ostende nobis,
for the ending. There are in all three melismas of some length: the jubilus, on ‘ho-
[die]’, and on ‘te’ at the end of the verse. The only one with a hint of repetition 1s the
last, which might be construed as having paired phrases at the end, one ending
‘imperfectly’ on I, the other making the ‘perfect’ cadence on G (bracketed in
Ex. I1.14.1). In the respond, ¢ is an obvious melodic goal. The melody keeps pushing
up to it, then falling away, to G, to I, b, and finally G again. This 1s also what happens
in the verse, with cadences on b (‘me’), G (‘tu’), I (‘hodie’), and (G again (‘te’). In the
final melisma F' exerts a strong pull, so that the (G cadence seems like a point of balance
or repose, rather than a point of departure towards ¢. There are of course other ways
of hearing the piece, but the similarity with other types of chant discussed so far,
particularly the offertories, seems clear. The melisma on ‘hodie’ 1s particularly
suggestive of the offertory, with its graded descent from e to a, then d to (5, and finally
b to F. Tt is not surprising, either, to find that the final groups of notes at the ends of
the respond and verse are also found in G-mode graduals (cf. G10 and G1 in Apel
1958, 356).
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Ex. [1.14.2. Another melody for Alleluia Dominus dixit ad me (Paris, Bibl. Nat. lat. 776, fo.
127)
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Perhaps because this melody seemed old-fashioned, another setting of the same text
was copied immediately afterwards in the source used here, Paris, Bibliothéque
Nationale, lat. 776. The melody is unique to this manuscript (Schlager 1965,
No. 190), and it turns out to bear all the hallmarks of later composition (Ex. 11.14.2).
The music makes use of repetition to a high degree. Firstly, the jubilus has an obvious
repeat (which should perhaps be made at the end of the verse as well). This music
appears again for ‘hodie’, also repeated, and a good deal of the same phrase is used for
‘Dominus’ at the start of the verse. The music for ‘Alleluia’ is also used in the verse,
from ‘dixit’ to ‘meus’, and one is even tempted to hear it behind the music for ‘ego’. In
other words, the music of the verse has been derived very largely from the respond.
Since each phrase forms a melodic arch, no note establishes itself as a reciting pitch.
(The manuscript has no clefs or coloured lines, and the choice of a-final, tantamount
to D-mode with bbs throughout, is a matter of opinion. Schlager transcribes the piece
with /<-final.)

Among the sixty or so alleluia melodies assigned to the early (ninth-century) repertory
by Schlager there is a rough balance between those with and those without melismas
having a repeat structure. Probably other alleluias could therefore be added to Apel’s
eleven ‘earliest of all’ (eighth century or earlier?) melodies, such as those for the
common of saints or for Sundays, which by their nature would have no firm
assignment to one particular day.

A melody just emerging into the new era, so to speak, is that for All. Attendite, for
one of the summer Sundays (Schlager 1965, No. 224), Ex. 11.14.3. (The semitone
step is indicated often enough in Paris 903 to enable one to use Bb as a key signature;
Montpellier H. 159 notates the melody with a flat throughout.) There is a hint of
repetition at the start of the jubilus, but a more obvious example is reserved for the
middle of the verse, on ‘meus’. Even without this repetition, one would be inclined to
see a later composer at work than in All. Dominus dixit ad me (Ex. 11.14.1), because
of the easy way the melody moves in scale passages through the range F to c.
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Ex. 11.14.3. Alleluia Attendite popule meus (Paris, Bibl. Nat. lat 903, fo. 1227
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One needs only to glance at the critical commentary to Schlager’s edition to see how
the shape of the longer melismas may vary from manuscript to manuscript.
Simultaneously with the composition of new melodies, already existing ones were
retouched, extended by repetition, made more regular. This affects not only the
melismas but other phrases as well: for example, the start of the Alleluia for All.
Attendite (Ex. 11.14.3) in Paris 776 is like the start of the verse:

D FDDCF
Al-le-

Newer alleluias naturally exploited the full possibilities of repeat structures, and
practically all of those which make up the rest of the repertory up to ¢.1100 include a
repeated melisma, or reuse of respond material in the verse, or both. The scheme
AAB i1s extremely popular, and forms like mimature sequences appear, for example
AABBCCD, used for the following melodies (in some sources at least):

All. Beatus sanctus Martinus (Schlager 1965, No. 396)
All. Cum esset Stephanus (Schlager 1965, No. 102)
All. Surrexit Dominus et occurrens (Schlager 1965, No. 10)

Others display repetition with variation, as All. Ego sum pastor bonus (Schlager
Melody No. 299, unique to Pistoia 120), which might be interpreted: AB A’B’ A"B
A"""B"". The jubilus in All. Nuptie facte sunt (Schlager 1965, No. 111, found only in a
few Aquitanian sources) displays a subtle alternation of like and unlike phrases
(Ex. I1.14.4). The small figure labelled ‘x’, or similar ones, appears four times in the
jubilus. Four phrases in all end with an identical cadence, CDD, the so-called
‘Gallican cadence’ found in numerous sequences of this period. In the verse, the
recurrent figure ‘x’ turns up once more, at the end of the ‘Chana’ melisma. Music from
the ‘alleluia’ call is then reused at the end of the verse for ‘mater eius’, providing the
lead into a repeat of the jubilus (indicated by a cue).

Thus, while the repetition in a short AAB scheme may be literal, the longer
melismas tend to handle it in a more sophisticated way. In Ex. I1.14.4 different
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Ex. 11.14.4. Alleluia Nuptie facte sunt in Chana (Paris, Bibl. Nat. lat. 903, fo. 18")

et erat i - bi lhe-sus et Mari- -a ma-ter e- -ius.

phrases were brought into relation by means of a common cadence, whereas
Ex. 11.14.5, All. Veni sponsa Christi (Schlager 1965, No. 35, likewise Aquitanian),
shows similar beginnings leading to different endings, analogous to the first and
second endings of later music. The jubilus consists of nine phrases, labelled ‘b’ to j.
The basic 1dea seems to be the alternation of phrases cadencing on a with those which
move down to D. The a phrases are ‘b’ and ‘e’, which comes twice, the first time with
a short, supplementary a-phrase ‘f’. The D-phrases are ‘c+d’ (labelled separately
because ‘c’ appears later alone) and ‘g’, while a longer ending includes a G-cadence
(‘h’) before the final phrase ending on D. Within this pattern, however, there are
others. The first notes of ‘e’ and ‘g’ are the same, and this causes ‘e’ and ‘g’ to be heard
as a pair, with a half close (on a) and then a full close (on D). Three-note scale
segments are common throughout the piece (a symptom of relatively late date): since
there are pairs of them just before the cadence in both ‘b’ and ‘d’, one 1s inclined to
hear these phrases as a pair as well, in an antecedent—consequent relationship.

The verse begins like the ‘alleluia’ call, but the next phrase, ‘sponsa Christi’, stands
by itself. The four phrases of ‘accipe coronam’ make up an A-A-A’-A” scheme: ‘1’ 1s
actually a version of ‘c+d’, transposed up a fifth; the next phrase uses ‘c’ literally, up a
fifth, with a new extension ‘m’; together they might be regarded as an extended
version of ‘I’; the last phrase 1s made up of ‘c+7’, likewise transposed up a fifth. Is it
stretching a point to call ‘quam tibt’ a variant of ‘j’? and ‘dominus’ a variant of ‘m’, each
with a new start (the scale segment abcd)?; ‘j’ then recurs at the end of ‘preparavit’.
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Ex. 11.14.5. Alleluia Veni sponsa Christi (Paris, Bibl. Nat. lat. 903, fo. 104")
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The last phrase, ‘in aeternum’, takes up the ‘alleluia’ call again, leading into a repeat of
the jubilus, indicated by a brief cue.

For some, an analysis like this may be over-ingenious, while others may disagree
over detail. The important point is that repetitions and echoes of the sort described
are unthinkable in earlier chants and mark a radical departure in compositional
technique. The whole composition is held together not simply by its overall
responsorial form but by a network of internal references and patterning. It is
important that the references are internal, that 1s, they do not relate the piece to others
of its class but contribute to the individual identity of this one ‘work of art’.

(i) Rhymed Alleluias and Late Medieval Melodies

Very many alleluias composed after the ninth century remained local compositions,
such as the Aquitanian ones just given as Ex. I1.14.2, 4, and 5. The same remains true
of most compositions of the later Middle Ages, from the twelfth century onwards.
This 1s mostly because the basic liturgy throughout the year had its consignment of
alleluias from an early date, and while new initiative might win local acceptance, it
was hardly likely to cause wholesale revisions of the repertory right across Europe.
Many later alleluias are compositions for local saints, whose cult was peculiar to a
restricted area, even to a single church. One of the few classes of feast-day which was
celebrated with increasing and universal enthusiasm was feasts of the Blessed Virgin
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Mary, and 1t 1s among the vast corpus of Marian alleluias that a few widely known
modern pieces may be identified. Many Marian alleluias were retexted for other
liturgical occasions (particularly for virgin saints, of course), some more than twenty
times. As with the earlier repertory, some texts are found with more than a dozen
different melodies in different sources.

One of these 1s AAll. Virga lesse floruit (for which Schlager lists nearly 200 sources in
MMMA 8§, 822 ff.). Its text is notable for the incipient rhyme, best called assonance,
common to many new liturgical texts of the twelfth century. In what seems to be the
earliest version, the last line is not assonant:

Virga lesse floruit

virgo Deum et hominem genuit
pacem Deus reddidit

in s¢ reconcilians yma summis

Other versions (MMMA 8§, 564) replace the last line with:

qui poli summa condidit
orate (or ‘Del genitrix ora’) pro nobis

Musically, this particular alleluia presents nothing radically new. Given the amount of
repetition already present in earlier alleluias, however, it is not surprising that musical
rhyme should occasionally be introduced 1in later pieces, either in support of, or in
counterpoint with, the text rhyme. This occurs in, for example, All. Ante thronum
trinitatis, another Mary alleluia, probably dating from the late thirteenth century. As
a supplement to the alleluia with its usual text, transcribed by Schlager (35 ff.), I give
the version adapted for St Barbara added in the sixteenth century to Paris,
Bibliotheéque Nationale, lat. 905 (from Rouen) in Ex. II.14.6. The musical
repetitions affect not just the ends of cach eight-syllable line, but also some of the half-
verses. The text has the following rhyme scheme:

-18 -ata
-1$ -ata
-atis  -1ice
-atis  -11ce

whereas the music proceeds as follows (the scheme is marked on the transcription):

ab ¢
de ¢
ae ¢

e b (melisma with AAB structure, new ending)

The jubilus is by contrast relatively uninteresting (though it follows an AAB repeat
pattern in some sources).

The melody is rather modest in scope. Phrases such as ‘cunctis horis eiice’ have an
undoubtedly modern flavour, not so much because of the three-note groups as
because of the rapid motion through the octave f~F. Every phrase begins or ends on
F, ¢, or f, and most wing their way over the whole scale. ’
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Ex. 11.14.6. Alleluia Ante thronum trinitatis (Paris, Bibl. Nat. lat. 905, fol. 311%)
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But there are plenty of more flamboyant melodies among late medieval alleluias. An
example which one could call celebrated if it were better known 1s All. Ora voce pia
pro nobis virgo Maria (MMMA 8, 393, in a handful of South German sources), with a
staggering range of two and a half octaves from G to d’. Somewhat less spectacular,
though still exotic by comparison with early medieval melodies, 1s All. O Maria rubens
rosa. The piece 1s of manifold interest. Firstly, the numerous sources cited by
Schlager (over 40: MMMA 8, 727 ff.) show that it was one of the most popular
rhymed alleluias in south-east Europe; secondly, its E-mode melody 1s of a type
characteristic for that area (Schlager thinks it might even have been the starting-point
for the type); and thirdly, in about a quarter of the sources trope verses are inserted in
the verse.

The turn around £ which constitutes the most prominent fingerprint of this group
of melodies stands out clearly in Ex. I1.14.7. Other features of the melody are perhaps
best described as typically late-medieval, only applied here to an E-mode melody,
rather than the more common F- or G-modes (or transposed to ¢): the readiness to
run through the whole octave, or beyond (here practically always descending), the
octave leap e to E, the succession of leaps of a fourth and a fifth (line 8), yet again
outlining the modal octave. There are again numerous melodic repetitions. The
source transcribed here has no trope verses. Asterisks show where they appear in
other manuscripts, and they are given in Ex. I1.14.8. (cf. MMMA 8§, 351 ff.).

The repertory of rhymed alleluias shares compositional features with other rhymed
chants, such as the responsories for late medieval rhymed offices (see 11.26). The
parallel 1s not an exact one, however, because 1t was not the custom to compose whole
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new masses with rhymed texts: the alleluia and sequence (not necessarily as a pair) are
usually the only such items at mass.

Ex. 11.14.7. Alleluia O Maria rubens rosa (St Gall, Stiftsbibl. 546, fo. 327")
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Ex. I1.14.8. Trope verses for Alleluia O Maria rubens rosa (Munich, Univ.-Bibl. 2° 156, fo.

260")
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... Summum celi gau-di-um et spesin te cre-den-ti-um
Al-le-lu-ia al - le-lu-ia ti - bi ca - nentes sub - le-ua
Ma-ri - a candens li-li -um ... pla-ca tu-um fi-1li-um

Alleluia (etc. as *1)

... Ut pe-tas au-xi-li-um no-bis post hoc e-xi - li -um
Alleluia (etc. as *1)

O uir-ginum Ma-ri - a.
tu ru-ti-lans au - ro - ra.

O dulcis et for-mo - sa.

tu mundi lu- mi-no - sa.
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I[T.15. HYMNS

(1) Introduction

(11) Texts

(1) Music

(1v) Processional Ilymns

Moberg 1947; MMMA 1; Szoverffy 1964-5; Gneuss 1968; Stiblein, ‘Hymnus, B. Der
lateinische Hymnus’, GG Steiner, ‘Hymn, I1. Monophonic Latin’, NG,

(1) Introduction

Despite the outstanding work of Stiblein—the edition and commentary in MMMA 1
and the article for 3/GG—a repertorial survey of a sufficient number of sources from
over all Europe is still not available and much musical analysis remains to be done. Of
Moberg’s projected edition only the valuable comparative tables were completed.
Stiblein edited the contents of a Milanese hymn collection and three French, one
English, three German, and two Italian hymnaries, supplementing these melodies
with others from additional French, English, German, and Italian sources. Over 550
melodies are edited. Lists of contents for all the sources Stidblein consulted were not
published, however, and it 1s even difficult to compare the contents of his main
sources. It can nevertheless be ascertained that very few hymns (less than thirty) were
sung in all areas of Europe to the same melody; many popular texts were set time and
again to different melodies, and many popular melodies were used for a dozen or more
different texts. Some melodies became strongly associated with a particular season or
liturgical position. Most widely known, and probably among the oldest, are the
hymns of the weekly office cycle. But as soon as one moves beyond these and the main
feasts of the year, medieval sources display great variety of choice. The majority of
hymnaries contain between 80 and 100 pieces; those which make provision for local
and lesser saints may have up to twice this number.

Hymns were reported by St Augustine to have been promoted in the church of
Milan by St Ambrose (d. 397) for singing during the long night vigils. Augustine
attributed Aeterne rerum conditor, Deus creator omnium, lam suigit hora tertia, and
Veni redemptor gentium to Ambrose. Only centuries later, alas, do the earliest
Milanese musical sources appear, and there 1s no substantial agreement in the rest of
Europe about melodies for these hymns. Indeed, lam surgit hora tertia was rarely
sung at all.

The development of the Milanese repertory has been outlined by Huglo et al.
(1956, 85-103), and also its relationship to the Gallican repertory (Huglo, ‘Gallican
Rite, Music of the’, NG).
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The earliest notated hymnary appears to be the Kempten collection (edited by
Stiblein), from around the turn of the millenium, with alphabetic notation. This
means that for the crucial period of the Carolingian renaissance we are reliant on texts
alone for our knowledge of the history of the repertory. Gneuss (1968) has provided
valuable indications as to how it developed. He sees an early repertory dating back at
least to the sixth century (‘Old Hymnal’ type I) drawn upon in Milan, by the rule of
St Benedict and the respective rules for nuns and monks of Caesarius and Aurelian of
Arles; this also survives in two early English sources. A new recension of the ‘Old
Hymnal’ (type II) seems to belong to the Carolingian period. Part of it is found, for
example, in the same source as the earliest tonary, probably from Saint-Riquier,
Paris, Bibliotheque Nationale, lat. 13159, written in the closing years of the eighth
century. But in the second half of the ninth century a new repertory (the ‘New
Hymnal’) gained rapid and widespread acceptance. It forms the basis of all
subsequent collections, including those in modern service-books. All notated
hymnaries, therefore, are based on the ‘New Hymnal’. We do not know if musical
changes accompanied the changes in text selection. And, partly because hymns were
usually copied in independent collections (often with the psalter), we cannot yet relate
the history of the hymn to that of other office chants. Discussion of the music is also
made difficult by the wide variance between sources in their transmission of many
melodies. Hymns are of course not peculiar in this respect, but the lack of a strong
central tradition seems to have resulted in unusually wide differences. Stidblein has
noticed examples of the apparent ‘modernization’ of archaic melodies, the simphfication
of ornate ones, the regularization of note groups to reflect text rhythm, and
differences of modal interpretation.

In what follows hymns are cited with their ‘Old Hymnal’ or ‘New Hymnal’ number,
following Gneuss (24 ff., 60 ff.; if a distinction between the two types of Old Hymnal
1s possible, the appellation ‘I’ or ‘IT” is also given). Examples are mostly taken from an
English thirteenth-century manuscript of Sarum use, Oxford, Bodleian Library,
Laud lat. 95, whose repertory is naturally related to the French and English sources

edited by Stiblein.

(1) Texts

The most obvious textual and musical characteristic of hymns is their strophic form
and metrical regularity. In view of this formal simplicity and the relatively small
number of melodies required, it 1s hardly surprising that musical notation was not
thought necessary in early sources. The last strophe of the hymn is usually a
paraphrase of the doxology (the same doxology-strophe could be used for any number
of hymns in the same metre). ‘Amen’ i1s usually sung at the end.

A large number of different poetic metres may be found, particularly among early
hymns: asclepiads, distichs (usually in processional hymns), and so on (Stiblein
surveys the commonest metres in MGG). But the majority of hymns are written in one
of two metres.
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Iambic dimeter x—w—x—v— four times) is the metre of the four hymns attributed
to St Ambrose, and such poems were frequently known as ‘Ambrosiani’. Strophes are
of four lines, and there are typically four or eight strophes in a hymn. Stablein reckoned
that two-thirds of the repertory uses this metre. (Metres are explained below, 11.27.)

Sapphic metre was the most popular of the antique metres used in medieval hymns.
Each strophe has three full lines and a final half-line (as adonic):

—u———/vu—u—u (3 times)
—Uu——

Such poetic compositions were often sufficiently highly regarded as artistic
creations for their authors’ names to have come down (not all ascriptions are regarded
as secure; AH 50 and 51 are collections of ascribed texts). Best known, besides those
of St Ambrose, are:

Prudentius (d. ¢.410): Inventor rutili, O crucifer bone, Pastis visceribus, Ales diet
nuntius, etc.

Venantius Fortunatus (d. ¢.600): Agnoscat omne saeculum, Crux benedicta nitet,
Pange lingua, Quem terra pontus aethera, Salve festa dies, Tibi laus perennis
auctor, Vexilla regis

Sedulius (first half of fifth century): A solis ortus cardine, Hostis Herodes impie

Not all these were originally designed as office hymns, some being extracts from
longer poems, some written for special occasions. Thus Hostis Herodes impie is
actually a later part of the same poem as A solis ortus cardine. The first three
Prudentius hymns were sung during processions, not during the office.

(1) Music

Many hymns are through-composed, without remarkable musical features. Others
have simple repeat structures (aaba or abca, for example). In many cases—as a
natural complement to some repeat structures—the highest notes of the strophe come
in the third line, before the return to the tonic. In general hymns lack such musical
features as repeated reciting notes, reminiscent of the delivery of prose texts. Quite
often no strong tonal centre is apparent, and the lines may cadence on unexpected
notes.

Christe qui lux es et dies (OH 30, NH 12) has been sung at Compline since the time
of the ‘Old Hymnal’. Its ‘original’ melody cannot be determined—if indeed it makes
sense to think of one at all, for tunes are so readily interchangeable. It is given in
Ex. I1.15.1 with its commonest melody (No. 9 in Stiblein’s edition). It is the only
text for this melody—an unusual situation. The last line of melody repeats the first.
The highest note, G, occurs in the third line, though the range is so limited that this
makes only a subtle impression. Even so, this small gesture is necessary, is prepared
for in fact, by the repetitive second line. It is not uncharacteristic that the melody
starts on a note above the final, although the D final does not seem seriously in doubt.

More unpredictable tonally i1s Somno refectis artubus (NH 14), usually sung during
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Ex. I1.15.1. Hvmn Christe qui lux es (Oxford, Bodl. Lib. Laud lat. 95, fo. 1407)

=
Py Y P ¥ o

e A ~7a R U —
Christe qui lux es et di-es noctis tenebras detegis

.

¥ A—

P -

P e "5
lu-cisque lumen crede-ris lumen be - a - tum predicans.

Ex. I1.15.2. Hymn Somno refectis artubus (Oxford, Bodl. Lib. Laud lat. 95, fo. 137%)
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the Night Office on Monday, given in Ex. I1.15.2 with its commonest melody
(Stdblein No. 142; this 1s also the commonest melody for Primo dierum omnium, the
equivalent Sunday hymn). The final E sounds very much like an ‘imperfect’ cadence,
with perhaps D as the ‘real’ final. At any rate, that is the impression one has from the
first two lines, which are the same but for their first-time/second-time cadence.

Both these hymns are ‘Ambrosiani’. Whether their metre was reflected 1n
performance in.any way seems doubtful. In iambic dimeter long syllables could
occasionally be substituted for short ones. In a performance with long and short notes
(in effect, 1n triple time), either the regular rhythm would be disturbed or one would
have to ignore the variance in the metre. Another consideration is the pattern of
stressed and unstressed syllables (not the same as long and short). This varies so often
from line to line that any attempt to reflect it in performance (again, perhaps through
long and short notes) seems misguided. This is not to deny that the reflection of
metric or accentual patterns in the music (through groups as opposed to single notes,
or with tonic accents) can sometimes be found, particularly in late medieval
melodies. But clearly it constituted no universal principle of word-setting. (See the
discussion of text rhythm in I1.27.)

The hymn Ecce 1am noctis (NH 6), usually sung at Lauds on Sundays, was widely
sung to melody 144 in Stiblein’s edition. The metre is sapphic. As in the previous two
examples, the simplicity of the melody may reflect high age, or it may be due to the
lesser solemnity of the liturgical occasion. In the Sarum hymnary used for the
examples in this section, two melodies are given for the hymn. Melody 144 1s used for
the second strophe, while for the first strophe melody 107 is given, as reproduced in
Ex. I1.15.3. The tonality of melody 144 is clearer than that of Ex. I1.15.2, for b (£ in
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Ex. I1.15.3. Two melodics for hymn Ecce iam noctis (Oxford, Bodl. Lib. Laud lat. 95, fo.
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many sources which have the melody a fifth lower) is announced in the first line
clearly enough for the repetition of the opening phrase at the end to be instantly
recognizable.

Melody 107 was also fairly widely known, though not firmly attached to any
particular text (Iste confessor in France, Virginis proles in Germany, and so on). It has
a relatively modern air, partly because of the clear tonality, despite the way the
melody moves easily through the whole octave, partly because of the ‘Gallican’ final
cadence, the frequent steps of a third, and the repetition, not only of the first two lines
but within the third also, where the tonal area above the final is explored for the only
time. It is noticeable that groups of more than one note fall only on long syllables or at
the ends of lines.

Because notation came so late to the hymn repertory it is impossible to know how
old many melodies may be. For Fortunatus’ well-known hymn Pange lingua gloriosi
proelivun certamunis (Ex. 11.15.4) Stablein melody 56 was sung all over Europe,
though half a dozen other melodies gained local acceptance (see Stiblein 1950 for a
possible predecessor of melody 56). This poem and the equally well-known Vexilla
regis prodeunt appear to have been composed for Queen Radegunda at the convent of
the Holy Cross in Poitiers, to whom the Emperor Justinian had given a fragment of
the newly discovered True Cross. The poem has ten strophes. Like Vexilla regis it
was taken up into the Passiontide liturgy, different parts often being sung on
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Ex. I11.15.4. Hvmn Pange lingua (Oxford, Bodl. Lib. Laud lat. 95, fo. 141%)
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different days (the commonest divisions were made at strophe 6, Lustra sex qui
1am peracta, and 8, Crux fidelis inter omnes). The popularity of the hymn entered a
new phrase when St Thomas Aquinas (d. 1274) took the opening for his Corpus
Christi hymn Pange lingua glorosi corporis mysteriuon.

The text is in trochaic tetrameter with lines of 8+7 syllables (—v—x—v—x|-v—x-u-).
The melody contains traces of traditional Gregorian turns of phrase: the opening is a
common mode 3 figure (compare Ex. I1.11.1), ¢ the usual reciting note for this mode;
a then assumes its usual role as a goal for cadences above the final (with a link through
D to the lower line 5 and an imperfect cadence for line 5 itself).

In Ex. I1.15.4 the melodic variants for the next hymn in the Sarum manuscript,
Lustra sex, are given over the stave. In this source the whole melody 1s given a fourth
higher, to allow for both b5 and bb (/"# and /'f when transposed for the transcription).

Hymns of the later Middle Ages betray the same modern stylistic features as other
chants of the period. In some churches a freedom to supplement the repertory was
clearly felt, as with other genres. Most noticeable in the stylistically later hymns are
the wide range of the melodies and the freedom of rapid movement within that range,
the clear emphasis on tonic (final) and dominant (upper fifth), and the division of
phrases between the scale-segments they command. These features are already
foreshadowed in Ex. II.15.3, melody 107. They are more obviously present in
Ex. II.15.5, one of five melodies provided in the Worcester compendium for
Sanctorum meritis (NH 119).

Ex. I1.15.5. Hymn Sanctorum meritis (Worcester, Cathedral Chapter Lib. F. 160; PalMus
12, 10%)
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The universally known melody for this hymn is Stiblein’s No. 159, which is mostly
syllabic, tonally unfocused, though relatively mobile. It has the form ABC ABCD,
with cadences on a, a, E, a, a, E, G (Worcester version, Stiblein, p. 198) or a, a, F,
a, a, I, E (Nevers version, Stiblein, p. 102). In melody 420, given as Ex. I1.15.5,
there is no doubt about the primacy of ' and G. After the repetition of the two
opening lines an alternative tonal area is explored, [ up to ¢ with bb, rather than the
upper segment of the (' scale.

(1v) Processional Hymns

Hymns were often sung in processions. The repertory is not large (thirty-two in
Stablein’s edition, of which not all are actually processional hymns). A large
proportion of processional hymns have a refrain. Often the first strophe would be
repeated after each subsequent strophe. Pange lingua was sung in this way (to a
melody different from the one just given), using Crux fidelis as the refrain strophe. In
some hymns each alternate repetition of the refrain was of its second half alone (R1+2

S1 R2 S2 R1+2 83 R2, etc.). On the other hand, the refrains of some hymns are

melodically and even metrically independent of the strophes.

Favoured metres are hexameters, distichs, and trochaic tetrameter. Fortunatus’
Salve festa dies and Theodulf of Orléans’s Gloria laus et honor are well-known
examples in distichs.

The largest collection of processional hymns of this type that have come down to us
1s contained in St Gall, Stiftsbibliothek 381 (from St Gall, late tenth century), and
smaller selections are found in other St Gall sources (e.g. St Gall 360). On pp. 23-50
and 142-66 of St Gall 381 there appear two series, of twelve and five items
respectively, usually called versus (rather than hymnus), and frequently bearing a
composer’s name. Thus the first, Sacrata libri dogmata, 1s headed ‘Versus
Hartmanni, ante evangelium cum legatur canendi’ (‘A versus by Hartmann, to be
sung before the gospel is read’; facsimile in Stiblein, ‘Versus’, MGG). The list of
attributed pieces 1s as follows (see the remarkable ‘footnote’ surveying the repertory in
Gautier 1886, 23-9; also, p. 159, an eleventh-century rhymed example from St Gall
382):

Hartmann (d. 925): Sacrata libii dogmata; Salve lacteolo decoratum (Innocents);
Cum natus esset Dominus (Innocents); Humuli prece (for feast-days generally,
found in many adaptations with verses in honour of various local saints; melody in
Wagner 111, 481); and Suscipe clementem plebs devotissima, one of the final three
versus of the collection which are for the reception of a king

Fortunatus: Salve festa dies

Ratpert (d. 884): Ardua spes mundi (see Stotz, 1982; used as Humuli prece); Laudes
omnipotens (‘ad eucharistiam sumenda’—*as the eucharist is taken up’); Aurea lux
terra (for the reception of a queen); Annua sancte dei (St Gall)

Notker (d. 912): Ave beati germinis (‘about the Old Testament’)

Waldramm (d. ¢.900): Rex benedicte (for the reception of a king)
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Ratpert’s Ardua spes mundi may serve as an example of the St Gall versus. (Rather
few appear in later sources; all those that can be transcribed have been edited by
Stiblein, MMMA 1, 478 ff.; texts in AH 50, unfortunately not always making the
refrain arrangement clear; see also examples in Wagner 111, 480-2). In the Rouen
cathedral manuscript (Paris, Bibliotheque Nationale, lat. 904, thirteenth century)
from which Ex. I1.15.6 is transcribed, both Ardua spes and Humuli prece are sung in
the processions before mass on the Rogation Days leading up to Ascension Day (the
weekdays following the fifth Sunday after Easter). In both chants verses in honour of
Rouen saints are added to those already present; Ardua spes invokes Romanus and

Ex. 11.15.6. From processional hymn Ardua spes mundi (Paris, Bibl. Nat. lat. 904, fo. 136")
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Audoenus. The same melody 1s used for the refrain and the strophes (some other
processional hymns have two different melodies).

[T.16. CHANTS FOR THE ORDINARY OF MASS

In the study of chant, the term ‘ordinary of mass’ usually signifies those chants whose
texts remain the same from one mass to the next, that is, Kyrie, Gloria, Credo,
Sanctus, and Agnus Dei. There are a few other unvarying chants which are sung at
festal masses: the antiphons .Asperges me (outside Eastertide) and Vidi aquam
egredientem (during Lastertide) with their psalm verses; these are not considered
further here. The special case of the versicle [te missa est and its relation, the
Benedicamus domino versicle at the close of office hours, are discussed briefly at the
end of this section. Looking at the liturgy of mass as a whole, however, the ordinary
comprises all texts which remain the same for each mass: not only the chants but the
prayers as well.

Although the texts of the five main ordinary chants remain the same, they were set
to numerous different melodies. These were often associated with particular feasts or
grades of liturgical celebration. Early sources are not often specific about the
assignment of the chants, but there seems little doubt that each church would have its
own established customs in this respect, even before rubricated collections became
common in the thirteenth century. Large numbers of trope verses are known for all
the ordinary chants, excepting only the Credo. These often refer specifically to
particular feasts and thus make the chant ‘proper’ rather than ‘ordinary’. (Tropes for
ordinary chants are discussed below, 11.23.)

Short sections are now devoted to each of the five chief ordinary chants. It should
be noted in advance, however, that much research, transcribing, and analysing needs
to be done before a rounded picture of these chants can be made up. For many yecars
the best-known melodies have been those edited in the Solesmes/Vatican Kyvriale seu
ordinarium missae of 1905, which then passed into the Vatican Graduale and
Solesmes Liber usualis. Eighteen sets were published, comprising Kyrie, Gloria,
Sanctus, and Agnus, plus four Credo settings (later increased to seven) and other
chants ‘ad libitum’—eleven Kyries, three Glorias, three Sanctus, and two Agnus.
These chants represent only a fraction of the medieval repertory, however, and the
vast majority remain unavailable for study. It 1s fair to point out that many melodies
had only a local circulation—many are known from but a single source—and the most
popular are available in the Vatican selection. But until more are known it will be
difficult to judge what 1s typical of the repertory as a whole, or of particular periods
and areas, and what is eccentric.

The groundwork for future study has been established by the catalogues produced
on the basis of the microfilm collection at Erlangen—Nuremberg University, by
Landwehr-Melnicki, Bosse, Thannabaur, and Schildbach. The lack of British sources
in the collection, and consequently in the catalogues, has been made good by Hiley
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(1986, ‘Ordinary’). Yet the earliest sources of all, those of the tenth century, were
poorly represented in these catalogues, and several questions about the distribution of
the oldest recorded melodies remain to answered. The gap has been more or less filled
in the case of the Kyrie by Bjork, the Gloria by Rénnau, and the Agnus by Atkinson.
A comparable catalogue exists for Credo melodies, by Miazga, but its scope and
emphasis 1s different. Early sources for the Credo are sparse, for it does not seem to
have been sung by the schola until relatively late, and even then by no means
universally. Florid choir settings are rare before the fifteenth century. Miazga’s lists
are dominated by the great mass of eighteenth-century settings, whereas the other
catalogues hardly go beyond the Middle Ages; and Miazga’s chief concern was the
tradition of Poland: later West European sources are less well represented.

At one period or another it has been the custom for the whole congregation to sing the
ordinary chants. In the early centuries this was certainly the case, and the question as
to whether any melodies might have survived from this time has fascinated scholars
for many years. Some simple melodies, such as might have been sung by the people,
have indeed come down to us. Yet the sources which contain them are invariably late,
later than those for more elaborate chants. A degree of caution is therefore necessary
when judging the claims to antiquity of these chants. On the other hand, it has to be
remembered that our early sources are nearly all cantors’ manuscripts, containing
music for the trained schola and especially for soloists. Should we expect them to
record congregational chants? We are not being asked to subscribe to the belief that
elaborate chants grew out of simple ones: that would be a naively simplistic view of
plainchant history. The question is one of function. Chants undergo changes, or new
chants are composed, when the liturgical conditions change. When the schola takes
over the singing of a chant from the congregation (it is still acting in lieu of the
congregation), then we should expect different music to develop. But if the
congregation still sang the chants, at least occasionally, there would have been no
pressure to change. In these circumstances chants might well have survived through
centuries of unwritten tradition. As Wagner said of Agnus Vatican XVIII, one of the
simple chants in question: “T’he indication in the Solesmes books that it originated 1n
the twelfth century is certainly wrong. It may well be that it does not occur in any
earlier notated chant-book; but that is not decisive as far its age is concerned. Is our
preface tone only as old as its earliest written occurrence?’ (Wagner 111, 448).

Stylistic analysis has seemed to offer insights into the problem. Thus Levy (1958-
63) has made a bold attempt to link a Sanctus melody to other stylistically similar
chants, Byzantine as well as Western, to reveal a ‘modal area’ from which the singing
of the whole Byzantine ordinary is derived and the anaphora as well (that is, the prayers
beginning with the preface, of which the Sanctus is a part, the memorial of the
incarnation and words of institution). In the case of Kyrie and Agnus, litanies have
been adduced as evidence.

In what follows some attention is therefore paid to possible early melodies. A few
examples from the central repertory of the tenth to twelfth centuries are discussed
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(the biggest collections nearly all date from the twelfth century), and one or two quite
different later chants (the fifteenth century marks a new high point in production) are
also included.

Apart from those in the Vatican books, melodies have appeared rather haphazardly
in facsimile or modern editions. The following may be consulted (mentioning
facsimiles only of manuscripts in diastematic notation). Two Roman collections are
available, the transcription from Rome, Biblioteca Apostolica Vaticana, Vat. lat. 5319
in MMMA 2, and the facsimile of Bodmer C. 74 edited by Litolf (1987). The
Beneventan manuscript Benevento, Biblioteca Capitolare VI. 34, 1s given in facsimile
in PalMus 15. Transcriptions by Boe of the Beneventan repertory are in the course of
publication. A facsimile of a Nonantola manuscript has been published by Vecchi
(1955). French sources are poorly represented, only the Chartres melodies in PalMus
17 being available. On the other hand, two facsimiles of Sarum chants have been
published, in Graduale Sarisburiense and MMS 4, and an edition has been made by
Sandon (1984). For Eastern sources we have Marxer’s transcriptions from St Gall,
Stiftsbibliothek 546 (1908) and those from other manuscripts by Sigl (1911), and the
facsimile of the Graduale Pataviense of 1511.

Few early sources indicate what music was used for singing the versicle Ite missa est
and its response Deo gratias. It appears to have been popular to adapt a Kyrie melody
for the purpose, or to share a melody with the office versicle Benedicamus domino
(also sometimes sung at mass). The Benedicamus likewise relied heavily on borrowed
music, for example, the melismas of office responsories. (See Harrison 1963, 74-6;
Huglo 1982, ‘Débuts’; Robertson 1988.)

[1.17. KYRIEELEISON

(1) Kyric eleison as a Litany
(11) Kyrie cleison after the Introit at Mass
(1) Early Meclodies
(iv) Italian Melodies
(v) Melodic Types
(vi) Later Melodies

Stablein, ‘Kyrie’, MGG, Landwcehr-Melnicki 1955; Crocker, ‘Kyrie eleison’, NG; Bjork
1979-80; Boc 1989.

(1) Kyrie eleison as a Litany

‘Kyrie eleison’ 1s a litany formula and has been sung as a choral refrain in answer to
petitions of one kind or another at least since the fourth century (as witnessed by
Egeria in Jerusalem) and in the West at least since the fifth century. It can be found in
numerous medieval litanies, as in these two examples:
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Kyrie cleison. Christe eleison. Kyrie eleison. Pater de celis Deus miserere nobis. Fili
redemptor mundi clemens miserere nobis. Spiritus sanctus Deus miserere nobis. Qui es
trinus et unus Deus miserere nobis. Sancta virgo virginum ora pro nobis. [Then a series
of saints’ names, each followed by ‘ora pro nobis’.]

Kyvrie cleison. Christe eleison. Domine miserere. Christe miserere. Miserere nostri pie
rex domine Iesu Christe. Christe audi nos. Sancta Maria ora pro nobis. [Then a series of
saints’ names, each followed by ‘ora pro nobis’.]

Further ‘Kyrie’ invocations are sung at the end.

The invocation is a standard component of the preces sung in the Gallican liturgy,
which survive in a few medieval sources (of which Paris, Bibliotheque Nationale, lat.
776 and 903 are the best known). Ex. 11.17.1 gives the opening of one of these. Here
‘Kyrie eleison’ is repeated after each verse. All the verses have the same basic melody.
(In Paris 903 the Kyrie invocation is sung to a melody more closely resembling the
verses than 1s the case here.)

Ex. I1.17.1. Litany (Cambrai, Bibl. Mun. 61, fo. 152%)
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One composition with this form appears among the Kyries of early Roman sources.
This 1s the Kyrie with Latin verses beginning Devote canentes, in the manuscript
Rome, Biblioteca Apostolica Vaticana, Vat. lat. 5319. Only Kyrie eleison 1s sung as an
invocation, not Christe elerson. (In other sources, however, Christe 1s sung—see Boe
1990, ‘Italian’; the Kyrie is edited by Melnicki in MMMA 2, 587 and by Boe 1989,
74.) As Boe has pointed out, this Kyrie may, in some form or other, be very ancient,
for its seventh Latin verse is a petition against the Arian heresy, which in Rome at
least was defeated as early as the fourth century.

(i1) Kyrie eleison after the Introit at Mass

The usual place for a litany in the East was after the lessons at mass, and how it came
to occupy its Roman position after the introit is unclear. It is found there in Ordo
Romanus I (early eighth century), no longer, it seems, a song for the whole
congregation, but one for the schola, who sang invocations until the pontiff gave the
signal to stop. Only the simple Greek text is mentioned, but the possibility cannot be
excluded that further verses were sometimes sung. That is certainly the import of
remarks in the letter of Gregory I (d. 604) to Bishop John of Syracuse: Gregory
writes that in Rome Kyrie is sung as often as Christe, and that on non-festal days only
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the Greek text was sung, not the longer verses sung on other occasions; the schola
sings first and the congregation answers.

Ordo Romanus IV, a Frankish recension (surviving in a Saint-Amand source) of
previous Roman ordines of the late eighth century, has the number of petitions fixed
at nine. This 1s presumably the form with which we are famihar:

Kyne eletson (Lord have mercy): three times
Christe eleison (Christ have mercy): three times
Kyne eleison (Lord have mercy): three times

(The ending eleison imas—have mercy on us—for the final phrase is occasionally
found in early sources.) The Ordo says nothing about Latin verses. Our earliest
sources with music unfortunately date from much later (as 1s so often the case). Here
we find not only melodies with the Greek text alone but also compositions with Latin
verses. These have been traditionally regarded as tropes, later additions to the
composition. In the sense that the Greek invocations form a nucleus around which
Latin verses could be added, this is not incorrect. Yet from the musical point of view
the matter 1s not quite so simple. As Crocker (1966; see also ‘Kyrie eleison’, NG)
pointed out, for several melodies the first recorded appearance has them with Latin
verses. We have no proof that the melody was first conceived for the Greek text alone.
And 1n view of Gregory’s statement and the existence of numerous types of litany
involving both Greek and Latin verses, it seems prudent to admit the possibility that
new Kyries might be composed from the start with Latin text.

Discussion of the various ways in which combinations of Greek and Latin verses
were made is postponed until the section on tropes (see 11.23.v1i1).

(1) Early Melodies

From Bjork’s survey of the earliest sources (1979-80) it 1s clear that very few melodies
were known all over Europe at the earliest period for which we have definite
information, the tenth century. The best known were the following (numbers from
Landwehr-Melnicki’s catalogue, followed by the number in modern Vatican books):
55 (Vat. ad lib. VI), 68 (Vat. XIV) and 155 (Vat. XV). Early Rhenish and Eastern
sources also have: 39 (Vat. 1), 144, and 151 (Vat. XVIII), while Western sources
have: 47 (Vat. VI), 102 (Vat. ad lib. 1), and 124. The number increased rapidly in
subsequent centuries, as Melnicki’s catalogue shows. (It lists 226 melodies, and as
more sources are surveyed more melodies may be added.) Many were of local
significance only. The modern Vatican books have a selection of melodies of widely
differing age and provenance (Huglo 1958).

It 1s not clear if there survive among the oldest recorded melodies any compositions
from earlier centuries. It would not be easy for any simple melodies such as the
congregation might have sung to have survived when the schola assumed the singing
for themselves, and during the further period through to the earliest sources
(themselves, designed to reflect the singing of the schola). Many of the early melodies
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give the impression of being sophisticated, carefully designed pieces, which speak
rather for composition by Frankish musicians.

Kyrie 55 (Vat. ad lib. VI) displays features typical of early Kyrie melodies
(Ex. I1.17.2). The form of the piece is ABA CDC EFEx, where Ex signifies an
extended version of E. The composer sets out very deliberately to explore different
registers, so that B has a lower tessitura than A, D is lower than C, F than E. There is
also a gradual rise through the three main sections. A rises to ¢, in C the melody
touches  for the first time, while E moves up to the higher octave. The final extended
invocation has itself an AAB form, a not uncommon way of building towards the
climax of the composition.

Ex. I1.17.2. Kyrie 55, Vatican ad lib. VI (Cambrai, Bibl. Mun. 61, fo.155%)
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This sort of melodic design, balancing lower against higher phrases and gradually
pushing towards higher melodic goals, is also found in many early sequences, and
when the Kyrie melody is sung with a Latin text, one syllable per note, like the
sequence, the resemblance is even stronger. (One might compare the last phrase of
Ex. T1.17.2 with the last phrase of the sequence melody known as ‘Lyra’, commonest
text fscce pulchra, Anselm Hughes 1934, 54; or with the seventh and the last phrase of
‘Hodie Maria virgo’, text Aurea virga, Hughes, 45.)

Ex. I1.17.3 shows melody 68 in Landwehr-Melnicki’s catalogue (Vat. XIV). The
overall scheme 1s simpler: AAA BBB CCCx. The last dozen or so notes of A and B are
the same, but B begins by moving confidently upward to ¢, to be followed by the even
higher-lying C section. Characteristically, the brief expansion in Cx consists of a
partial repetition of what has preceded, including the so-called ‘Gallican’ cadence,
cdd.

The expanded final invocation is particularly liable to varying treatment in different
manuscripts. Ex. I1.17.4 shows melody 155 (Vat. XV), but not all sources have the
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Ex. I1.17.3. Kyrie 68, Vatican XIV (Cambrai, Bibl. Mun. 61, fo. 1577)
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Ex. I1.17.4. Kyric 155, Vatican XV (Cambrai, Bibl. Mun. 61, fo. 159%)
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last verse in the form given here. Once again the form ABA CDC EFEx 1s used, but
Ex actually combines E and F. A, B, C, D, and E all have the same ending. And yet
again a consistent pattern of higher and lower phrases may be observed. In this case
the progression from A to C to E is achieved simply by adding higher notes at the start
of what 1s the same basic phrase throughout.

Composers evidently delighted in the possibilities offered by the thrice-three verse-
scheme. All manner of repetition patterns and partial correspondence between verses
may be discovered.

(1v) ltalian Melodies

That these three melodies were so popular (and a number of others run them close
when the greater number of sources from the eleventh and twelfth centuries 1s taken
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into account) seems to indicate that they answered well to the general sense of how a
Kyrie should be sung. Their features are typical of a large number of early Kyrie
melodies. But not all melodies have this character. Early Italian Kyries, for example,
show little interest in repetition schemes and the upward surges so noticeable in
Ex. I1.17.2. The above-mentioned Kyrie with Latin verses Devote canentes etc.,
sung to melody 77 in Landwehr-Melnicki’s catalogue, has the same melody for all
invocations (and all Latin verses), and a static, repetitious quality. So does melody 52,

associated with the Latin verses Auctor celorum etc. These two melodies are given in
Ex. I1.17.5.

Ex. I1.17.5. Kyrie 77 and Kyrie 52 (Rome, Bibl. Vallic. C. 52, fos. 1537, 1507

Kyrie 77 Kyrie 52
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Since the earliest [talian sources date from the eleventh century (the earliest Roman
one from as late as 1071), they are automatically excluded from the ‘earliest’ layer.
This need not mean, however, that the melodies they contain are necessarily less
ancient, only that they cannot be proven to be so. Stiblein (‘Kyrie’, MGG, Ex. 9)
prints one melody (Landwehr-Melnicki 84) from a Roman source that is so simple
that it might be centuries old; or it might be a relatively late composition deliberately
made simple for ferial use, as Landwehr-Melnicki 7 seems to have been.

(v) Melodic Tvypes

Not surprisingly, many melodies in this large repertory bear a family resemblance to
each other, or make use of similar melodic gestures. Thus thirteen melodies open
Gab, or some variant thereof. Several other melodies besides Landwehr-Melnicki 55
(Ex. I1.17.2) fall to I after the G-opening (48, Vat. I1, 102). Landwehr-Melnicki 39
(Vat. I), for example, sounds like a simplified version of 55; its Christe 1s the same as
that of 55. Another family of short melodies has a first phrase ending on b, starting
either on G or b, like Landwehr-Melnicki 155 (Ex. 11.17.4): Landwehr-Melnicki 144
and 151, or, rather longer, Landwehr-Melnicki 124 and 142.

(vi) Later Melodies

From Landwehr-Melnicki’s catalogue 1t can be seen that the composition of melodies
continued unabated into the sixteenth century and beyond. Many of the newer items
bear the marks of a later age: scale passages running through a fifth (usually from or
towards the final), broken chord figures, and sudden moves to the upper octave. A
number are couched in a somewhat sentimental ‘F major’ idiom, like the popular ‘De
angelis’ melody (Landwehr-Melnicki 95, Vat. VIII, known mostly from French and



156 II. Chant Genres

[talian sources). A melody of this type found in eastern sources (from Germany,
Switzerland, Austria, Bohemia, etc.) 1s Landwehr-Melnicki 97, reproduced here 1n
Ex. I1.17.6.

Ex. 11.17.6. Kyric 97 (5t Gall, Stiftsbibl. 546, fo. 38")
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Local compositions include even more extreme examples in this vein, as for
example Landwehr-Melnicki 139, one of ten unique melodies in St Gall, Stiftsbiblio-

thek, 546, compiled at the famous abbey by Joachim Cuontz in 1507 (Ex. 11.17.7).

Ex. 11.17.7. Kyric 139 (St Gall, Stiftsbibl. 546, fo. 38")

o 4 4 d1ddd 14 d LN dldddigd 14 d e

.4 R / 2 Y ] g

g - i;" * oo i;—n/
Ky-ri - e~ -leyson.  Christe- -leyson.
S S S VA P
T T a7 pa———r el 2 2 S s
¥ - Ve -0 Voo
Ky-ri - e- -leyson.

[1.18. GLORIAINEXCELSISDEO

(1) Introduction
(1) Recitation Types
(11) Through-Composed Melodies

Bosse 1955; Stiblein, ‘Gloria in excelsis Deo’, MGG, Crocker, ‘Gloria in excelsis Deo’,
NG, Boe 1990, Gloria.

(1) Introduction

Some elements in the text of the Gloria in excelsis Deo are very ancient, dating back
to early Christian times. Like the Te Deum, it is a non-biblical hymn of praise of
irregular construction, an agglomeration of phrases of different date and origin. It
seems to have been part of the office in the early centuries, but according to the Liber
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pontificalis it was introduced into mass in Rome on Sundays and saints’ feast-days by
Pope Symmachus (498-514). The earliest surviving version of the Gloria in Latin 1s
no older than the so-called ‘Antiphonary of Bangor’, a late seventh-century Irish
collection of texts mainly for the office. Variants in the text are still occasionally to be
found 1n sources of the tenth century and later, that 1s, in the period from which we
first have notated versions. Although originally a congregational chant, its execution
was later reserved for the clergy, being intoned at the start by the pope, bishop, or
priest as the occasion required. Among the surviving melodies some are easily
singable by the whole congregation, as modern experience proves. But there 1s no way
of knowing how old such melodies are. Some relatively ornate melodies seem more
like music for soloists or the trained schola.

Bosse’s catalogue lists fifty-two different melodies, to which a few may be added
from sources not available to Bosse. Eighteen are to be found in the modern Vatican
books. Bosse and Stiblein both survey the different types of melody so far known.
Some are potentially quite old: that is, they may easily be imagined to date from the
period of oral transmission. One type of melody may be described as a highly ornate
recitation, with a constantly reiterated central pitch and cadential melismas; another
type of melody consists of the constant repetition of a single phrase, adapted as
required to verses of differing length. Other types may be more recent: some are
through-composed, others are freely composed but with constant resort to particular
motifs, which serve to bind the musical fabric together. It is not, of course, possible to
assign all melodies absolutely to a particular category.

(1) Recitation Types

One set of melodies 1s dominated by a single recitation note with neighbouring tones,
delivered in a highly inflected, elevated manner which raises them above the level of,
say, the introit or communion psalmody heard elsewhere in the mass. Ends of verses
are often marked by cadential flourishes. We could imagine the melodies in this small
group to be music for the choir, or even for soloists.

The most important member of the group is Gloria 39 in Bosse’s catalogue,
sometimes referred to as ‘Gloria primus’ or ‘Gloria A’, unfortunately not included in
the Vatican selection. It is the grandest and most expansive of Glorias. Boe (1982) has
found a version of it in the Old Roman Easter Vigil mass. Since it 1s usually found
with trope verses—it was sung more frequently with tropes than any other melody—
it is given elsewhere in full (see Ex. 11.23.15). Suffice it here to point out its chief
features. The melody has two recitation tones. In the first line and occasionally later
the recitation is centred on a (typically in figures such as Gab a). Somewhat
disconcertingly, the second line and most subsequent lines use F frequently (in such
phrases as aGF Ga a), with bb as upper auxiliary. The most important cadential
melismas are given in Ex. I1.18.1a—d. The figure given as Ex. I1.18.1e, which is also
to be found at the start of the verse tone for mode 1 responsories, appears frequently
from ‘propter magnam’ onwards.
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Ex. I1.18.1. Cadential figures (a—d) and intonation figure (¢) from Gloria 39

Other examples of this type of melody may be seen in Bosse 13 and 22 (Vatican ad
lib. IT and III), centred around D, or the melody for the Greek Gloria Doxa en
ipsistis theo (Huglo 1950, ‘Gloria’). The latter begins with b as reciting note (but even
more heavily ornamented than Gloria 39) with G a ¢ as the common intonation. After
several lines the cadences begin to fall on £, though most of the melodic movement
still concerns the tetrachord G—c.

The simplest example of the type is Bosse 2, probably a south Italian melody (ed.
Boe 1990, Gloria, 188) but given in Ex. I1.18.2 from one of its few northern sources
(presumably brought back to Normandy after the Norman conquest of south Italy
and Sicily). It will be seen at once that practically every phrase opens with the
intonation /' G a and ends a G. A great deal of what happens in between stays within
the same narrow range. The use of a higher opening for ‘Domine Deus’, ‘Domine fili’,
and ‘Cum sancto spiritu’ may also be mentioned. Since it comes from a part of [taly
where much ancient, non-Frankish material i1s preserved, one 1s tempted to see here
one of the oldest surviving Gloria melodies. The sources are, however, too late in date
to prove any hypothesis conclusively. In its usual northern version, which
corresponds to Vatican melody XI, it was catalogued by Bosse as melody 51.

If some features recall the singing of office psalms, or responsory verses, the above
melodies nevertheless remain essentially free of any simple, repeated formula. They
are too elaborate (with the exception of melody 2) and too varied to subsume under
psalmodic practice. There are, however, several other melodies which come closer to
simple psalmody, consisting of hardly more than the constant repetition of one
musical 1dea or formula.

The best-known example of this type of melody is Bosse 43 (Vatican XV). Each
verse begins I G a, recites on a with inflections down to G or up to b, and cadences
aGaGFLE.

More adventurous is Bosse 25 (Vatican V), with more than one musical i1dea. In the
top half of the range comes the phrase G b ¢d d b dcbaG ab aG G. This 1s followed by
a phrase which descends into the lower half of the range: caG aG EFED. The final 1s
achieved through the phrase D EF'G GFa G. Each phrase is of course treated quite
flexibly, to accommodate the varying numbers of syllables and their varied
accentuation patterns. These phrases, although deployed in a fashion resembling
simple psalmody, have no musical resemblance to psalm tones. Nor has Bosse 38
(Vatican VIII), the melody which makes a musical pair with the Kyrie ‘de angelis’.
They are both much later, and much less widely known, than Bosse 43.
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Ex. I1.18.2. Gloria 2 (Paris, Bibl. Nat. lat. 10508, fo. 20")
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deprecati-o-nem nosiram.  Qui se - des ad dexteram patris.  Miserere nobis.

Quoni-am tu solus sanctus. Tu solus dominus. Tu solus altissimus. lesu Christe.

(111) Through-composed Melodies

The majority of Gloria melodies are through-composed. This does not exclude the
possibility of using recurrent motifs, which stamp the melody with a particular
character without suggesting the technique of simple (or ornate) psalmody. Even
when the motifs encompass whole phrases, their order is not predictable in the way
that those of Bosse 25 are.

Few melodies actually lack recurrent motifs entirely. Bosse 24 (Vatican ad lib. I) is
a well-known example. More typical 1s Bosse 56 (Vatican V), the most popular of all
Gloria melodies. The final, E, is heard at the end of practically every phrase, but it is
not treated as a reciting note. A variety of musical ideas leads into it, from below (F' D
C D E) and above (GF Ga GF E), the latter sometimes preceded by a higher-lying
motif (G a ¢ a). The artistry of the composition lies in the judicious selection of one
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motif or another for the various verses of the text, balancing higher against lower,
amplifying where necessary, as with the more expansive cadence heard four times:
DFGaGFG E.

Another example of this type of melody 1s the little-known Bosse 5, found in
Eastern European sources from around 1200 onwards (Ex. 11.18.3). There is no need
to attempt to isolate all the motifs which make up the basic melodic material; in any
case, some instances of their use might no doubt be felt to be fleeting coincidences
rather than deliberate employment. The motif EDEG for ‘excelSIS’, for example,
occurs many times throughout, sometimes split to accommodate different syllables.
Are these all conscious attempts to bind the piece together?

Ex. 11.18.3. Gloria 5 (Munich, Univ.-Bibl. 2° 156, fo. 157")
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It 1s perhaps more worth while to follow the falling figure bcbaG, which is first
heard twice in the second verse, ‘Et in terra pax hominibus’ (labelled ‘x’ in
Ex. I1.18.3). This has no rhetorical function: it may start or end a phrase, or stand in
the middle. Among its many appearances are several where it is preceded by a fall and
immediate rise of a fifth: at ‘Adoramus te’, ‘Qui tollis’ (the second one), and “T'u solus
dominus’ (labelled ‘y’). The leap of a fifth may bridge two different phrases, as at
‘dexteram partris/miserere’ and perhaps also ‘peccata mundi/Suscipe’. The figure ‘X’ 1s
frequently succeeded by a rise to d, as at ‘terra pax’ (labelled ‘z’). And so on.

Glorias were usually sung with trope verses on high feasts from the tenth to the
twelfth century (see I1.23.x1), but because the trope verses were so often applied to
different base melodies there seems to be no overwhelming reason for believing that
tropes and melodies were composed at the same time. The number of known melodies
is outnumbered two to one by the sets of trope verses. After Gloria tropes fell out of
use in the thirteenth century, only one modest Marian example, Spiritus et alme, held
its place. It and the Gloria melody it embellishes (Bosse 23) seem first to have become
popular in the Paris region in the second half of the twelfth century.

Composition of new melodies was by no means as vigorous as for other ordinary of
mass chants, though from Bosse’s tables it can be seen that a flurry of activity took
place in the fifteenth century. Several fine melodies still remain generally unknown.

IT.19. SANCTUS

(1) The Oldest Melodies
(11) Other Melodies

Levy 1958-63; Thannabaur 1962; Thannabaur, ‘Sanctus’, MGG, Crocker, ‘Sanctus’,
NG.

(1) The Oldest Melodies

Much speculation has been occasioned by the problem of distinguishing a possible
ancient melody, such as might have been sung from early times, when the Sanctus
was a congregational chant, among the compositions which have come down to us in
notated manuscripts from the tenth century onward. For many years it was
confidently asserted that the simple melody Vatican XVIII, no. 41 in Thannabaur’s
catalogue, was a relic of this early period. Thannabaur then pointed out that the
earliest source dates from the eleventh century, the melody becoming more widely
known only in the thirteenth century. In fact, in Thannabaur’s earliest source,
Benevento 38, all the ordinary-of-mass chants are on added leaves of the twelfth
century; and the melody appears there in a more elaborate version than was later to
become usual (see MGG, ‘Sanctus’, Ex. 1; the ending should read Gaf FFG). The next
[talian source dates from the thirteenth century, and the rest are practically all fifteenth-
century manuscripts. Levy (1958-63, 27) cites another twelfth-century source for the
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incipit, at least, of the elaborate version. On the other hand, Boe (1982) has linked it
with other ordinary chants for the Old Roman Easter Vigil mass.

This is not to deny that the Sanctus was probably once sung to a simple melody.
The text is a continuation of the preface, which was sung by the officiant to a
recitation formula. Thannabaur 41, Vatican XVIII, i1s hardly more than a
continuation of one of the preface tones. And the participation of the congregation in
the singing of the Sanctus is recorded frequently throughout the Middle Ages. At
various times and places, however, the chant was performed by clerics. And trained
singers must also have played a part, at least in the singing of trope verses, and
perhaps also in the execution of some of. the more elaborate melodies known from
medieval sources.

It is therefore somewhat difficult to identify a possible early layer of melodies. One
interesting candidate is the Greek Sanctus, or Agios, known from a group of tenth-
and eleventh-century manuscripts, usually in conjunction with other ordinary-of-
mass chants with Greek text (see the list in Atkinson, 1982, ‘Missa Graeca’). Levy
(1958-63) discovered a Byzantine relative of this and remarked that the same basic
musical idea underlies the singing of the words ‘sanctus, sanctus, sanctus’ in the Te
Deum. In fact, Levy pointed to the existence of a large family of melodies (or better,
recitation formulas), both eastern and western, which may all have a common origin.

What unites them, to put it in most general terms, 1s their insistence on the scale
segment Gab, with ¢ and even d as upper options; [ is sometimes used to start a
phrase, but F is avoided. (The melodies are found in transposition with FGa or CDIY
as the basic notes.) The continuous oscillation within this narrow range is most
familiar to us through the common tones for the preface and Lord’s Prayer (see
Stéblein, ‘Prifation’ and ‘Pater noster’, MGG). And as far as ordinary of mass chants
are concerned, we have just seen examples of this type of melody in Italian Kyries
(Ex. 11.17.4) and Glorias (Ex. 11.18.2). Ex. I1.19.1 gives a version of the Greek
Sanctus and another Italian melody in this idiom. (Compare also Boe 1982, Ex. 3.)

(11) Other Melodies

The majority of melodies in Thannabaur’s catalogue are not of this type. Over 230 are
listed there, and others are to be found in sources not accessible to Thannabaur.
Relatively few become known right across Europe:

Thannabaur Vatican earliest sources

32 XVII 11th c.
4] XVIII 12th c.
49 IV 11th c.
116 VIII 12th c.
177 XII 13th c.
202 XI 12th c.
203 I1 12/13th c.

223 XV 10th c.
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Ex. I1.19.1. Greck Sanctus and Latin Sanctus 66 (Modena, Bibl. Cap. O. 1. 7, fos. 108",
206")
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Melody 154 (Vatican I), widely known in France and Italy, is perhaps the only
other melody which can really be called popular. It follows that the repertory as a
whole is very diffuse, like that of other ordinary of mass chants, most melodies having
purely local currency. Some of the oldest melodies are not represented in the above
list. In three tenth-century sources, for example (these and several other of the oldest
sources are not covered by Thannabaur), we find the following:

Cambridge, Corpus Christi College 473 (Winchester): 111, 154, 155, 216, 223

Paris, Bibliotheque Nationale, lat. 1118 (Aquitaine): 89, 111, 216, 223 (plus one not
in Thannabaur)

St Gall, Stiftsbibliothek 381 (St Gall): 154, 216 (plus one not in Thannabaur,
possibly 153) '

Like the repertories of Kyries and Agnus, Sanctus collections were rather small
before the eleventh century, when a deliberate effort seems to have been made to
provide a set of chants for the festal liturgy. After the twelfth century production
slackened, until a new peak was reached in the fifteenth century.

Most early melodies show some relationship between the various verses. The two
settings of ‘Hosanna in excelsis’ are naturally often the same, and material from the
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first verse may reappear later in the piece. The three ‘Sanctus’ acclamations often
stand apart, though their music too may be redeployed for the text that follows.

Sanctus 68, transcribed in Ex. 11.19.2, 1s a fairly typical example. The music for
the first ‘Sanctus’ recurs at ‘Pleni sunt’ and ‘Benedictus’. The movement from G to d
and back again at ‘Sancius dominus Deus’ 1s heard again during ‘Osanna’ and ‘qui
venit’. Perhaps the short phrase for ‘gloria tua’ is an echo of ‘Deus sabaoth’. The
melody has a character quite different from that of the Greek Sanctus and the Italian
melody given in Ex. 11.19.1. The first ‘Sanctus’ stays within the segment G-b, the
second touches ¢, and then the third rises to ¢, a gradual unfolding which 1s carried
one step further later on in ‘Domini’. There are also literal repeats, in ‘sabaoth’ and
the melisma after ‘gloria tua’.

Ex. 11.19.2. Sanctus 68 (Paris, Bibl. Nat. lat. 10508, fo. 123")
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(Osanna as above)

Melody 216 in Thannabaur’s catalogue, found fairly widely among the earlier
sources, has something of the same character, though it 1s cast in a more modest vein
(Ex. I1.19.3). The three acclamations rise gradually, then ‘Deus sabaoth’ echoes the
opening, adding the so-called ‘Gallican’ cadence. That cadence recurs at the end of
each verse. ‘Pleni’ and ‘Benedictus’ take up the music of the third ‘Sanctus’, but the
‘Osanna’ verse 1s independent.

Twelfth-century sources such as those used for the transcriptions so far have the
largest of all collections of Sanctus melodies, excepting such retrospective anthologies
as St Gall 546. Ex. I1.19.4 is taken from this manuscript. Most of the new melodies of
the fifteenth century and later are quite different in character from those seen so far,
with arpeggiando figures and simple melodic repetitions. Thannabaur 98 1s built
almost entirely from the material of the second and third ‘Sanctus’ acclamation. The
chant is notated mensurally in St Gall 546; each normal note is transcribed here as a
crotchet, a double punctum becomes a minim, and the semibrevis a quaver.
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Ex. I1.19.3. Sanctus 216 (Paris, Bibl. Nat. lat. 10508, fo. 123")
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Ex. I1.19.4. Sanctus 98 (St Gall, Stiftsbibl. 546, fo. 68")
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I1.20. AGNUS DEI

Stablein, ‘Agnus Dei’, MGG; Schildbach 1967; Atkinson 1977; Crocker, ‘Agnus Der’,
NG.

Investigation of the earliest melody or melodies for the Agnus Dei runs into the same
problems as for the other ordinary-of-mass chants. According to the Liber pontificalis,
Sergius I (687-701) introduced the chant into the Roman mass, as a piece sung by
both clergy and people to accompany the breaking of the bread. Whether or not the
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attribution is secure, the approximate date can be supported indirectly. Ordo
Romanus I (early eighth century) also understands it to be a fraction chant, but sung
by the schola. Ordo Romanus I11—the relevant part is Frankish and dates from the
third quarter of the eighth century—indicates that the singing continues until the
fraction ceremony is completed, rather in the way the early introit, Kyrie, and other
chants were performed. Shortly after this, however, a number of Carolingian
documents have the chant sung during the kiss of peace or communion itself. There
arose concurrently the practice of using pieces of unleavened bread, and communion
by the entire congregation was abandoned. The fraction ceremony diminished in
significance. This seems to have resulted in a shifting of the performance of the Agnus
towards communion and curtailment of its length, restricting it to the three petitions
with which we are familiar. This 1s its form in the earliest extant document which is
specific in such details, the Amiens sacramentary Paris, Bibliothéque Nationale, lat.
9432 (ninth century, second half). (Facsimile in Atkinson 1977, 10; Atkinson
provides a detailed review of the evidence summarized here.)

The earliest musical sources are somewhat later (table in Atkinson, 13), and from
these it is clear that only one melody had Europe-wide currency at an early date,
no. 226 in Schildbach’s catalogue, Vatican II. If we are looking for a hypothetical
simple melody of the type which might have been sung by the congregation, repeated
as often as necessary, according to the older practice, we might doubt whether this is
it, or at least whether it appears in its former state. It has been suggested that two
simpler melodies may be particularly ancient: Schildbach 101 (Vatican XVIII) has
long been designated the oldest melody, partly because of its simplicity, partly
because it follows easily from the preceding dialogue (‘Pax domini . . . Et cum spiritu
tuo’—see Wagner 111, 449), partly because of musical identity (the text i1s different)
with the ‘Agnus Det’ section of the litany of the saints (Stiblein; GR 198, LU 838).
Stiblein also directed attention to the Roman version of the melody (registered
separately by Schildbach as no. 98), which appears in two Roman sources, Vatican
Library, Vat. lat. 5319 and Archivio San Pietro B. 79. Whether the melody is much
older than the earliest sources—which are much later than those for melody 226—
remains open to question.

The oldest Roman source, Bodmer C. 74, has another relatively simple melody
which belongs to the Italian type of chant discussed above in connection with the
Kyrie, Glora, and Sanctus. As Boe (1982) has shown, it belonged to the Old Roman
Easter Vigil mass. Ex. I1.20.1 gives this melody (not in Schildbach), and melody 226.
The greater range and variety of the latter are obvious.

Many Agnus melodies may be compared with Kyries in that they suggest a
tripartite form. For the above examples only one verse is copied out, to be sung three
times. Other melodies may have a contrasting central verse, giving an ABA form, or
even three different verses (for example, Vatican XI, Schildbach 220). Furthermore,
there 1s often a similarity of range for ‘Agnus De1’ and ‘miserere nobis’, whereas ‘qui
tollis peccata mundi’ will rise to a higher level, giving an ABA shape to the verse.
Thus Vatican XVII, Schildbach 34, has the overall form ABA A’'BA ABA, the only
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Ex. I1.20.1. Old Roman Agnus (Cologny, Bibl. Bodmeriana C. 74, fo. 125%); Agnus 226
(Paris, Bibl. Nat. lat. 1119, fo. 249")
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_ Paris

Ag - nus De -i qui tol-lis pec - ca-ta mun-di mi-se-re -re no- -bis.

difference between the second verse and the others being the lower start. Such
symmetry is a feature of the later rather than earlier repertory (the earliest sources for
melody 34 are of the thirteenth century). Among the considerable variants often
found between sources many affect the form of the piece. Thus while many sources
have but a single verse of melody 226 (as in Ex. I1.20.1), many have a contrasting
second verse, most with the one published as Vatican II, others with that of Vatican

XVI and XV.
The best known melodies were:

Schildbach Vatican
34 XVII (less well known in France and England)
101 XVIII
114 IX
136 IV
164 XVI
209 XV
220 I1

Of these, 34, 114, and 136 are relatively late F-mode melodies, with a particularly
clear delineation of the Fac triad. Such Agnus melodies are not uncommon, and
because of this preference the modal ‘profile’ of the repertory is different from that of
Kyries and Sanctus. The rough percentages given here are derived from the tables of
Landwehr-Melnicki, Thannabaur, and Schildbach. (The figures of course vary from
area to area and century to century, as the commentary by those three authors shows.
Some melodies are naturally found in different modes in different sources, and
transpositions between G-mode, C-mode, and F-mode with Bb are common. These
are ignored here.)

D E F G
Kyrie 30 17 21 31
Sanctus 31 20 23 26
Agnus 36 19 27 19

As an extreme example in the F-mode vein, Ex. 11.20.2 gives melody 144, found in
a few fifteenth- and sixteenth-century sources. The mensural notation indicates a
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Ex. I1.20.2. Agnus 144 (St Gall, Stiftsbibl. 546, fo. 76%)
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gentle, rocking rhythm. The first verse (repeated for the third) has an ABA form, the
second begins differently, somewhat unsubtly taking up the music of ‘Dei qui tollis’,
but then rejoins the music of the first.

For some melodies the earliest sources nearly all have trope verses. That 1s the case,
for example, with melody 226. Following Crocker’s prompting, one wonders if some
melodies might not have been conceived from the first with trope verses. The case is
different from that of the Kyrie, however; for the Agnus there is no previous record of
singing extra verses, simply of repeating the same text over and over again. Atkinson
has demonstrated that for melody 226, at least, the tropes are most probably later
additions.

The text itself underwent a small change after about the turn of the millenium,
when the third verse ‘Agnus Dei . . . dona nobis pacem’ begins to appear. Another
common variant in the early sources, particularly in conjunction with melody 164, is
the second verse ‘Qui sedes ad dexteram patris miserere nobis’, which seems to be a
simple variant rather than an inserted trope verse.

II1.21. CREDO
Huglo 1951; Stiblein, ‘Credo’, MGG, Miazga 1976; Crocker, ‘Credo’, NG.

Three different Credo texts were known in the Middle Ages. The Apostles’ Creed
(‘Credo in Deum patrem omnipotentem creatorem caeli et terrae’) was often said as
part of the preparatory prayers before the services of the office. The only known
musical settings are farsed ones from special festal liturgies (see Ex. I1.23.19 below).
Curiously, however, among the Greek ordinary-of-mass chants which are notated in a
number of early sources (see VIII.2.v) is a Greek creed, and this is the Apostles’
Creed. No source with diastematic notation is known. Likewise unknown in any
notated source is the Athanasian Creed (‘Quicumque vult salvus esse’), said at Prime.

The Nicene Creed (‘Credo in unum Deum patrem omnipotentem factorem caeli et
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terrae’) 1s so called because 1t 1s supposed to sum up the doctrinal beliefs established at
the Council of Nicaea (325), though it was formulated somewhat later. It was
originally part of the baptismal rite, the profession of faith of those about to be
baptized. Eventually it was taken up in the mass, and is first found there in a Latin
liturgy in Spain (Council of Toledo, 589). It achieved an official place (sung after the
gospel) in the Frankish-Roman liturgy in a version by Paulinus of Aquileia (Council
of Aachen, 798). It did not, however, become part of the liturgy in Rome itself until
1014, at the request of the German emperor Henry I, and then only for Sundays and
those feast-days actually referred to in the text.

From the differing accounts and commentaries on the liturgy it seems that in the
early Middle Ages it was sometimes recited by the congregation, sometimes sung by
the clergy. Notated versions do not survive from before the eleventh century, and
these are quite simple, either the syllabic chant known as Vatican I or variants of it.
[t was rarely copied with other ordinary-of-mass chants until the late Middle Ages. It
was not usually troped, though farsed versions are known from the festal liturgies of
Laon, Sens, and Beauvais. Only much later, particularly from the seventeenth
century onward, were alternative musical settings composed in large numbers (many
catalogued by Miazga). A

Vatican I 1s built around two phrases, one lower in range, rising at the end EGa, the
other higher in range, with bb (c in eastern sources), ending aGFG. These are
stretched or contracted freely as the verses of the text require. Often the first is
preceded by a supplementary phrase with the basic shape FFGFE, and the second
may be succeeded by another with the shape EFFGFaG. G plays the part of reciting
note, though recitation is of secondary importance in accommodating the lengthier
verses, and the effect i1s different from that of simple psalmody. Recitation-type
melodies may, however, be found in the Hispanic and Milanese chant repertories
(Rojo and Prado 1929, 123, PalMus 6, 316).

Huglo (1951) has suggested a Byzantine link with melody Vatican I, though the
relationship must have survived many centuries of unrecorded transmission. Vatican
[I, V, and VI use variants of the same typical phrases as Vatican [. And Stiblein has
pointed out that a further melody in an Aquitanian source belongs to this group. This
melody, reproduced here as Ex. II.21.1, has the opening word in its plural form
‘Credimus’ (as does Vatican VI in its original form in Paris, Bibliotheque Nationale,
lat. 887). It is copied in the mass for Whit Sunday.

There are numerous variants in the text from the standard form. The music seems
to combine formulas for openings and cadences fairly freely, with recitation on both G
and a. Many verses simply begin on G, but there i1s one popular opening gesture
(marked ‘@’ on the transcription) and another used only twice (‘b’). The two chief
cadences have the skeleton afaG (‘x’) and aFGE (‘z’) respectively, and a third
cadence figure GaGFE (‘y’) is also sometimes used. The similarity to Vatican I lies in
the tonality, particularly in the dominant role of £, G, and a, in the syllabic word-
setting, and in the similarity of some motifs. The resemblance is in fact often closer to
Vatican II.
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Ex. I1.21.1. Credo (Paris, Bibl. Nat. lat. 776, fo. 92)
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The other Credos of the Vatican selection are a mixed bunch. Vatican VII is from
the Sens Circumecision office, stripped of its farse verses. Vatican III is a triadic F-
mode melody of the fifteenth-century, in a vein which matches the Kyrie ‘de Angelis’.
Vatican IV, known as the ‘Credo cardinalis’, is of similar age; it is frequently found
with mensural notation (see Tack 1960, 50).

The Vatican selection gives no hint of the vast numbers of Credo melodies
composed particularly from the seventeenth century onwards. Miazga’s catalogue lists
over 500 variants of the Vatican I melody, and over 700 other melodies. His figures for
the different centuries record 57 for the fifteenth century (the first when new
composition becomes strikingly evident), 44 for the sixteenth, 110 for the
seventeenth, and no less than 424 for the eighteenth century! It is not yet possible to
see this enormous production in a proper perspective, for the whole history of
plainchant in these centuries 1s still poorly known. The catalogues of the other
ordinary of mass chants concentrate almost exclusively on the medieval period, and
the numbers of melodies they register are not comparable. Miazga’s research has also
concentrated on eastern European, particularly Polish, and Italian sources, and much
remains to be done for other lands. For France, for example, the Cing messes en
plainchant (1669) of Henry Du Mont (1610-84) are relatively well known, being
sung in France until this century. Less well known is a similar mass by Lully, still in
use in the nineteenth century, of which an extract is given here from the gradual
printed under the aegis of the ecclesiastical commission of Digne (Ex. I1.21.2). The
word-painting at ‘descendit’ and ‘ascendit’ will not pass unnoticed.

Ix. I1.21.2. From Credo by Lully (Graduel romain, Marseilles, 1872, p. 116%)
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[1.22. SEQUENCES

(1) Introduction

(i1) Early Sequences with Parallel-Verse Structure
(1i1) Notation; Performance; Partially Texted Melodies
(iv) Short Aparallel Sequences

(v) Itahan Sequences

(vi) The Early History of the Sequence
(vii) The Rhymed Sequence

Stiblein, ‘Sequenz’, MGG'; Crocker 1973; Crocker 1977; Crocker, ‘Sequence’, NG.
Facsimiles: MMS 1, 3, 4; PalMus 15, 18; Vecchi, 1955.
Editions: Misset and Aubry 1900; Drinkwelder 1914; Moberg 1927; Anselm Hughes
1934; de Goede 1965; Eggen 1968.

(1) Introduction

The origins of the sequence are so much disputed that I have chosen to present first an
account of the sequences which appear in books of the ninth to eleventh centuries, the
‘first epoch’ of sequence-writing. The evidence about the early history of the sequence
1s reviewed in section vi below.

Sequences were sung at least from the ninth century onward after the alleluia at mass
on feast-days (sometimes also elsewhere in the liturgy, for example as a substitute for
the Vespers hymn). While an alleluia at a less important ceremony would be
performed alleluia—verse—alleluia, on a high feast the pattern would be alleluia—
verse—sequence. (See, for example, the rubrics in some Sarum books of the later
Middle Ages: Dickinson 1861-83, cols. 9-10.,)

Most sequences were constructed in paired versicles, each line of music sung twice
to different words. (In some sequences not all versicles are paired.) Some pieces,
which may be called sequences because of their liturgical function (they follow the
alleluia at mass on feast-days), are much shorter and are not constructed in parallel
versicles (section 1v).

The early sources of sequences are very disparate in both character and contents.
The discussion of the early or ‘first-epoch’ sequence below is restricted to a few of the
compositions which belong to the period up to about 1000. About 150 melodies were
used in different parts of Europe up to this time. Many of them seem to have been
local compositions which did not travel outside a particular area. The number of
melodies known ‘internationally’, that is in both west and east Francia, 1s small, only
about thirty. Since most melodies were sung with different texts in the different areas,
the number of texts known internationally in the tenth century was practically nil,
though the total number of texts was already quite considerable.

Little is known about the early stages of the Italian sequence tradition, but it seems
as if the notion there of what constituted a sequence was rather different from that
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prevalent in the north. Italian compositions are treated briefly in a separate section
below (v).

[ have used the term ‘sequence’ to refer to the genre in general, with or without
text. If I have wanted to be specific, I have referred to ‘sequence melodies’ and
‘sequence texts’. Other writers (see Husmann 1954, ‘Sequenz und Prosa’) have
preferred to reserve the word ‘sequence’ for the melody alone, calling the text ‘prose’.
Although this corresponds to the practice of some medieval manuscripts, it was not a
universal custom. (I know of no witness earlier than the seventeenth century to the use
of the word sequela for a sequence melody: see Gautier 1886, 14.)

(1) Early Sequences with Parallel-Verse Structure

Some characteristics typical of many larger sequences of the early period are exemplified
in Ex. I1.22.1. This sequence is regular in structure, in that its verses are all paired. As
in several other sequences, one of the verses has within itself an AAB structure: verse 6,
Virginum O regina. Again like several other sequences, there is a distinctive change of
register part way through the piece: verse 1 moves between E and ¢, verse 2 pushes a
little higher to d, consolidated in verse 3, Then in verse 4 the cadence is made on d itself,
which provides a base for another move, up to high g in verse 6. Verse 7 returns to the
register of verse 5 (a—f), before the final string of verses in the highest register.

It 1s worth taking note of the neumatic notation of the melody. From the text alone
it is clear that in the paired versicles two-syllable words are very often matched with
two-syllable words in the parallel versicle, three-syllable words with three-syllable,
and so on. The note-groupings of the melody when it 1s notated without its text (this
1s the usual practice in early sequence collections, but it died out in the twelfth
century) also reflect the syllable groups. (On this oft-discussed phenomenon see
Reichert 1949 and Schlager 1980.) Ex. 11.22.2 shows verses 2 and 3 with each
compound neume and its corresponding text.

Claris vocibus is the most widespread ‘western’ text for the melody of Ex. 11.22.1;
Ex. I1.22.3 gives the start of Eia recolamus, the best-known ‘eastern’ one. Although
FEia recolamus has no verse corresponding to verse 9 of Claris vocibus, the two are
remarkably close in matters of note- and syllable-groupings, as can be seen from
verses 2 and 3 once again. Eia recolamus has an ‘extra’ first verse (labelled ‘A’), which
texts the corresponding ‘Alleluia’ preceding Claris vocibus. This 1s a characteristic
difference between western and eastern practice. The word ‘alleluia’ contains two
instances of what 1s known as liquescence, where a special notational sign indicates a
special manner of performance of the first / and the 7. Exactly similar provision is
made in the new text, for 7 in ‘E1a’ and gn in ‘digna’.

While the correspondence between the western Claris vocibus and the eastern Eia
recolamus in note- and syllable-groupings is close, this is not true for all the melodies
known in both parts of northern Europe. Exx. 11.22.4-5 give the western Organicis
canamus and the eastern Sancti baptiste (the text is attributed to Notker Balbulus of
St Gall), for the melody labelled ‘Justus ut palma’ in some early manuscripts. In order
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Ex. I1.22.1. Sequence Claris vocibus (Oxford, Bodl. Lib. Bodley 775, fos. 1227, 141';
London, Brit. Lib. Egerton 3759, fo. 73%)
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Ex. I1.22.2. From sequence Claris vocibus (Oxford, Bodl. Lib. Bodley 775, fos. 122%, 1417)
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Diuina  robusto tetrachorda plectro docta  manus perite faciat.

Resultet uirtutum pia lira Deo sonans nunc dramata dulcissona.
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Ast armonia hec diuina sonore uirtutum  liquidissima.

Mixta castitas est quas intra in sede locata mixto lidica.

Ex. I1.22.3. Start of sequence Eia recolamus (St Gall, Stiftsbibl. 381, p. 336; Rome, Bibl.
Cas. 1741, fo. 83%)
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Ho-mo lapsus o-uis abduc-ta re-uo-ca-tur ad e-ter-na gau-di-a.

to facilitate discussion of the correspondences between the melodies I have numbered
the lines in a special way. The eastern version, Sancti baptiste (Ex. 11.22.5), 1s the
more regularly parallel in structure, though there is a slight irregularity in verse 4, and
3X is like a modified repeat of one versicle only out of verse 3. The western version,
Organicis canamus (Ex. 11.22.4), has nothing to correspond with verse 1X of Sanct:
baptiste—or should one say that verse 1 of Organicis corresponds to verse 1X, not
verse 1, of Sancti baptiste? Verse 4 of Organicis is complex. Its melody may be
represented by the formula AAB, AAB, AAC, CD, where D is actually the same as
the end of verse 3, transposed up a fourth. Compared to this one might say that Sanct:
baptiste ignores the first A, except for three notes in ascending order, which reappear
at the end of the line. Stretching a point, one might thus represent the verse as
A’ABA’, ABA’. Finally, in Organicis verse 5 is but a single versicle, and runs straight
into verse Z.

Some of the differences within corresponding verses are also of interest. The rise
into a higher register so obvious in Organicis does not happen in Sancti baptiste. Both
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Ex. 11.22.4. Sequence Organicis canamus modulis (Orléans, Bibl. Mun. 129, fo. 166")
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Ex. 11.22.5. Sequence Sancti baptiste (St Gall, Stiftsbibl. 546, fo. 1247)
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versions get as far as high d, but only Organicis presses on to g, hence the difference of
a fourth at the final cadence. Almost equally noticeable is the way in which verses 1
and 2 in Organicis have a three-note cadence from the sub-final, CDD, which is absent
in Sancti baptiste. The cadence is very common in sequences, somewhat more so in
the west than the east, and is reputed to be of ‘Gallican’ origin. The text of Organicis
has constant line-endings in ‘a’, which is usual in the western repertory, whereas
Sancti baptiste does not, which is usual for Notker and some other eastern writers.

Just how the differences between the two versions arose is open to debate. There is
close agreement about how verses such as 3 and 4 should proceed. Is the ‘Gallican’
cadence original or a later stylization? Many copies of Organicis (for example, the one
presented by Crocker 1977, 288) have a double-versicle verse 5. Is that a later
regularization of the melody? Crocker (1967, ‘Sequences’, and especially 1977) argues
forcefully that regular parallelism was often imposed upon sequences at a later stage in
their formation. Quite often 1t 1s the eastern versions which are less regularly parallel,
and several of Crocker’s presentations show how verses, single versicles, or segments
within versicles, may have been added in the west, whereas the eastern versions
preserve an earlier irregular state of the melody. (See especially Crocker 1977, chs. 3—
4.)

The great variety of form displayed in the early sequence repertory makes the choice
of what to mention here somewhat arbitrary. The obviously non-Gregorian character
of the melodies has tempted some writers to suspect the influence of secular music, for
example in the sequence with text Plangant cigni or Clangant cigni (and various later
texts), entitled ‘Planctus cigni’ in some sources (see Stablein 1962, ‘Die Schwanenklage’,
also Stdblein 1975, 114; the melody is also in Anselm Hughes 1934, 63). This is one of
many sequences which have a non-religious title; others are named after musical
instruments (see Holschneider 1975). Sacred titles are usually alleluia incipits.

The repetition of segments of verses is very common in sequences. In some
melodies, whole verses are repeated (e.g., Laudes deo, Crocker 1977, ch. 3; also the
melody ‘Hieronima’ or ‘Frigdola’, Crocker 1977, ch. 6; and the melody of Laudum
carmina, a sequence for St Benedict, given in Hughes 1934, 37). Special interest has
focused on a few melodies where a group of verses is repeated as a block. An example
of this is the well-known melody called variously ‘Chorus’, ‘Concordia’, etc., with
texts such as the eastern Hanc concordi famulatu (attributed to Notker of St Gall) and
the western Epiphaniam domino (the melody is discussed in Stiblein 1964 and
Crocker 1977, ch. 5; see also Handschin 1954, 154). At its most repetitive (not all
versions of the melody display this scheme), in Gaude eia unica, it has the form X,
ABC, ABCB, A, Y (where X and Y are the non-repeated verses often found at the
start and end of early sequences). A shorter example 1s the less well known Pura deum
(Ex.I1.22.6) (also known with texts De sancto lohanne and Pangat simul eia, all
restricted to the area of north France and England; Stiblein 1978 thought Pange
stmul was the original, perhaps composed by Hucbald). The most obvious feature of
the melody 1s the large-scale repeat involving all the central section of the melody.
Added to the fact that the last half of verse 1 reappears in verse 4, this means that
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Ex. 11.22.6. Sequence Pura Deum (Angers, Bibl. Mun. 97, fo. 104%)
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nearly all the music is recalled at one point or another. What is more, the music of the
recapitulated middle section contains internal repetitions, and also relates to the
outside verses: 3S is the same as 3V and these start like the other phrases in verse 3;
3W and 3X are the same; the cadence of 3W and 3X is that of verse 2.

Pura deum, or rather its other text Pange simul, was hailed by Winterfeld (1901) as
an example of the so-called ‘sequence with double cursus’. Whether it should be so
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linked with the other members of this group 1s open to question, in view of the fact
that, unlike the others, it seems to have been at home 1n the liturgy from the start and
contains many melodic resemblances to other liturgical sequences. The double-cursus
genre is discussed below (I1.24.11).

Several things, then, play a part in making a sequence recognizable by its musical
style. The parallel-verse structure, and the text-setting on the principle of one syllable
per note, are the most important features, and then perhaps recurrent figures at
cadences and a few other points. Repeated notes are rather rare, and there is thus a
constant impression of movement, occasionally locked in circles of repeated motifs
but more often pushing purposefully towards a clear melodic goal: the frequent surges
up a fifth into a new range are the most obvious manifestations of this. The melodic
goals referred to are usually limited to the final, with occasionally a higher final which
supersedes the first, and sometimes also the lower fourth or fifth. This tonal single-
mindedness creates an impression of rather insistent enthusiasm; the melodies rarely
sound reflective for long, especially not when the texts are sung, for the declamation
of the words in syllabic fashion tends to emphasize individual notes at the expense of
the melodic phrase as a whole.

(i11) Notation; Performance,; Partially Texted Melodies

Sequence melodies were recorded in a number of different ways. In some early
sources the melodies alone are copied, without texts, for example in Chartres,
Bibliotheque Municipale 47 (PalMus 11) and St Gall, Stiftsbibliothek 484 (Crocker
1977, pl. 5; Stiblein, ‘Sequenz’, MGG, pl. 2). Another of the earliest major sources,
by contrast, Paris, Bibliotheque Nationale, lat. 1240, has what became the
commonest method: each syllable of text carries its own notational sign. In addition to
the latter, most early West Frankish sources have a collection of melodies alone (see
Crocker 1977, pls. I-II and Crocker, ‘Sequence’, NG, 142; also Frere 1894,
Winchester;, Holschneider 1978; Stiblein 1975, 115, 117).

East Frankish manuscripts usually place melody and text side by side in parallel
columns, whereby each phrase of the melody (and the corresponding part of the text)
is given a new line. The internal construction of the sequence 1s made particularly
clear. (See Stiblein, ‘Sequenz’, MGG, pl. 1 and Stdblein 1975, 185, but especially
Haug 1987).

A few sources, such as Rome, Biblioteca Angelica 123 (PalMus 18), have
alternating verses of text and melody alone. A few north French sources (such as
Laon, Bibliotheque Municipale 263 and Cambrai, Bibliothéque Municipale 78) give
the complete melody immediately after the complete text.

Whether the notation of melody and text separately in these ways reflects some sort
of alternatim performance (text—melisma—text—melisma, and so on) has been
much debated (see e.g. Husmann, 1954, ‘Sequenz und Prosa’ and Smits van
Waesberghe 1957 ‘Over het onstaan’). A systematic survey of rubrics in liturgical
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manuscripts might help clarify the matter, though such rubrics are rare before the
thirteenth century. (The situation is thus less satisfactory than for the prosula,
discussed by Kelly 1985, ‘Melisma and Prosula’.)

The problem of the double notation, with and without text, is particularly critical
in the case of a small number of sequences where in the midst of the melismatic
version a few texted phrases are to be found. These phrases also appear embedded in
the complete text for the whole sequence. If another text 1s provided for the sequence
melody, then the same phrases are used again: they go with the melody. Their origin,
function, and manner of performance are all puzzling and have inspired a good deal of
speculation (see Blume in AH 49; von den Steinen 1946-7, 205-20; Husmann 1954,
‘Sequenz und Prosa’, 77-91; Stiblein 1961, ‘Frithgeschichte’, 8—33). The use of
partial texts seems restricted to France (and north Spain) and England; the fashion
for such pieces persisted longer in Aquitaine than elsewhere. (For an unusual Spanish
example see Husmann, 1961, ‘Ecce puerpera’.) It is not at all clear how an alternatim
system of performance, or indeed any other system, would accommodate these special
verses. (See, for example, Husmann 1954, ‘Sequenz und Prosa’, 86; on a peculiar
method of notating the sequence Terribilis rex alme with partial text Gloria victoria,
etc. in Beneventan sources, see Stidblein 1961, ‘Frihgeschichte’, 21.)

(1v) Short Aparallel Sequences

All early sequence collections are dominated by compositions where double versicles
predominate, and where the number of verses is at least five and often ten or more:
this means that the number of notes, even ignoring all repeats, often surpasses 200,
and in the largest sequences, such as Fulgens preclara (Anselm Hughes 1934, no. 23),
may pass 300. But most early collections also include a smaller number of quite
different melodies lacking parallel-versicle structure and usually no more than about
seventy notes long. Without the clear structural features of the larger sequence, they
sound simply like an alleluia jubilus, and indeed, although some of them have a small
amount of internal phrase repetition, this does not go beyond what one would expect
of an alleluia jubilus.

Among the 150 or so sequence melodies known up to ¢.1000, only twenty fall into
the short aparallel category; and only one was widely known (that is in Winchester,
Aquitaine, and eastern sources): that known as ‘Excita domine’, with text Qui regis
sceptra, in the west, and as ‘Laudate Deum [omnes angeli]’, with text Angelorum ordo
sacer, in the east (the titles refer to the alleluias which begin like the sequence; both
have the same melody). Most have been surveyed by Kohrs (1978).

Ex. I1.22.7 shows three short aparallel sequences which take as their starting point
Alleluia Ostende. The first sequence was widely known in the early period, and was
usually sung with the text Precamur nostras. The other two are known only from
Paris, Bibliothéque Nationale, lat. 1084 (Aquitaine, late tenth century), from which
manuscript all three are edited, with the titles given there. Ex. 11.22.7 is ordered as
follows:
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Ex. I1.22.7. Alleluia Ostende and associated sequences (Paris, Bibl. Nat. lat. 776 (a—b) and
1084 (c-f))
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(a) Alleluia, with jubilus

(b) Verse Ostende nobis

(¢) Sequence (first)

(d) Text Precamur nostras for (c)
(e) Sequence (second)

(f) Sequence (third)

The pitch of the neumes of Paris 1084 is not always certain (cf. Kohrs 1978, 150).
But the essential fact is clear enough, that the only melodic correspondence between
alleluia and sequences lies in their opening. There are no internal repetitions in the first
sequence (¢), but sequence (¢) begins with a repeated phrase, and sequence (f) has
two repeated phrases. Both (e) and (f) end unexpectedly on an a, and it might be
hypothesized that the melody should be completed by singing the jubilus of the
alleluia. The effect of the text Precamur nostras is similar to that of an alleluia
prosula.

(v) Italian Sequences

Brunner and Jonsson have recently emphasized that the regularity so conspicuous in
(and occasionally imposed upon) sequences in northern lands was not as important a
criterion for Italian composers or redactors. Several sequences of Italian origin
display considerable irregularity of structure, and Italian versions of widely known
sequences are often less regular than northern versions. Stiblein (1964, 379) was
tempted to speak of a ‘degeneration of the sequence-principle [i.e. parallel-verse
structure] in the direction of the litany or psalmody’. In Italian sequences one finds
frequent singles, as opposed to the regular doubles of most northern pieces, or even a
disregard for paired versicles. The strictly syllabic word-setting of the northern
compositions seems also to be less important; two notes are often coupled for a single
syllable, and notes are sometimes repeated to accommodate extra syllables.

Even more striking is the appearance of a small number of sequences which display
traces of what might be called a variation technique. Here the same melody 1s used,
with variations, for most verses of the composition. Levy (1971) was the first to draw
attention to this, in an analysis of the sequences Lux de luce and Hodie dominus lesus
Christus. A third sequence of this type, Alma fulgens, has been cited by Brunner (in
an unpublished paper, Milan, 1984; for a bibliography of sequences in Italian sources
see Brunner 1985).

Many northern compositions were sung in Italy, and many sequences in the more
usual manner were composed in Italy. The examples mentioned here are rare. Yet the
[talian type is historically significant. It is related to the Italian practice of composing
Kyrie verses with Latin text, where the same melody is used for all verses; and a
number of troped Agnus Dei chants are also constructed in the same way (see below
I1.23.vi11 and xi).

Ex. I1.22.8 shows Sancte crucis celebremus, which betrays its Italian origin by the
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Ex. 11.22.8. Sequence Sancte crucis celebremus (Modena, Bibl. Cap. O.1.7, fo. 1297
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frequent two- and three-note groups assigned to some syllables. The constant
deviations from exact parallelism are also typically Italian. This is not an example of
the ‘variation-versus’, although there is an echo of such pieces in the way all verses
except 2 have similar cadential phrases.

When northern composers composed a new text for an old melody, they usually
adopted the note-count and note-grouping of the melody exactly. This was not always
the case in [taly. When the melody of Sancte crucis celebremus was used in the Modena
manuscript for another sequence, Sanctum diem celebremus, phrases were stretched or
contracted freely and new material was added.

The early history of the sequence in Italy remains obscure, for practically no Italian
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sources survive from before ¢.1000. The inevitable impression is that Italy was less
productive than other lands. Nevertheless, some churches were certainly active in
sequence composition (see the information on south Italian sources in Brunner 1981),
and they were sung even in the Old Roman repertory by the eleventh century (see
Litolf 1987 and MMMA 2). It is at least possible that later Italian sources preserve
compositions dating back as early as any in the north. On the other hand, the stylistic
discrepancies between northern and Italian manners of sequence composition may
suggest that Italian musicians had to assimilate the sequence as a foreign genre, and
occasionally fell back on native habits of composition which assorted uneasily with the
‘true’ sequence.

(vi) The Early History of the Sequence

The earliest mention of the sequence by name comes in the late eighth-century
manuscript Brussels, Bibliotheque Royale 10127-10144, the ‘Blandiniensis’, a
portable booklet containing among other things the texts of chants to be sung at mass,
probably written in north France (ed. Hesbert in AMS). Here six alleluias in a list of
twenty-five for the post-Pentecost Sundays are rubricated ‘CUM SEQUENTIA’. All
six are found in later manuscripts either as alleluias with extensive melismas at the end
of the verse (melismas different from the alleluia jubilus), and/or as short aparallel
sequences. (See Stiblein 1961, ‘Frihgeschichte’, 4-7; Kohrs 1978, 78 ff.; Crocker
1977, 393 ff.) The six alleluias are all for ‘ordinary’ Sundays of the summer months, when
no special commemoration or feast was involved. Sequences for these days are generally
rare in later sources. Were longer sequences already being sung on the more important
feast-days of the year? The Mont-Blandin manuscript makes no mention of them.

About 830, Amalarius of Metz, describing the alleluia of mass, refers to ‘Haec
jubilatio quam cantores sequentiam vocant’ (ed. Hanssens, 1i. 304; PL 105, 1123;
Crocker 1977, 392). These melodies might be either short or long ones. Sequentiae
are also mentioned in almost the same terms in the late ninth-century Ordo Romanus
IT (ed. Andrieu, 11 215) and by pseudo-Alcuin (PL 101, 1245).

Manuscript copies of sequences (melodies alone, or texts alone, or texts with
notation) finally appear late in the ninth century, that is, at the same time as notated
copies of most other chants, so that from this circumstance alone one cannot say that
the sequences are a late development of the chant repertory. (See Stéblein, ‘Sequenz’,
MGG, ex. 1; Stdblein 1961. ‘Frihgeschichte’, 7, with facs. facing 16; the melodies in
Chartres 47, PalMus 11; and von den Steinen 1946-7, 252—-63).

Again during the late ninth century the monk Notker Balbulus of St Gall (¢.840-
912) wrote a number of texts for sequences. (Documentary evidence exists for a few,
but the rest are attributed only on stylistic grounds, the canon established by von den
Steinen, 1948, having become generally accepted. See also Stiblein 1962-3; Crocker
1977 and Crocker, ‘Sequence’, NG.) The collection is usually reckoned to have been
completed around 880, for it was dedicated to Bishop Liutward of Vercelli, counsellor
and arch-chancellor of the emperor Charles the Fat, in 884.



186 II. Chant Genres

Several manuscripts preface the collection with a remarkable prooemium,
apparently written by Notker to explain and dedicate his work to Liutward (critical
edition and German translation in von den Steinen 1948, English translations Crocker
1977, 1 and ‘Sequence’, NG see also the discussion in Husmann 1954, ‘St Galler’).
The gist of it 1s that Notker as a boy had difficulty remembering ‘melodiae
longissimae’—which in the context must mean sequence melodies—and wondered
what could be done to make them easier to learn. A monk, fleeing from the sack of
Jumieges in what is now Normandy, came to St Gall with a chant-book in which
Notker saw that texts had been composed to fit the sequence melodies (‘versus ad
sequentias erant modulati’). Notker thought he could compose better texts. He
showed his first attempts to his master Iso for correction (Iso seems to have been
famihar with the technique of texting melismas), then went on to produce a whole
collection. His master Marcellus had them copied out individually on rolls to be
shared out among the choirboys for learning.

In support of Notker’s story, it has been demonstrated that texts found in the west
Frankish repertory lie behind some of Notker’s compositions (Crocker 1977).
Sometimes he reworked ideas in previous texts, sometimes he developed his own
original ideas.

If von den Steinen’s list of Notker’s texts is accurate, there are forty texts to thirty-
three melodies; eight texts are for eight short, aparallel melodies; none contain special
verses (partially texted melodies). This compares with twenty-nine melodies in
Chartres 47 (ten short aparallel, no special verses), and with thirty texts for twenty-
nine melodies in Paris, Bibliotheque Nationale, lat. 1240 (no short aparallel
sequences, four with special phrases; listed in von den Steinen 1946-7, 126 and
Crocker 1958, ‘Repertory’, 154-5). Thus there is no uniformity between these crucial
early witnesses as to the type of sequence they favour.

Nor 1s there any uniformity in the assignment of sequence melodies to particular
feast-days (see, for example, Table I'V in Crocker 1977, 404-5). The impression is that
it was often the text which made a sequence proper to a particular feast (several texts are
nevertheless neutral in this respect, being generally laudatory, celebratory, or
christological without implying a connection with any particular feast). The melody, by
contrast, could be employed for any feast as the author of the text thought fit.

In addressing the vexed question of the connection between alleluia and sequence, it
is often forgotten that the alleluia melodies themselves can have had little liturgical
fixity before the ninth century. Alleluia and sequence may well have followed parallel
paths, both starting from a small repertory, perhaps only a dozen melodies for each
genre, the verses of the alleluia attaching it to specific occasions, texts doing the same
for the sequence. The composition of different melodies, verses, and texts did not
proceed uniformly across Europe. By the time Notker’s hymn-book was completed
(c.880) and the early collections of west Frankish texts were made (¢.930 for Paris
1240), considerable divergence existed between the liturgical assignments of sequence
melodies in different areas of Europe. Whatever connections may have existed
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between particular sequences and alleluias, these gradually dissolved, although they
are still detectable in a few cases in the late ninth- to tenth-century repertory that has
survived.

The state of the Old Roman alleluia repertory (earliest musical codification only in
the eleventh century, however) and the Milanese repertory (musical record only from
the twelfth century, however) lends some support to this hypothesis. The Roman
repertory had only three widely used melodies, with some twelve others used less
often, eight of them once only. At Milan, the same melody was sung on practically all
major feasts, supplemented by extra melodiae for festal occasions (see VIII.4). In
comparison with these, the chief distinguishing Frankish-Gregorian developments
would be the rapid multiplication of alleluia and sequence melodies in the ninth
century and the provision of texts for the sequences. (On supposed melodic
relationships between alleluia and sequence, see Husmann 1955, 1956 ‘Alleluia, Vers
und Sequenz’, 1956, ‘Mater-Gruppe’, 1956, ‘Iustus ut palma’.)

Crocker has argued on several occasions against this train of thought (see, for
example, 1977, 400). For him, the sequence is essentially a new creation of the ninth
century, arising out of the musical impulses and ambitions of Frankish musicians and
only gradually assimilated to the alleluia of mass. There is thus no need to establish
connections with hypothetical alleluia repertories, or to explain away conflicting
liturgical assignments of melodies. Furthermore, while allowing for the possibility of
contrafact texts, it brings the composition of melody and text into same period, in fact
makes them part of the same compositional process. Thus Crocker believes only the
short aparallel melodies were used in the mass before the mid-ninth century. The
larger sequences belong to a radically different creative effort.

An indication of how things might have proceeded is suggested by the case of the
melody ‘Mater’, already discussed by Husmann but revisited by Bower (1982). Bower
was able to identify an alleluia melody (Schlager catalogue 274) which shares
significant amounts of musical material with the sequence, but which cannot be
shown to be any older than the sequence. Sources for both date only from the later
ninth century.

[t 1s nevertheless possible to imagine a compromise explanation, one which sees the
alleluia as the genre from which the sequence developed but does not deny the
originality of much of the new repertory. The rapid and concurrent expansion of both
alleluia and sequence repertories in the ninth century which I have envisaged, into the
dozens of melodies known by ¢.900, and the hundreds known by ¢.1000, allows both
for a connection with the alleluia and energetic and inspired new composition. (None
of these developments warrants the description of the sequence as a ‘trope’ of the
alleluia.)

Crocker has argued that most sequences began life as the original creations of a
poet/musician composing text and music together. Differences between one version of
a melody and another would therefore be the result of deliberate revision. Yet the
differences between eastern and western versions of many ‘internationally’ known
melodies often suggests the end result of oral transmission of the melody alone (see
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Exx. 11.22.4-5 above). Here perhaps are some of the few, old melodies which
circulated in different forms in different areas, before being texted. To provide a text
would usually be to fix the shape of a melody in one of its different forms. Further
texts composed in a particular area would then normally copy the familiar
arrangement of verses and syllable-count in each verse.

Since sequence melodies often sound very un-Gregorian, explanations of their
origin have often involved non-Gregorian music. Stiblein believed that some at least
incorporated a strong secular element, particularly E-mode melodies (most are in G or
D) like ‘Planctus cigni’. Parallels have naturally been drawn between the sequences
and secular forms employing the double-versicle scheme: the lai and the estampie (see
Handschin 1929; Spanke 1938; and Stiablein 1962, ‘Schwanenklage’), but lack of
contemporary musical evidence about the secular forms remains a barrier. Byzantine
influence 1s not now thought to have been a motivating factor, for although Byzantine
pieces with occasional textual parallelism exist, their music 1s not syllabic but highly
ornate. Stiblein (‘Sequenz’, MGG, 531) also pointed to examples of Irish sacred texts
with textual parallelism, but no music for them survives.

We do not know what alleluias in the Roman chant repertory sounded like in the
eighth century. If some already had new music (called melodiae) for the repeat of the
alleluia after the verse, as they do in the earliest written sources of the eleventh
century, this might have stimulated the Franks to compose similar melismas.

The Milanese alleluias constitute a comparable case, for by the twelfth century,
when they were written down for the first time, melodiae of astonishing length were
being sung, displaying intricate repeat structures (transcription and structural
analysis by Bailey 1983, Alleluias). For some alleluias there are two sets of melodiae,
that 1s, music for two extended repeats after the verse, and some even have melodiae
tertiae. Here we cannot say if outside influences were at work in Milan, or exactly how
old the melodiae are. But their history might well run parallel to the Frankish
sequence.

The alleluias (laudes) of the Mozarabic rite also included lengthy melismas with
repeat structures, sung with the repeat of the alleluia after the verse (reproduced and
discussed by Brou 1951, ‘Alléluia’). Their age is uncertain, for the earliest surviving
sources date probably from the eleventh century.

Was anything sung in the Gallican liturgy (used in Gaul before the Frankish
imposition of Roman use) which could have been taken up in the sequence? Since no
Gallican liturgical book with music survives, the question cannot ultimately be
resolved. The chief source of information about the liturgy 1s the so-called FExpositio
antiquae liturgiae gallicanae (ed. Ratchiff 1971), formerly attributed to Germanus of
Paris, now thought to have been written in Burgundy in the early eighth century. It
describes a threefold alleluia (called laudes): ‘habet ipsa Alleluia primam et secundam
et tertiam’, which immediately suggests the form of the Milanese alleluias. It 1s not
clear, however, whether these Gallican ‘alleluias’ are long melodies or merely brief
acclamations. Among the Milanese melodiae is the chant called francigenae (ed.
Bailey, 127). This has been taken as an example of the Gallican (‘Frankish’) alleluia.
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But Bailey shows (a) that it is related melodically to another Milanese alleluia, and (b)
it may have been composed no earlier than ¢.1000. The possibility nevertheless
remains that in all four churches, Mozarabic, Roman, Ambrosian and Gallican, the
alleluia might already in the eighth century have been sung with extended melismas
for the repeats of the alleluia after the verse.

None of these hypotheses about origins should distract our attention from the
sequence as we have them in their ninth-century forms, remarkable monuments to the
inventiveness and inspiration of their composers.

(vi1) Rhymed Sequences

At some time in the eleventh century a modest little Easter sequence was composed in
eastern France or western Germany which was to enjoy longer popularity than any of
the pieces discussed so far. Victimae paschali laudes 1s usually attributed to Wipo (d.
¢.1050), priest and chaplain to the emperors Conrad II and Henry I1II (see Szoverffy
1964-5, 1. 372-4). It 1s only four verses long (3a is omitted in modern books because
of its anti-Jewish sentiment). Its popularity may be due to the homely yet dramatic
touch of including a question to Mary (usually interpreted as Mary Magdalene) and
her answer in verse 2. Verses 2 and 3 are remarkable because of their internal- and
end-rhyme, which links not the two half-verses but the phrases within the half-verse.
It 1s one of the earliest sequences to exploit rhyme (Ex. I1.22.9).

Again presumably because of verse 2, it was taken up into the liturgical drama, and
achieved a place within the cycle of Easter sequences in most uses of late medieval

Ex. I1.22.9. Sequence Victime paschali laudes (Cambrai, Bibl. Mun. 61, fo. 174%)
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Europe. It proved popular enough to withstand the post-Tridentine pruning exercise
in the sixteenth century and is one of only five sequences found in modern Vatican
books.

Regular rhythm 1s not a feature of Victimae paschali, but can be found in some
sequences composed shortly afterwards. Congaudentes exultemus (Ex. 11.22.10) is
found in manuscripts from about 1100 onwards and may have been composed in
response to the bringing of the relics of St Nicholas of Myra to Bari in 1087. Most of
the twelve verses are in regular accentual verse, but verses 4 and 5 are not. In verse 6
the lines are trochaic with 8+8+7 syllables each; the rhyme scheme for each double
verse 1s AABCCB, which became the most popular scheme of all in subsequent
centuries. Like many earlier sequences, Congaudentes moves up to a higher register at
verse 7, cadencing thenceforth always on a instead of D. The ‘Gallican’ cadence is
likewise another feature common to many of both the older and the newer sequences.

Hodierne lux dier (Ex. 11.22.11) is one of the earliest completely regular sequences,
probably written in the first half of the twelfth century. Since all verses are of the same
length and metrical/rhythmic pattern, the effect is that of a ten-strophe hymn with
five different melodies. It too moves gradually higher from its plagal opening verse, to
a in verse 2, d in verse 3. Verse 4 relaxes a little before the climactic verse 5, two of
whose phrases start on high . The first phrase of verse 5 is the same as the second of
verse 3, and the cadence of that phrase 1s already present at the end of the first phrase
of verse 3. The cadence of verse 1, phrase 2 reappears in verse 5, phrase 2. Such
melodic cross-references and echoes are not, of course, absent from the older
sequence. But now that verses were composed of regular short phrases, the
possibilities for exploiting them were greater. All lines end FEDCD. Another new
feature, in comparison with the old sequence, 1s the frequent occurrence of two or
more notes per syllable.

A large number of rhyming sequences have changes of metre. This might be seen
both as the counterpart of the constantly changing line-lengths of the older sequence,
and as a display of technical accomplishment. There are indeed several dazzling
examples of metrical variety. They can be found in several of the oldest rhyming
sequences, such as Stola iocunditatis (which still has one non-accentual verse),
Mane prima sabbati (for Mary Magdalene), and Laudes crucis attollamus (for the
finding of the True Cross, perhaps written for the reception of a fragment of the True
Cross at Notre-Dame, Paris, in 1109: see Husmann, ‘Notre-Dame-Epoche’, MGG,
1706; also Weisbein 1947). The melody of Laudes crucis became the most popular of
all those for rhymed sequences, being used by Thomas Aquinas for the Corpus
Christi sequence Lauda Sion salvatorem, also found in modern Vatican books. A vast
number of contrafacta are known. Most verses proceed in the 8 + 8 + 7 scheme, but
verse 3 is as follows:

3a 8+8+7 + 4+3 +3 +4+3+ 3 +7
3b 8+8+7 + 7 + 7 +7
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Verses 9 and 10 are 8+ 8 + 8 + 7, verse 11 is 8 + 8 + 8 + 8§ + 7. Not all contrafacta
follow this plan exactly.

Paranymphus salutat virginem (Ex. 11.22.12) also has a 4 + 3 + 3 line, right at
the beginning. (The scheme was very popular in the rhymed office.) Thereafter
hardly two verses have the same scheme. The habit of ending a verse with a four-
syllable word 1s best known from the Christmas sequence Letabundus. The inclusion

Ex. I1.22.10. Sequence Congaudentes exultemus (Madrid, Bibl. Nac. 19421, fol. 81%)
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(Ex. 11.22.10 cont.)

Cum clamarent nec incassum
Statim au-ra da-tur grata
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Ex. I11.22.11. Sequence Hodierne lux diei (Assisi, Bibl. Com. 695, fo. 51%)
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of the markedly shorter verse 2 may derive from the earlier unrhymed sequence. A
gradual rise in pitch is again noticeable. The final verse is strongly reminiscent of
Hodierne lux diei. Much work remains to be done in tracing such interrelationships
across the repertory.

Ex. 11.22.12. Sequence Paranymphus salutat virginem (Assisi, Bibl. Com. 695, fo. 757)
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The advent of the rhymed sequence is contemporaneous with the composition of
many other genres in rhymed, accentual verse: Latin Benedicamus songs and
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conductus (versus), for example, and religious dramas such as the ‘Sponsus’ play.
Many different French centres will have played a part. One may speculate how
influential were individual composers such as Peter Abelard (1072-1142: see Waddell
1986). The new type of sequence made particularly deep inroads into the liturgical
cycle in Paris in the twelfth and thirteenth centuries: no other sequence repertories of
the later Middle Ages have as high a porportion of rhymed sequences as the Parisian
ones. A key part in the development seems to have been played by Adam of Saint-
Victor. Two phases of activity have been distinguished by Husmann (1964) and
Fassler (1984). A new repertory of rhymed sequences was created in Paris (probably
on the basis of a few already existing pieces), perhaps as early as the first half of the
twelfth century, though the earliest surviving sources are of the next century. Many of
the texts contain echoes of the theological writings of Hugh and Richard of Saint-
Victor, which argues for a contribution by a personage connected with Saint-Victor,
the Parisian Abbey of Augustinian canons regular. That they were sung in all the
churches of Paris must mean, however, that they were in the liturgy of the cathedral
of Notre-Dame. The repertory then became known outside Paris and mingled with
other local uses (see Husmann 1964, 191 ff.).

The liturgical assignment of these sequences is not always identical at Saint-Victor
and Notre-Dame, and a number of texts are found only in Saint-Victor manuscripts,
presumably composed there. Furthermore, there appears to have been a systematic
revision of the melodies in use at Saint-Victor. That 1s, the ones we find in notated
books of the abbey differ from those of Notre-Dame and the rest of the city.
Sometimes they can be shown to rework the older melody (see Fassler 1984, 252-4).
A large number of the ostensibly new melodies are based on material in Laudes crucis
attollamus. This 1s the case not only in sequences which begin like Laudes crucis (see
Apel 1958, 463), but in others where only internal phrases are reused (Fassler 1984,
258-60; incipits are therefore insufficient for checking interrelationships between
repertories). [Fassler believes that the resulting families of sequences were created in
order to point up connections between ideas in the texts (FFassler, 1983). What makes
this activity possible is of course the construction of the melodies in units of identical
patterns, which, within limits, could be transferred from one text to another. (Missct
and Aubry 1900 edit the earliest complete Saint-Victor source with music. Their
melodic analyses do not distinguish between Victorine and Parisian melodies, but can
be used with a list of specifically Victorine melodies to hand: see Husmann, 116,
Irassler, 1984, 245).

As to the identity of Adam, Fassler connects him plausibly with the first period of
sequence composition in Paris, and identifies him with the Adam who was precentor
of Notre-Dame at least from 1107, who held a prebend at Saint-Victor from 1133.
The problem remains of distinguishing sequences which originated in Paris
(including Adam’s) from others in similar style composed elsewhere. For another
example of distinguished work in a similar vein by a contemporary of Adam one may
point to the compositions of Nicolas of Clairvaux (see Benton 1962).

Rhymed sequences were composed in enormous numbers throughout the Middle
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Ages. The vast majority are quite unknown. (Labhardt 1959-63 is a relatively isolated
study.) Selecting typical examples is inevitably arbitrary, but one final sequence may
demonstrate another of the multifarious formal schemes to be found. Affluens delicits
(Ex. 11.22.13) appears to be a local composition. It has only three double-verses, but
each is composed of an unusually large number of phrases, somewhat like

Ex. I1.22.13. Sequence Affluens delicits (Munich, Univ.-Bibl. 2° 156, fo. 194")
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contemporary French lais (but without the first- and second-time endings of the lai;
lais also have far more verses.) Melodically the piece betrays its origin by the constant
use of the cadence figure EFEDE, which we have seen in an alleluia from this part of
Europe (Ex. 11.14.7) and which is also to be found in numerous ordinary-of-mass
chants (see for example the group given by Stiblein, ‘Agnus Det’, MGG, cols.
150 ff.), and other genres, as well as secular songs.
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I1.23. TROPES

(1) Introduction
(1) Added Melismas in Introits
(1) Added Melismas in Glorias
(1iv) Added Responsory Melismas
(v) Prosulas for Offertorics and Alleluias
(vi) Responsory Prosulas
(vi1) Other Prosulas
(viii) Kyries with Latin text, Kyrie Prosulas, and Kyric Tropes
(ix) Benedicamus Chants with Extended Text, Prosulas, and Tropes
(x) Introit, Offertory, and Communion Tropes; Sequence Tropes
(x1) Gloria, Sanctus, and Agnus Tropes
(x11) Farsed lessons, Credos, and Paternoster

Gautier, 1886; Paul Evans 1961; Crocker 1966; Paul Evans 1970, Farly; Stablein,
‘Tropus’, MGG Steiner, ‘Trope’, NG.

Facsimiles: Vecchi 1955; PalMus 15, 18

Text editions: AH 47, 49; CT; Planchart 1977

Music editions: Paul Evans 1970, Early; MMMA 3; Boe 1989 and 1990 (Gloria).

(1) Introduction

The great vitality and variety of trope composition in the Middle Ages creates
considerable problems of definition and organization. I describe below three types of

composition, all of which are essentially additions of one sort or another to pre-
existing chant:

(a) the addition of a musical phrase, a melisma, without additional text;
(b) the addition of a text, a prosula, without additional music;
(¢) the addition of a new verse of chant, comprising both text and music.

(The Corpus Troporum research team in Stockholm has used the three terms (a)
‘meloform’, (b) ‘melogene’, and (¢) ‘logogene’, respectively, to signify these three
types of trope. See Marcusson in CT 2, 7 and Jonsson 1978, 102; also Huglo 1978, 7.)

Odelman (1975), in a survey of the rubrics in the sources themselves, showed how
the term ‘trope’ (in its various Latin forms) and others such as versus, laudes, prosa,
prosula, verba, were applied to various types of chant for the mass (not however, for
office chants such as responsories). Medieval usage was not uniform.

Whatever the type of trope, they were practically all composed to embellish chants
for the great feast-days of the church year. Many reasons for the medieval interest in
these pieces have been discussed (see for example Gy 1983), but first and foremost
would seem to have been the simple desire to make more splendid and solemn the
performance of the liturgy (particularly mass) on the most important days of the year.
Whatever the significance of tropes as didactic, theological, poetic material, and so
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forth, their prime effect on the liturgy is to make it longer (performance of a troped
introit can last over ten minutes), to give richer opportunities for solo singers, often in
alternation with the choir (most tropes are for soloists, and the genres troped are
mostly choral chants), and generally heighten the rich complexity of the ceremonial
(although we know rather little about the detail of the ritual performance of troped
chants).

(1) Added Melismas in Introits

Melodic extensions of introit phrases have been partially catalogued, edited, and
discussed by Huglo (1978). They are restricted to two groups of manuscripts: on the
one hand an Aquitanian group dating from the tenth to the twelfth century, and on
the other a German-Swiss group of the tenth and eleventh centuries. (For modern
editions of some of the Aquitanian ones, see MMMA 3, supplement, pp. 22, 27, and
35; Evans 1961, 127; Sevestre in CT 1, 287; Sevestre 1980, 34. See also Weakland
1958). .

There seems to have been only one melisma or set of melismas for any one introit in
the Aquitanian sources. Not only might the several phrases of the introit antiphon be
extended thus, but so too might the psalm verse(s) and doxology (at the final ‘Amen’),
where they are usually rather modest in scope. Texts have not been found for these
additional melismas. The case is quite otherwise, however, with the German—Swiss
sources. Furthermore, for several introits these sources contain more than one set of
melismas (none coincides with an Aquitanian one).

The provision of extra melismas, and texts for them, in St Gall, Stiftsbibliothek
381 for the Easter introit Resurrexi exemplifies the situation. St Gall has no less than
ten different sets of melismas. The largest number of phrases in a set is ten: that is, in
one set of melismas there are melodic extensions for ‘Resurrexi’, ‘alleluia’, ‘me’,
‘alleluia’, ‘est’, ‘tua’, ‘alleluia’, ‘alleluia’ (in the introit antiphon), ‘meam’ (end of the
psalm verse) and ‘Amen’ (end of the doxology). While that particular set of melismas
has no texts, several others have a text for every melisma in the set, where the music
has been treated according to the well-known principle of one syllable per note,
familiar from the sequence repertory and the standard method of procedure in
prosulas. Practically all these melismas and their texts fell out of use before being
recorded in pitch-notation. The set for the St John the Evangelist introit In medio
ecclesie is a rare exception (Ex. 11.23.1). Is it chance that the verse milibus argenti is a
hexameter, that the right number of notes was available? or were text and music
conceived together, as in the introductory verse Dilectus iste domini, which is in the
form of an ‘Ambrosian’ hymn strophe? (For facsimiles of the German-—Swiss
melismas and texts see Gautier 1886; Weakland 1958; CT 1, pls. [I-V; CT 3, pls. I-
IT; transcriptions in Handschin 1952, 166-7 and Stiblein, “Tropus’, MGG, Ex. 1 and
Abb. 1 and 2; also Stiblein 1975, pl. 59 on 183.)

No other sources make so much of this type of introit trope as these early German—
Swiss sources (the same is true of similar melismas for the Gloria, discussed next),
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Ex. 11.23.1. Trope verses Dilectus iste Donmuni, etc. (St Gall, Stiftsbibl. 484, p. 36; Pistoia,
Bibl. Cap. C. 121, fo. 24") for introit In medio ecclesie (Einsiedeln, Stiftsbibl. 121, p. 39;
Graz, Univ.-Bibl. 807, fo. 18")
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(Ex. I1.23.1 cont.)
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(GLORI-A PATRI ET FILIO ET SPIRITU-I SANCTO  SICUT ERAT IN PRINCIPIO
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ET NUNC ET SEMPER ET IN SECULA SECULORUM. A-MEN.

which may mean that it originated at St Gall or a related centre. The textless melismas
have been associated with the report of Ekkehard IV of St Gall (Casus St Galli,
ch. 46: MGH, Scriptores rerum Sangallensium, 101) that Tuotilo (a2 monk at St Gall
in the late ninth and early tenth century) composed trope melodies for the rotta
(probably a type of psaltery).

Weiss noticed that in a very few cases additional trope verses were also extended by
melismas; that is another way of ‘troping a trope’. (See Weiss 1964, ‘Tropierte’; also
MMMA 3, no. 10, p. 13—the central melisma is not present in all sources—and the
commentary to no. 153, p. 403.)

The principle of adding festal melodic extensions to traditional chants seems to
recur throughout the history of plainchant. Weakland’s and Huglo’s belief that introit
melismas were the oldest parts of the trope repertory cannot be substantiated, nor
Stiblein’s idea that the melody of Ex. I1.23.1 above contains echoes of secular
minstrelsy.

(111) Added Melismas in Gloras

Other examples of such melismas may be found in the Gloria repertory, both in
German—Swiss manuscripts and in French ones. In the German—Swiss sources, this
type of Gloria trope predominates, indeed Rénnau (1967, Tropen, 197) stated that all
the Gloria tropes he believed to have originated in St Gall were of this type; whereas
for French ones added verses of text and music together are much more common. As
in the case of the introit melismas, German—Swiss sources sometimes have texts for
their Gloria melismas. The question always arises with this sort of double troping: is
it certain that the melodic tropes preceded the provision of a text (or prosula, with one
syllable per note)? could not both have been conceived together? Several of the
St Gall sets of melismas have no texts, which suggests that texts were indeed
additions.

The three French Gloria tropes of the type where both melisma and prosula exist
have been discussed by Ronnau (1967, Tropen, 188-96, with transcriptions and
facsimiles).

Another melisma connected with the Gloria trope repertory is of a different type.
Within the trope verse Regnum tuum solidum permanebit in eternum several sources
have a long melisma on the syllable ‘per-’. Many manuscripts also have a text for this
melisma, or more than one text. (For discussion, see Rénnau 1967, Tropen, 179-87
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and Ronnau 1967, ‘Regnum’.) These ‘Regnum prosulas’, as they are often called in
modern literature, although traceable back to the earliest sources (Paris, Bibliotheque
Nationale, lat. 1240), may safely be said to post-date the melisma to which they are
fitted, since the melisma is actually borrowed from a sequence melody, the one called
‘Ostende (maior)’ in early French and English sources (text Salus eterna, etc.) and
‘Aurea’ in German—Swiss ones (text Clare sanctorum, by Notker Balbulus). Rénnau
adduced several reasons for supposing that the Regnum verse and its melisma were
very old (ninth century): association with Gloria ‘A’, Bosse no. 39; association with
the trope set Laus tua; the fact that both early ‘western’ and early ‘eastern’ sources
know both these chants and the Regnum verse. (For examples, see below, section xi.)

The Regnum melisma is heard climactically in one of the last trope verses of a
Gloria, a final flourish not dissimilar in its effect to the melismas which so often crown
the performance of a festal responsory. Like responsory melismas, the Regnum and
other climax melismas were frequently texted, and are thus mentioned below in the
sections dealing with prosulas.

(1v) Added Responsory Melismas
Holman 1961, 1963; Steiner 1973; Kelly 1974, 1988.

At least one important melisma can be dated securely to the early ninth century, on
the report of Amalarius of Metz, writing ¢.840. He stated that:

In the last responsory [of matins of St John the Evangelist], that is In medio ecclesiae, in
contrast to the practice for the other responsories, a neuma triplex is sung, and its verse
and doxology are also prolonged by neumas, in contrast with usual custom . . . Therefore
because the responsory is sung three times by the succentors [before and after the verse
and after the doxology] the neuma is threefold . . . Furthermore, modern singers sing
this neuma in the responsory Descendit de caelis [for Matins of Christmas Day] at the
word ‘fabricac mundi’, with which word the ncuma may very aptly harmonize.

(Ed. Hanssens, iii. 54-6; quoted in Hofmann-Brandt 1971, i. 12-13, Steiner 1979,
250; see also Handschin 1952, 142-5; Stiblein, ‘Tropus’, MGG, 811-12; Steiner
1970; Kelly 1988). In the sources that have come down to us, the melismas are usually
found assigned to the responsory Descendit de celis, rather rarely to In medio ecclesie,
and very occasionally to other responsories. The three melismas are usually arranged
in an order of increasing length.

This is but the earliest traceable instance of a responsory melisma, or group of
them, which (a) appears to be an addition to the original state of the responsory, for it
is not found in all sources (though it could be argued that this is the result of
suppression of an original practice because of its extravagance), and (b) 1s susceptible
to transference from one responsory to another. In fact, such a triple set of melismas is
very rare, and for parallels one has to look to the Ambrosian repertory, with its
multiple responsory and alleluia melismas. By far the most common provision is a
single melisma, usually on a syllable near the end of the respond, to be performed only
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during the final singing of the respond after the doxology. The responsory chosen is
usually the last one of Matins, or the last responsory of an individual nocturn within
Matins (the third and sixth in secular cursus, or the fourth and eighth in monastic
use).

The extent of the repertory is difficult to assess, since this depends on extensive
comparison of sources, in order to detect those melismas present in some sources but
not others. (Holman 1961 and 1963 compares Worcester Cathedral, Chapter Library
F. 160 with three other sources; see also David Hughes 1972.) That many of them
might be considered as ‘floating’, assignable at will to any responsory of the
appropriate mode, is suggested by the collection assembled by Jacobus of Liege as
part of his tonary (ed. Bragard in CSM 3 vi. 256 ff.). Manuscripts vary widely in their
choice of melismas and melodic details (Steiner 1973 and Kelly 1974 are excellent
demonstrations of the instability of the repertory.)

(v) Prosulas for Offertories and Alleluias
Steiner 1969; Bjorkvall and Steiner 1982; Bjorkvall 1990; CT 2, 6.

Prosulas are the texts provided for melismas or predominantly melismatic music. The
largest repertories that have come down to us are for alleluias, offertories, and
responsories.

The texting of melismatic music, like the adding of melismas, seems to go back at
least to the ninth century. One of the earliest of all examples of musical notation,
Munich, Bayerische Staatsbibliothek, clm 9543, datable to the ninth century (perhaps
even the first half of the century) transmits an alleluia prosula, Psalle modulamina for
All. Christus resurgens. (See Smits van Waesberghe 1957, ‘Over het onstaan’ and
1959, and Stdblein 1963, ‘Zwei Textierungen’; on the early history of texting
melismas, see Stiblein 1961, ‘Unterlegung’.)

Ex. 11.23.2 uses three sources, Madrid, Biblioteca Nacional 288 (from Palermo,
¢.1100), with pitches derived from Montpellier, Faculté de Médecine H. 159 (Saint-
Bénigne at Dijon, ¢.1025), and Paris, Bibliotheque Nationale, lat. 776 (Albi, second
half of the eleventh century). The example shows one of the verses (the second verse
in each of the three sources used) for the offertory Benedixisti (third Sunday of
Advent). On the last syllable of the verse appears a melisma (one of very modest
length, chosen for that reason: many are far larger), and in both Madrid 288 and Paris
776 a prosula is also given for this melisma. Although the two texts differ, they are
clearly composed in the same way. Both start with the phrase ‘da nobis’ of the
offertory verse, and the prosula of Madrid 288 ends with ‘da nobis’. (It could be
argued that ‘tenebris’ is assonant with it.) As many syllables as possible in both texts
have been made assonant with ‘-is’. The syllable groupings reflect the note groups of
the music—the note groups are easier to see in the French neumatic notation of
Madrid 288, but even in the Aquitanian notation of Paris 776 they are not difficult to
observe. Paris 776 reflects the note groups more faithfully at ‘in caelis in terris’. Both



202 II. Chant Genres

Ex. 11.23.2. Verse Ostende nobis for offertory Benedixisti, with prosulas Da nobis famulis
and Da nobis potenti (Madrid, Bibl. Nac. 288, fo. 1217; Montpellier, Faculté de Médecine H.
159, p. 235; Paris, Bibl. Nat. lat. 776, fo. 8")
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texts expand in a modest way the meaning of the parent offertory verse, taken from
Psalm 84 (85):

Ps. 84: 2 Shew us, O Lord, thy mercy: and grant us thy salvation.
(Madrid 288) Give unto us thy servants, I ask Christ, the reward in glory of the
kingdom which thou hast promised thy saints, give it unto us.

(Paris 776) Give unto us, thou who reignest in might in heaven and in earth, your
strength, which once shone in our darkness.

Ex. I1.23.3, an alleluia with prosulas, shows how a pre-existing text may be worked
into the prosula, becoming completely assimilated into it. The prosula text is printed
here with the pre-existing words (or parts of words) in capitals:
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Ex. 11.23.3. Alleluia Concussum est mare with prosula Angelus Michael (Rome, Bibl.
Ang. 123, fos. 139%, 2527; Modena, Bibl. Cap. O. I. 7, fo. 174")
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an-ge-LUs michael atque Gabriel simulque Raphael et omnes concives polorum,
sideris agmina, nos concedentem in saecula. CONCUSSUM ac percussum EST MARE,
montes, saxa ¢t arva, ET CONTREMUIT mundus et expavit draconem pestiferum, serpes
antiquo qui eiectus est de caelo, dimersus sub TERRA, (UBI ARCHANGELUS MICHAEL
DESCENDEBAT) in mons Garganico, victoriam Christo expugnavit cum Sathan durius et
expulit eum exinde.

Alleluia. The sea was shattcred and the earth was terror-shaken when the archangel
Michael came down from heaven. Prosula. Angel Michael and Gabriel and Raphael as
well and all the citizens of the heavens, the celestial host, together praise him who reigns
for ever. The sea, the mountains, rocks, and land were shattered and battered, and the
world was terror-shaken and grew afraid at the plague-bearing dragon, the ancient
serpent who was cast out of heaven, engulfed below the earth. [When the archangel
Michael came down from heaven| on Mount Gargano a victory for Christ he fought with
Satan, more savagely, and drove him out from there. (Cf. Dronke 1985).
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