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incises with a feminine cadence. In such cases, the mora dot
must not be used for it would suggest an exaggerated pause.
The horizontal episema above one of these notes, or both, is
sufficient to suggest this delicate slackening of the pace, the
rendering of which demands taste and intelligence on the part of
the singer.

359. This slight agogical mora vocis does not disconnect the
neums in the strict sense of the word. Indeed, it helps to unite
them. Moreover, while the mora vocis is the typical means of
distinction between neums, it must not separate them, nor isolate
the individual groups of notes, but, on the contrary, while
making them distinct, yet do so in such a fashion as to unite
them (1).

The detailed study of the various mora vocis, their time value
and rhythmic meaning, will be undertiken later when we treat of
the members and phrases. Fof the moment, it is enough to have
mentioned the mora vocis as the principal means of disjunction.

§ 2. — Disjunction of Neums in the Manuscripts.

360. How do the manuscripts indicate the disjunction of
neums in the melismatic melodies? To begin with, we know that
there can be no disjunction or distinction where we see juxtapo-
sition, linking or fusion of neums in the manuscripts. This
negative information already solves a great many cases.

361. We must remember, furthermore, that the mere fact of
a graphic separation of the neums as they are written is not
sufficient evidence to prove a disjunction of neums with mora
vocis, for we have seen that there can be a disjunction of the
graphic forms combined with an intimate rhythmic junction
through juxtaposition (II. 304).

2 p T

1 1 1
-

= e, A

+4—

Fig. 240.

(1) Paléogr. Music. Series I, Vol. 7, p. 294 ef seg.
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There must be some precise sign, in addition to graphic
distinctions in the writing of the neums, some positive mark of
disjunction, and this is not always easy to discover.

These positive signs are of different sorts: blank spaces,
rhythmic signs and letters. They are of different degrees of
clarity, taken by themselves, but fortunately they complete one
another. ;

The neumatic notation before the invention of the staff is here
alone in question, for after the changes of Guido d’Arezzo the
notation retained nothing, or pitifully little of the rhythmic
indications given in the ancient manuscripts (1): all this was lost
when the melodies were transferred to the staff. The staff
notation which saved the melodic tradition, annihilated the
rhythmic tradition. For the latter, we must go back to the early
sources.

362. a) Blank spaces. This separation of neums by blank
spaces is the least reliable sign of disjunction. We have spoken
of it above (II. 296-299). The inconsistent use of the blank
spaces by copyists with the uncertainty that resulted, compels us
to search for more positive evidence. '

363. b) Rhythmic signs. Such evidence is provided by the
rhythmic signs in the manuscripts of St. Gall and of Metz. Since
the disjunction of neums belongs to the rhythmic order it is not
surprising to find these signs of the greatest assistance on this
point.

An episema or ictic note at the end of a neum. It has been shown
that neither the episema not the punctum planum are sufficient in
themselves to indicate a perceptible mora vocis in the rhythm, with
a disjunction of neums (II. 325-326 and 340). 1n many cases the .
episema merely expresses a rhythmic point of support. When,
however, the more trustworthy manuscripts use this episema or
punctum planum and follow it with a blank space, then the note
so marked is in all probability ictic, doubled in length and with
mora vocis.

(1) We can cite a manuscript with lines, however where the verfical ¢pisema
is attached to tne nole to indicate rhythmic subdivisions and the mora vocis,
just as these signs are used in our editions. This manuscript will be dealt
with in Part [1] where we shall treat of the text with the melody.
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It must be thus interpreted in the following passage:

A B
[ 22

o2 L ‘/’/2o 1
i

Iig. 247.

The episema on the last note of Neums A and B (the only neums
which concern this study) indicate a mora vocis at this point.
Laon Mss. 239 adds a = (fenete) to the last note of Neum B.

364. Nevertheless, the rhythmic signs lack precision and
sometimes lend themselves to several interpretations. For
instance:

A B C
aTa .
Laon 239 ~w
~
c [
St. Gall Mss. VENL_/fEN
G. C t i
K. onvertere =‘ . —
no- bis

Fig. 248.

Should A, B and C be joined or disjoined ?

The few French manuscripts which indicate disjunction of
neums by blank spaces are indefinite and inconstant on this point.
Those of St. Gall and Laon, as we see them above, indicate
merely that all four notes of each neum (A and B) should be sung
broadly. Beyond that hint, they offer no further clue to the
rhythm. This leaves us free to choose between two interpret-
ations, as follows :

1) Disjunction after each of the neums A and B, thus:

A B C A B C
e — 51:“:4::1:“:3:‘:|:;>@:m_qziz
LACT PO [ X NPCI i O et
rv} ~— ——
32 32 3 2 2 3- 2 3 2 3- 2 2
no- bis. no- bis.
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2) Junction of all the neums.

Largamente,
= ==

T ——— 43\ T
T ﬁ%ﬂ:l&\———.\u —1-
% ZEr P E e b
3- 2 2 2- 2 2- 2 3- 2 2

Fig. 250.

?_ LN N B

[]
=
2-2

If we consult the St. Gall notation only, both interpretations
are plausible; but a close study of the melody itself (which entails
considerations which cannot fully be explained here) leads us
to prefer the first, namely, disjunction of the neums, as in
Fig. 249. As a practical matter, a choice must be made. A
chorus of twenty, thirty, fifty voices must sing in unison, an
organist must accompany the singing, step by step, and must
know the place of the various rhythmic ictus in order to choose
his chords. Our rhythmic notation with mora dots and ictus
clearly indicated, supplies the definite guide which was lacking in
the ancient neumatic notation, or which was suggested in such a
vague manner that a master was required to transmit the rhythm
to the singers.

365. The rhythmic letters help us somewhat in these difficult
cases, but their meaning is not always as clear as we could wish.
Each problem should be studied separately, and we can give the
student only a few general ideas at this time, regarding the
value of these letters to the rhythmist, with the need of prudence
and precision in their use:

366. 1. First of all the student must clearly recognise the
letter itself, being careful to distinguish between s sursum and f;
between f -==sursum tenete, and fe=statim; being careful not to
confuse an episema above a clivis J for a e¢=celeriter, etc. etc.

2. The student must examine the position of the letter and
determine whether it applies to one note of a neum only, to the
entire neum, or to a whole series of neums.

3. Next, the relation between the rhythmic signs and the
qualifying letters must be studied, where both systems are
employed, for in the light of the equivalents that result, each
system becomes clear. They are mutually enlightening.

4. Finally, for each melodic phrase, the rhythmic signs and
letters of the various families of manuscripts must be consulted
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and compared. Those used in one system of notation must be
closely compared with the corresponding signs used in other
systems. Only in this way do these precious rhythmic signs
interpret and complete each other.

367. The rhythmic letters which indicate disjunction are: =, a
and ».

The ==tenete (common to the manuscripts of St. Gall and
Metz) and the letter a=augefe (used in the Metz documents):
when these letters are found so close to the last note of neum as
almost to adhere to it, the presumption is in favor of disjunction
at this point.

The letter »=expecta, settles the question clearly: wherever
this letter appears, either in the text or in the melody, it marks
the limit of an incise or phrase member. It is the most com-
pelling of all the signs of disjunction, and, consequently, of a mora
vocis. It is the converse of the sign fe=statim, which indicates,
infallibly, a junction of neums.

Often the letter » is used to explain and define the meaning of
others letters, the = and a of the Metz manuscripts. For
example:

368. Example A. — Introit Aqua sapientiae.

»
Laon 239. ‘/EA 7 ﬁ
T
St. Gall. 376 and Einsied. 121. /Y
Intr. 4 sapientiae. B
qua bapzen wae E r. » F.. H .A - —
i P
.. al- le- 1u- ia.
Fig. 251.

The letter » which appears below the last note of the forculus
(la-re-do), is found in two manuscripts of the St. Gall school
(St. Gall 376 and Einsied. 121); it defines the time-value of the
episema (late note of the forculus) and lengthens it considerably.

The letter ==tfenete (Laon Ms.) indicates a disjunction at this
same point by means of a mora vocis. The letter = as it is used
in the Laon manuscript, does not always indicate a double note,
but when the «= of Laon corresponds to an » of St. Gall, we may
double the value of the note in question, without hesitation.
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369. — Example B. — Gradual Ex Sion.

. . -

Laon 239 ~1 P w1 I=r vy
~ ~

K

- (3
St. Gall Mss. FAn S0 n

1
Grad. Ex Sion. E’*——ﬁ.'ﬂ'*“.';‘—'%% N

ordinavé.runt

Fig. 252,

The letter » which appears after the first pes subbipunctis
(trigon) is found in Bamberg lit. 6 only. The letter » is found
joined to the second pes subbipunctis in the manuscripts of
Bamberg lit. 6, St. Gall 359, and Einsied. 121. Disjunction is
clearly indicated, therefore, at the latter point.

After the first of these neums, Ms. 239 of Laon gives no
rhythmic letter, but two long punctums, represent the last notes,
of the neum; after the second pes subbipunctis, we find
an a=aqaugete which refers to the last note of the neum and
doubles its value. Here, once more, the two families of manu-
scripts interpret and complete one another.

370. Example C. — Alleluia Pascha nostrum.

[ra A
Laon 239 / 11 m » ﬁ o
~ T
St. Gall ) s
/-/If’_ '.ﬂﬂ/'- ~ . - S
All. Pascha = 1?1"'}0‘ =Q¢“ ’?.,3‘ .gk‘l
a %
Alleli-ia
Fig. 253.

The letter » at the end of the first incise belongs to the
Bamberg manuscript (lit. 6); the Laon manuscript confirms this
interpretation by a letter a- applied to the last note of the neum.

The letter » at the end of the third incise is found in three
manuscripts: Bamberg lit. 6, St. Gall. 375 and Einsiedeln 121.
Whereas the Laon manuscript gives merely two long punctums at
this point.



RHYTHM AND EXECUTION OF NEUMS IN PHRASES. 309

After the double bar, the rhythm of the pes subbipunctis is
uncertain, as is the case with this same neum in Fig. 252.
However, the augete of the Laon manuscript indicates a distinct
broadening out on the last notes. Should we assume’that a
doubling of the do is intended? The absence of an » at this
point in the St. Gall Mss. leads us to the conclusion that a mere
agogic nuance of length is intended, an ictic support slightly
prolonged.

371. Example D. — Gradual Specie tua.
Paris,.Bibl. ﬂ--- ﬂ1, _/21' _/17. ‘ﬂ',/_ l,{ J-/'

Mazarine 384. '1

Laon 239. 7 —5 _7: /?;1 /71{;/‘?;1 /7/{ IJ‘;’)

St. Gall 359. — 340. — 376.
Eins. 121. — Bamberg. lit. 6. {/7 ;c/’"’;d /B /ﬂ*;c [hin IOV JS Kk

R. G. Ei—'rﬂ-ﬁl——q——m#&_w

Specie tua
Fig. 254.

—n F'i )
et mansu-e-tiidi-nem

The comparative study of this melisma as it appears in the
different families of manuscripts points toward the disjunction of
all these neums by means of a mora vocis.

The French documents which indicate disjunction by blank
spaces, testify quite generally in favor of this interpretation. But
what is decisive is the letter » placed after all these neums in the
manuscript 359 of St. Gall, (probably the best manuscript of all)
in the notation of the verses of the Gradual-Resp. Specie and
Diffusa est. Nor does the » appear in this manuscript alone:
. Einsiedeln 121 and St. Gall 376 use this letter three or four times
applied to the same melisma, while Bamberg lit. 6 and St. Gall
340 use it once in the same context. In those manuscripts of
St. Gall where the letter » is lacking, blank spaces are inserted
with the utmost care at the corresponding points of the melody.
As to the Laon manuscript 239, this melisma appears but once,
and then the letter = fenefe is attached to the last note of each
neum (1).

(1) The notation of this melisma is taken from the Grad-Resp. Respice,

because the corresponding melody of the Grad-Resp. Sgécie fua is lacking in
the manuscript of Laon.
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372. We must not leave the subject without adding that there
are rhythmic variants in the manuscripts just as there are melodic
variants, a fact which should not surprise us in the one case any
more than in the other. By following our usual method of study
and comparison of manuscripts, the traditional interpretation
gradually becomes clear. When, in the course of our researches,
we find that the rhythmic interpretation of certain melismas
varied in different places, we must admit that the same is true of
the melodic text. The variants are no greater in the one than in
the other. In either case a choice must be made before a
practical rendering is possible. The study of these exceptions
and doubtful cases does not belong to this outline. Our purpose
has been to explain in a general way the principles which govern
the junction and disjunction of neums; with the signs by which
these things can be recognized in the manuscripts. Such general
knowledge will be sufficient for the average student. The
practical application of these principles to special problems is the
work of experts in rhythm. The solution of such problems
concerns the editor rather than the pupil.

EXERCISE XXX,
Juxtaposition and Linking of Neums.

373. The exercises on rhythm-neums with mora vocis (II. 277,
278, 279), have already given the student a clear idea of the
distinction of neums, but we must return to this subject:

The following exercise is designed to give experience of the
two processes: juxtaposition and linking of neums, in such a
manner that the student may pass easily from one process to the
other. For this purpose we give each melodic incise twice: the
first time, in metrical notation (I11. 286), where the neums are all
to be sung in simple juxtaposition; the second time, in rhythmic
notation (II. 285), where they are to be linked together smoothly.

V. Mode.

_,“;EL::.;ﬁ J—.WHPF iﬁg"r-—____-‘s.j':_'__

a

a a
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CHAPTER VIIL

STUDY AND EXECUTION OF THE APOSTROPHA-PRESSUS.

374. The pressus, strictly speaking, is an apostropha (11, 38-42).

The apostropha — nofa appositionis — can be apposed either
to a single note or to the final note of a neum in two ways:

1. By fusion with the note in question, thus forming a single
tone of double value. The apostropha itself loses its individuality,
its separate ictus, to become part of a long note. Such is the case
with the apostropha-pressus.

2. By separation from the preceding note, clearly indicated
in the notation. In practice, this graphic separation should be
brought out clearly by singing each apostropha as a note of
repercussion. The apostropha thus retains its individual ictus.
Such is the case with the strophicus and also, to a certain extent,
with the oriscus.

Fusion, in the first case, repercussion in the second, are the
terms which best define the two processes.

The arguments in support of the repercussion of the strophicus
will be presented in the next chapter. For the moment, we must
demonstrate the fusion of the apostropha-pressus with the preceding
note.

ARTICLE I. — PRESSUS-MAJOR. — PRESSUS-MINOR.

375. Most of the lists or catalogues of the neums, after enumer-
ating and illustrating the various neums, close with these words :
Pressus-minor et pressus-major, non pluribus utor.

The graphic signs for the pressus as shown by these lists, vary
according to places and epochs, but those of St. Gall and of
German origin give the following forms :

a) Pressus-minor ~
b) Pressus-major ~

Fig. 255.
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The word pressus describes the effect that this neum should
produce when sung : theoretically the note is strong, emphasized
and long (pressus from premo) (1).

376. Melodic and rhythmic value of these two forms of the
pressus. Strictly speaking, the sign for the pressus (leaving
aside any additions or accessories) is the undulating line ~ 7. 256,
which is derived from the apostropha.

377. The pressus-major, in reality, is composed of three signs :

A virga, (either simple /) 7ig. 257, or with episema (/) Fig. 258,

An apostropha-pressus (~) Fig. 259;

A dot (-) which follows each pressus.

The whole figure comprises three notes of which the first and
second are in unison. In reality it is a clivis the first note of

which is doubled in value, making three pulses in all.

[N
LA | e T

Fig. 260.

378. The pressus-minor (Fig. 2552) comprises two notes only,
the apostropha-pressus and the dot, thus making two pulses in all.
The only difference between these two figures is that the pressus-
major includes the note of apposition whereas the pressus-minor is
separated and stands alone. When the pressus-minor is united to
the note that precedes it, there is no longer any difference between
the two forms of pressus; their quantitative value is identical.
Indeed we find the same melody written sometimes with the
pressus-major, sometimes with the pressus-minor.

Example:A! A/~ B, A N C. P N A~
T | A T
i- T —r. _ -I l-'r. .— [l Ir-
Fig. 20r.

(1) The expression “pressus accentus” was already known to the ancient
grammarians; it is used by Probus and by Audax :

KEL. Grammatici latini, 1V. PROBUS, [nstitula artium, p. 116, “...si
quidem ab hac vite his vel ab his vittbus presso accentu pronuntiatur, at vero
ab hac vite kis vel ab his vitibus acuto accentu tenuantur...”

KEIL. Gramm. lat. VII. AUDAX, p. 353. “ Praepositionibus quot accentus
accidunt? Tres : productus, pressus et acutus quos competentibus praeposi-
tionibus adnotabimus... Quare hoc monemus, quod, quando anfe cum casu suo
et presso accentw pronuntiatur, praepositio nuncupatur... »
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379. As evidence in support of this quantitative and dynamic
identity of the two figures, the fact is significant that the two
Romanian letters ¢ and « were used alternately and with their
usual meaning, on each of the two types of pressus.

< - [ -
A A
Fig, 262,

380. The qualifying terms ¢ major’’ and ‘‘minor’’ would
seem to refer merely to the relative size of the graphic figure
itself, whereas their significance, purely in the melodic order, will
appear as the use to which they were put becomes plain.

A careful examination of the best manuscripts of the school
of St. Gall (St. Gall 359, 339, 375, Einsiedeln 121, etc.) brings
out the fact:

1. That the pressus-minor is employed each time that this sign
is joined in unison to the last note of a neum. See (Fig. 261) where
the pressus-minor is apposed to a clivis

Other examples :

Analysis of the neumatic Accents : Analysis of the square Notation :
7 M

CLIVIS, PRESSUS AND PUNCTUM. E (3 TWO CL1VIS MAKING A PRESSUS.
—1£° fe

N Ppor M

TORCULUS, PRESSUS AND PUNCTUM. tﬂﬁ— TORCULUS AND CLIVIS MAKING

A PRESSUS.

/‘-»;

PES SUBBIPUNCTIS, PRESSUS AND E I. . - PES SUBBIPUNCTIS AND CLIVIS

PUNCTUM. — MAKING A PRESSUS.

//‘.‘

PES, PRESSUS AND PUNCTUM, =:E PES AND CLIVIS MAKING A PRESSUS.

Fig. 263.
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It is of little consequence that the apostropha-pressus be or be
not united graphically to the preceding note for we find the two
forms used indifferently as follows :

E 71 »,—_”" M
:E?;________.

Fig. 264.
We may conclude :
381. 2. The pressus-major is used wherever the note which
precedes the pressus is not in unison with the note immediately
before it.

Examples :

A. — The pressus-major on mi is higher n 7
by a third than the do of the A H_E_—:__

preceding clivis. :E!p’!

B. — The pressus-major on la is lower e
than the si of the preceding N —
podatus. Ohullal

Fig. 205.

This precise use of the two forms of the pressus could be
illustrated by innumerable examples.

382. Exception. The sign for the pressus-major is found even
when the preceding note is in unison with the pressus, but this
occurs only where the pressus-major corresponds with-a new
syllable of the text.

Example : s

- s

ﬂ—l——:——-l

All. 2nd Mode.

T —
¥. Video... et Je-sum stan-  tem
55 /- /‘: o (T
[]
Ay ——
medi-ta-  bi-tur
Fig. 266.

Intr. Os Justi.

Ne 702, — 21
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ARTICLE 2.

PROOF OF THE FUSION OF THE TWO NOTES IN THE PRESSUS.
THE PRESSUS BY APPOSITION.

383. The essential characteristic of the pressus is the fusion
of two notes into one.

We must prove the truth of this assertion.

The writers of the period give us no information whatever, but
the manuscripts are more enlightening : they instruct  us in two
ways :

1. By equivalent notations ;

2. By a Romanian abbreviation which we shall study.

§ 1. — Fusion proved by equivalents.

384. First equivalence. Between a "clivis with episema and
a pressus-major. Let us consider, first, this simplest equivalence,
and the one which is, perhaps, most frequently used :

A
B G £ a—" o P—

Fig. 207.

The equivalences 1 and 2 explain each other. The clivis I with
episema contains two notes only, la-fa, but the first of these is
long. The pressus 2, if it be a true equivalence of the clivis, must
contain two tones; the note represented by the virga and that
represented by the pressus must fuse into a single sound with the
value of two pulses.

In modern notation : S —

385. The graphic adhesion of the apostropha-pressus to the
virga, in the notation of St. Gall, confirms. this theory of fusion,
but graphic adhesion is not essential.
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When the apostropha is separated from the virga, as in Exam-
ple 3, the argument derived from graphic adhesion no longer
holds; yet the fusion of the two notes exists, nevertheless, other-
wise the equivalence would be defective.

386. As for the clivis with episema J, any doubt as to its
time value (whether its length be merely an agogic prolongation
or a doubling of its value) vanishes at once in view of its
equivalent /~. In this case, the episema doubles the length of
the virga : otherwise there would be no equivalence.

387.  Second equivalence. Between a virga and clivis forming
a pressus by apposition and the pressus-major.

L ; .
1] . e ———e
e e o e e e
—)—
i
Fig. 269.

Here the equivalence exists only on condition that the two virga
be fused in the execution, which is a fresh proof of the fact that
graphic separation is not, in itself, conclusive evidence of a vocal
repercussion of the two notes; and, furthermore, that a simple
apposition of two notes is a sufficient indication of the pressus.

388. Third equivalence. Between a clivis followed by a clivis
and a pressus on the second note of a climacus.

Use of the apostropha-pressus. Pressus by apposition.
A — et et i\ e e,
a) b) c) d)
~ = = =
=/.~=n~.or/z,, =/1/7 =/m
e S _ — - _p.n_ -.__p;"n -
Fig. 270.

@) Climacus with an apostropha-pressus on the second note.
The graphic separation of the apostropha might throw some doubt
on the question of correct interpretation, did we not already know
that this separation in the writing does not necessarily imply
a repercussion.

b) Clivis, pressus-minor and punctum. This equivalent clearly
indicates fusion and definitely establishes the rhythm of the neum.
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¢) Clivis and clivis forming a pressus. Here, the two clivis
are drawn with a single stroke of the pen.

d) Clivis and clivis forming a pressus. Here again we may
have a graphic separation of the two clivis which does not
prevent their fusion when the various equivalences make such an
interpretation evident.

389. Fourth equivalence. Pressus on the third note of a climacus.
Apposition of a punctum and a virga; of a climacus and a porrectus.

First example:
Grad. K. Gloriosus and Inveni.

fa a Py
i -1‘AL A -1 ’AL A
P P ali), P~
a—aty 8y | & Al
confré- git, | non.
St. G. 359 ¢ ¢ ¢ e
A { St. G. 375 v v
St. G. 340 | -7 -
St. G. 339 c ¢
B+ St. G. 376 Va4 Y94
Bamberg. lit. 6
e
C Einsied. 121 YO v4 7N
Fig. 271,

In examining the column Gloriosus, we notice that all the
manuscripts quoted use the simple apposition of punctum and
virga, save that of Einsiedeln 121, which substitutes a pressus.

In the Gradual Resp. Inveni, on the other hand, the pressus
is more in favour: in line B, three Mss. use the pressus; in
lines A and C, four Mss. use the porrectus.

These equivalences are significant, and they become even more
striking when we find them used in the same manuscript for the
same melodic passage. The three codices of group B use appos-
ition for the Gloriosus, and the pressus form for the Inveni;
whereas Einsiedeln, group C, choses the pressus for the Gloriosus
and the porrectus, (or rather the clivis and virga) for the corres--
ponding phrase of the Inveni. The fact that these signs are
interchangeable and that they are constantly substituted for one
another, proves that the apposition of neums is a graphic form
of the pressus quite as reliable as the pressus sign itself.
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390. Second example. Equivalence between the pressus and the
apposition of a pes subbipunctis and a climacus.

Alleluia. Beatus vir.

i LT Py
—— _.———
St. G. 339
A { St. G. 340 NN A,
| St. G. 375
B Eins. 121 APNE
St. G. 376
C <=' Lesouet NAA_[.
Bamb. lit. 6
Fig. 272.

Here we have the same equivalences as in the preceding case :
the four Mss. of groups A and B use the sign of the pressus,
whereas the three Mss. of group C favour the climacus apposed
to the last punctum of the preceding neum.

391. So far, the effect of fusion has been produced as follows :

First equivalence : between the virga T
and the pressus : == T

Second equivalence : between two virga .
and a pressus : n=/"= N

Third equivalence : between the second
note of a clivis or grave accent and ‘
the pressus : 2 2 N S —
or between a grave accentandavirga: 27 | Z‘EE__

Fourth equivalence: between the punctum

and the virga : S b?—‘—! N —_
between the punctum and the pressus :  /wn/) T °
Fig. 273.

392. Let us now see whether this same effect of a pressus is
produced when two virga meet in unison at the summit of two

neums :
1 2

SN ' 4l
L

:
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Presumptive evidence points to an affirmative answer:

a) Theoretically, a graphic separation does not preclude fusion;

b) As a matter of fact, the second equivalence » has already
been proved an example of the fusion of two virga by simple
apposition; '

¢) Evidently, there is no reason why two virga should not fuse,
since the punctum (or grave accent) can unite by fusion with the
virga, the clivis and the porrectus.

The equivalent notations will confirm this presumption.

393. Fifth equivalence. Fusion of the podatus with the clivis.

First example : Intonation of the great ¢“O’’ Antiphons of
Advent. The Ms. of Monza 12/75, F. 108-109, gives thirteen anti-
phons of this type, the first ten of which are written as follows :

-7
e
O  sa-pi- éntia...
Fig. 275.
The last three, thus:
v
» o ——

O rex pacifice...
Fig. 276.

The melody is identical in each case: in A, the fusion of the two
notes on fa is evident on account of the pressus; in B, the same
fusion is plainly indicated by the apposition of a podatus and a
clivis, for the melodic equivalence is evident.

Hartker of St. Gall, provides a third notation for twelve of
these antiphons “ 0 "’ : -

//‘:

¢ BgP— P times without =
Fig. 277.

On page 339 of the same Antiphonal, we find a fourth notation
used for the intonation of the antiphon O quantus luctus (Feast of
St. Martin); this notation makes use of the Romanian abbreviation
which fully confirms the fusion of the two notes on fa.
(Cf. Fig. 311).



STUDY AND EXECUTION OF THE APOSTROPHA-PRESSUS, 323

394. Second example. A cadence from the Tracts of the 214 Mode.

Laon 239. < ; 7/401
St. Gall. nSry /o
A Nt B NNt
- Fig. 278.

This example has already been cited (Fig. 244) to illustrate the
linking of neums, in notation A, and their simple juxtaposition
in notation B.

In Fig. 278 B, the two notes in unison of the pressus-major are
certainly fused; if the forms — podafus and clivis — in A are
equivalent, which is undoubtedly the case, then the final virga
of the pes and the initial virga of the clivis must be fused in
a single note of double value; otherwise it would be impossible
to explain the constant interchange of these two neums in the
best codices.

395. The use of the episema on the podatus and virga of the
notation of example A brings out an interesting point. Their
use in this case is a striking proof that the Romanian episema had
not an absolute value but merely a relative one, which can only
be determined after a careful study of the various equivalences and
of the melodic context, by a scholar possessing tact and taste.
If each note or neum marked with an episema should be inter-
preted materially as a note of double value, the result would be
absurd. For instance, in the cadence of Fig. 278, the following
would be the result:

Fig. 279.

What, then, becomes of the equivalent version under B, with
its two simple pulses on the note so/? In the present case, these
rhythmic signs (episema) added to the notes have the same
meaning as a rallentando, a ritenuto, a slargando in modern music,
in other words, an agogic sign. The same is true of the
= (tenete) in the writing of the school of Metz illustrated by the
Ms. of Laon (Fig. 278).
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396. Sixth equivalence. Fusion of a podatus and a porrectus.
Since this equivalence is of the same nature as the one which
precedes it, we merely transcribe it without further comment.

St. G. 339. — Bamb. lit. 8. S s
St. G. 859. Eins. 121. SV N
e — a
Ry. G. Inveni. 4
manus e- nim
Fig. 280.

397. Seventh equivalence. This isone which occurs frequently:
a forculus replaces a pes and clivis that form a pressus; once
more, by fusion of the two virga.

First example : Communion : Video.

S

Mg
Eins. 121. /‘ﬁ :

St. G. 339. ST

e

Several Mss.

fa-ci- unt
Fig. 281.

The fusion of the podatus and clivis is indicated not only by
Finsiedeln and other manuscripts, but above all by the forculus
which is used in certain codices. The equivalence between these
signs is easily explained. At first the torculus was lengthened
as a whole, then the length became unduly concentrated on the
central note of the neum, which note was doubled, until, finally,
the central note of the torculus became the equivalent of two

notes and could be written as such; it could even be transformed
into a pressus.

398. Second example with quilisma-torculus.

Several Mss. wi?
Bamberg. el
The Mss. of St. G. —vy, .
All. 8th mode. E H L’ .Eti —E
Alleldia...
Fig. 282.

The commentary on Fig. 281 applies perfectly to this new
example.
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399. Eighth equivalence. The fusion of one porrectus with
another.

. g ;7
[Ems. 121, and all the St. G. Mss. Y4 o

a (]

A N —
] L
Com. 7'u puer... pa-ra- re vi- as e- jus
[
. ‘ YL
Eins. 121, and all the St. G. Mss. Vool K
T *:*W;‘l——“———“
B ——leril'ﬁ'fln;*: * N
All ¥. Inveni... ser- vum me- um
» Y. Hic est... pérhi- (bet)
Fig. 283.

These two liturgical pieces have the same melody although the
notation differs slightly. A comparative study of the two
neumatic notations gives us the following result :

1. The virga which precedes immediately the first porrectus of
line A should be fused with the first note of this neum; because
in line B, these two notes are combined by means of a
pressus-magor.

2. The two porrectus of line A should be fused for the same
reason.

NotE. For the Alleluia of the second Mode (line B), several
families of manuscripts adopt the same notation that is used in
line A, namely, two porrectus which, by fusion, form a pressus.

400. Ninth equivalence. Fusion of a podatus and a climacus.
This equivalence is rare.
First example :
Offert. Elegerunt. Y. Positis.

Eins. 121. S5
St. G. 339, 376, 340, 375y //-._

and Bamb. lit. 6.
t&tﬁ (O —

Domine Jesu ...nestd-  tuas
Fig. 284.



326 PART II. — CHAPTER VIIL

Here the fusion of the two virga (podatus and climacus) is
a certainty since a real pressus is used in the corresponding
passage in Ms. 121 of Einsiedeln. o ‘

In cases such as this, the neumatic writing indicates fusion by
means of apposition; the use of the pressus sign followed by two
or three notes is extremely rare.

401. Second example:
Offert. Elegerunt. V. Viderunt.

-+
All the Mss. of St. G. SS S
use the pressus g _ am,
¥ PSRN (Ml
i (A
Y. Vi-dé- runt fa- ci- em
Fig. 285.

Here we have a pressus in all the Mss. of St. Gall showing that
the fusion of the two virga (podatus and climacus) is obligatory
in the Guidonian notation.

On the note la, a second pressus will be noticed in the neumatic
writing, which is represented in the notation on lines by the
fusion of a punctum and a clivis. (See cf. fourth equivalence,
389, 390).

402. Tenth equivalence. Fusion of a scandicus and a climacus.

I

N

Fig. 286.

The square notation in this example corresponds to three ancient
neumatic forms :

1. To the apposition of two virga. In this case, the square
notation is almost an exact transcription of the ancient neums.
Three examples from the manuscripts follow :

c
All the Mss. of St. G. . /s
VY. All. of the 2nd mode: ‘_e__. e AT —
R

Fig, 287.
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c

All the Mss. of St. G. Yoo

V¥. All. of the 8th mode: %—— o Y JeE

Dius regna- vit
Fig. 288.
<
All the Mss. of St. G. SIS
¢ e
Com. Revelabitur and Viderunt: g wm T P
... sa-lu- ta- re
Fig. 289.
403. 2. To a Trigon-preebipunctis.
All the Mss. of St. G. { 2,
DA
Ry. Grad. Speciosus : : Pala PPV
W_e win_ AR A
CRE Rlail ]
Fig. 2g90.
{ ’.'. 7.‘-.
All the Mss. of St. G. - 7o,
L el e
Offert. Reges Tharsis : e ———
ert. Reges Tharsis ¥ ._E_h—_é'_j_.’__ﬁl__

...reges A- ra- bum

Fig. 291.

404. 3. To a Pressus ./’*-

In this melodic figure, the use of the pressus is extremely rare,
a fact the reason for which we have explained above (II, 400):
the real pressus, being composed of two notes only, is the
equivalent of a clivis and not that of a climacus which contains
three notes. That is why most of the manuscripts replace the
pressus either by a frigon or else by the mere apposition of
two virga.
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405. The comparative table which follows will give some
idea of the variants in the writing, all of which call for the same
rendering, namely, a fusion of the two notes in unison.

Alleluia. Laetatus sum.

1] -
Ky ] L P AL P
ol D ML SLEAY 2N P alEAY 2
Alleluia. ... ibimus
22 22
A. St. G. 376. ’7 % 0&/’ 7, e ed?
B, St. G. .o'.-- w? .-"'- yob/’
C. St. G. 340. i S
D. Mss. of Monza. ..// eeed? ,-//'. w?
~
E. Turin G. V. 20. L = Nr = 7o
Fig. 292.

A. The Codex, No. 376 of St. Gall uses the apostropha for each
of the notes mi fa sol-sol toward the end of the melisma of the
Alleluia and also at the end of the versicle.

B. Almost all the other Mss. of St. Gall prefer the frigon.

C. Ms. No. 340, however, uses two notations: a frigon on the
one hand and two virga, on the other.

D. The two Mss. of Monza use two virga in apposition.

E. Turin uses apposition twice, under two forms, and once,
the pressus.

406. The simple apposition of two notes in unison is so often
the normal form of a pressus, even in the best neumatic manu-
scripts, that we can see no reason why the following form
/7 Fig 293 should not be considered in the same light as
z:orresponding to the pressus in the preceding cases. The fact
that the pressus is composed, normally, of two notes, not three,
suffices to explain the constant use of apposition for this melodic
indication.
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Thus, in reality, there are two authentic forms of writing for
indicating the pressus :

a) The pressus-major or pressus-minor.

b) Apposition.

The latter is the only form which is used in the square
notation.

407. Eleventh equivalence. This equivalence is one which
demands deep study and presupposes a profound knowledge of the
manuscripts in general; a mere suggestion is all that we can give
in this place, that the reader may know that such an equivalence
exists :

The Romanian episematic note, the supple and flexible value
of which varied according to the melodic context, could at times
represent a note whose duration was really doubled (II, 82), in
which case the pressus could be substituted. We find such
interchanges :

a) in the Mss. of St. Gall, but rather rarely,

b) in the other families of Mss. quite frequently.

408. Interchange of the episema and the pressus in the Mss.
of St. Gall.

Laon 239. ‘Qg ;
St. Gall Mss. . .{V—- w_/‘/“ Einsied. 121,
Offert. Mirabilis. '_ﬂ_i%;ﬁ ?nhﬁi&__
Al-le- [laia]
A B
Fig. 294.

The Mss. of St. Gall use merely an episema on the sol, while
Laon uses the letter a = augete attached to this note. Einsiedeln,
alone, uses the pressus, and this doubling of the note seems
excessive; in this case a mere rhythmic support with an agogical
prolongation might well have been sufficient.

409. Interchange of the Romanian episema and the pressus in
the other families of Mss.
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Apart from the codices of St. Gall, a study of the other manu-
scripts in the aggregate, provide us with facts that are still more
clear and decisive. We find that the pressus frequently replaces
the Romanian episema, with greater unanimity among the writers,
particularly as regards descending neums. This is a fresh proof
that the episema in the writing of St. Gall, is the graphic express-
ion peculiar to that great monastery and to those churches which
imitated it, of a universal tradition which we find expressed by
means of other graphic forms in Gregorian manuscripts taken
as a whole. ’

410. The following table will give the reader a general idea
of the facts described above.

Note. It must be understood that these interchanges or equiv-
alences transcribed in Fig. 295 are not used regularly nor con-
stantly in all the manuscripts, nor are they to be found always
and everywhere in a given manuscript. Our object is merely to
demonstrate in this connection, the existence of a rhythmic
tradition whose traces are sufficiently abundant and universal
throughout the codices to make it quite impossible to question its
persistence. This tradition is demonstrated by the transformation
of certain Romanian episema into perfectly definite pressus of two
notes.

St. Gall Laon 239 | Vercelli 186|B. M. Egerton|Cambrai| Aquitanian

857 Monza Mss.
7 7 Ivrée . .
ad . .
j /l_ ?; Vad 76’ /’V - -
18— :
—r o — s PRt g e e s o
il TR (D 5 "'F-. "'r.. '-r.. D i
A Pre e
[ /1 ? Ao) .ﬂ"} - - by
9 .

=
E )
it
ﬂl
o
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411. Firstline. St. Gall : Climacus or rather a clivis subpunc-
tis with an episema on its second note.

Laon does not translate this episema by a pressus, but merely
uses a long note accompanied by an a- = augefe.

Vercelli, which like Laon, uses the notation of Metz, goes even
further : here the pressus by apposition is substituted for the
episema; it is formed by the fusion of two clivis of which the
first is light, the second, heavier.

Egerton. The form used in this manuscript to denote the
pressus is found, once more, in place of the episema.

Various manuscripts of Italian and French origin belonging to
the families using neum-accents, write this passage with a real
pressus or a pressus by apposition.

The same is true of the Aquifanian manuscripts.

Second and third lines. Torculus subpunctis and pes subpunctis.
The same comments apply to this line as to the first (c/limacus).

412. Two concrete examples from the Gregorian melodies will
bring out these facts with greater precision.

o

Laon 239. ‘ z
<

St. Gall. =/l

Allel. Laudat i 8 '
cl. Laudate pueri A !—'*'-“—ﬁ*;ﬂ_—— —
Pag

Episematic reading.
Lauda-te

N
] '
Pressus. B !—'_'”Lljf’i'ﬁ:_——"”_“‘
oy

Lauda-te

Fig. 290.

Apart from the codices of St. Gall, many excellent manuscripts
using neums without lines, write a simple climacus ; the episema is
unknown to them. Others, which are very good, substitute
a pressus for the episema (line B). As for the manuscripts with
lines, these usually choose the pressus, which has been retained
in the traditional version in actual use.
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413. In the following example, however, it is the version
without a pressus which has prevailed, for some reason that
is difficult to explain, since the cases are identical.

Na
Laon 239. ad
St. Gall, L

[} P

444

] B o
Com. Exsultavit, A 9 o 08

et occur-sus e-ius.

e-ius.

Fig. 297.

All the manuscripts of St. Gall place an episema on sol, and
Laon adds an a to this note.

A study of the other schools of writing reveals most interesting
facts. Version A with a long note on the sol, appears in manu-
scripts of neumatic writing that are very ancient and of careful
workmanship, but this length is indicated by a real pressus,
as in version B. As this notation is found constantly in a great
number of documents from various sources — Italy, France,
Normandy, England (countries of the Metz tradition), and also
Belgium and Aquitania — it is impossible not to recognize, in
this pressus, a clear equivalence of the episema of St. Gall and of
the a- of Laon. This is an extremely interesting example of that
rhythmic tradition — primitive and universal — of which we
have already spoken (II, 59 et seq.).

414. On the other hand many excellent and very ancient
manuscripts of all countries hold faithfully to the pes subbipunctis
of St. Gall and Laon, but without the rhythmic signs and letters
which were unknown to them. Naturally, the Mss. with lines
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follow this model, which fact explains version C, which is actually
used more frequently than versions A and' B, though this fact
adds nothing to its value.

What might the interpretation have been, originally, of this
third notation? In spite of the absence of the rhythmic signs,
the interpretation can be presumed to have been in conformity
with the version of the rhythmic manuscripts, thanks to the oral
tradition which compensated fully for what was lacking in the
written indications regarding both melody and rhythm. But what
guarantee of precision and permanence can such a fragile tradition
offer unless it be promptly protected against error and preserved
from oblivion by the written sign? It is evident, as regards the
case we are studying, that the memory of the prolonged support
on the so/ was soon lost, and the original interpretation finally
disappeared completely for those who had before their eyes merely
the version as written under C.

415. The frequent equivalence of the episema of St. Gall
and the pressus having been established clearly, two practical
consequences follow : .

1. The Romanian episema sometimes has the value, the
duration of a long note of two pulses;

2. The pressus, however, always has the value of a single
sound worth two pulses; these two pulses do not admit of a
repercussion, they must be fused into a single tone.

416, The list of equivalences could be prolonged indefinitely,
but these few examples are sufficient to enable us to formulate
the following rules, considering the subject from the point of view
of the actual square notation of today.

First rule.  'When two neums meet on the same note, these two
notes in unison form a pressus and they should be rendered by
fusing the two simple pulses into a single tone of double value.

NoTE. This rule applies only when the neums are printed
close together. A noticeable space between them would indicate
that a repercussion should be made on the first note of the second
neum. Example: Repercussion

Ne702. — 22



334 PART I1I. — CHAPTER VIIL

" 417. Second rule. When there is fusion, the rhythmic ictus
always falls on the last note of the first neum, that is to say on
the first of the two fused notes.

o, e T
. ok s [ Nl
—re et ele

418. Third rule. This concerns the note that follows. the
pressus. The length of the pressus applies to its.first note (the
fused note); this note only is of double duration. The note which
follows the pressus is not, intrinsically, long. Its length depends
on its position.

Consequently :

a) If the pressus, in the center of a phrase, is followed by
a syllable, note, or neum which should be sung immediately by
Juxtaposition or by linking, then the third note of the pressus is
an ordinary short note. See the two notes on do in the following
example :

Valva
of
AN e —
e

* ok
et Jesum stan- tem

Fig. 300.

See the re in the following melisma :

R
g AR N L
s Tlaiial a0

N

B

*
Fig. zo0r.

. b) If the pressus is at the end of a phrase or of a phrase member,
the last note, by the very fact of its position, is a long note;
it is followed by a dot indicating length. See the last note
of Example B above (Fig. 301).

The same rule applies, ordinarily, to a pressus at the end of an
incise; but there are exceptions; the notation itself will settie the
question by using or omitting the dof.
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§ 2. — The Romanian Abbreviation & = conjungatur.

419. Among the Romanian abbreviations already mentioned
(11, 114) there is one whose sole object is to indicate this fusion
of two notes into one, forming a pressus: this abbreviation is
the ‘&7 signifving conjunctim or conjungatur. It is used only
at the point where two neums meet at the same pitch and
fuse. Sometimes, but very rarely, it is placed on the pressus-

major ;: Fig. 302, to indicate the close union of the first two notes.
In this case, it is really superfluous since the writing itself
clearly indicates the joining of virga and pressus; their fusion is
unmistakeable.

Examples :

a) Clivis and clivis forming a pressus.

o
Eins. 121. /AT

I S
Offert. Portas caeli. I ks N .

D6-  mi- ni

£ig. 303.

b) Torculus and clivis forming a pressus.

co
Eins. 121.‘ Yo a0l
] -
Intr. Dicit Dius : Sermones. g~ JW & R
e s eV

alta- re me- um

Fig. 304.

¢) Torculus and clivis forming a pressus.

[

Hartker St. G. Y.y

) o .
Ry. Sancta et immaculata. li_._,ﬂﬁ________

Sancta et

Fig. 305.
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(<)
The same abbreviation is used when the final clivis 2 n g 306

is replaced by a pressus-minor /}c,i Fig. 307. The following
passage is taken from a responsorial versicle of the 2nd Mode:
in Hartker’s Ms. it is found more than fourteen times marked with
the sign: &

( o“//Z/"
Hartker.
[
g alge -
e PSP LU YC MR
0 u a e
Fig. 308.

420. Here is an example of fwo virga fused by the sign
conjungatur.

d) Podatus and clivis forming a pressus.

Hartker. SOl
nJSr
o R
Ry. O vos omnes. = : fa e
.. per vi- am
Fig. 309.
&
Hartker.
. SIS
]
. Sicut ovis. = an
1 Steut o R —.
ad occi-si- - nem
Fig. 310.

e) Podatus and pressus-minor.

Hartk <
artker. //t;/ _ / -
Afia. %“:rh - . S

O quantus luctus

Fig. 311,
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§ 3. — The Diaeresis of the Pressus.

421. There is a feature of Gregorian composition which at
first sight seems to contradict all that we have said regarding the
fusion of notes. This is the diaeresis or disjunction of two neums
which form a pressus, an operation which takes place when two
syllables of the text have to be assigned to the neums thus
separated; or inversely — and this fact might raise a similar
difficulty — the crasis or junction of two neums, originally
disjoined, into a single pressus on one syllable only.

St. Gall Mss. /7F 7F

=

ami-ci tu- i

[

St. Gall Mss. M

g o
Bl ——

ce-drus
Fig. 312,

Should the rhythm of A be the model for B, thus giving the
two passages a similar rhythmic treatment? In this case the
word cedrus would have to be sung with an ictic repercussion
on the second note of the pressus :

—— Ezﬁ;ﬁ—_—_z

ce-drus and not { ce-drus

Fig. 313.

422. This argument based on conformity is sometimes valuable,
but not always; in the present case it is inapplicable as we shall
see by examining this melody more closely and observing the
principal modifications to which it is subjected when influenced
by different texts (1).

(1) The complete table of the adaptation of various texts to this formula will
be found in the Paldograpiite Musicale, Vol. 1V, p. 35.
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St. Gall. Laon 239.
e 2ol
A N S Ve ~ 7»»
[ .
Ry. Grad. Tollite. R Nallile L WL e,
N Ao A
prin- ci- pes. ci- pes.
~
B Vi A A
Ry. Grad. Nimis honorati, ; pen —& | : y! .
. . o] 50 . o]
a-mi- c¢i tu- i ci tu-
o
C N N /o 7‘1“
f » - [N
Ry. Grad. Domine Deus. W__I5% A _&u, [T
faliidel A e
convér- te. ... te
Fig. 314

The first melody A, is, in our judgment, the original and typical
version; to give the arguments in support of this opinion would
be beyond the scope of the present work.

As regards versions B and C which are derived from A, it is
quite impossible to determine which is the earlier of the two;
‘consequently, we do not know whether the pressus, line C,
is a crasis of two separate clivis, line B, or whether, on the
contrary, the two clivis of line B are the result of a disjunction
or diaeresis of the pressus, line C, which, in that case, would
be the more ancient version.

Whatever their date may be, the melodic difference between the
three versions remains. Since, therefore, the composer felt at
liberty to make melodic changes which necessarily entail rhythmic
changes also, (compare lines A and B), there does not seem any
valid reason for maintaining the same rhythm for the passage
represented by two clivis JF Fig. 375 inline B, as for the passage
represented by the fused clivis in line C.

Thus, in the case under -consideration, the subtle and specious
argument based on the unity of similar rhythms is, if not refuted,
at least greatly weakened.

- 423. -But there is positive evidence as well : the notation of
the manuscripts clearly reveals a difference of rhyvthm between
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these two passages. If the square notation leaves a possible
doubt regarding the rhythm of the two clivis in line C, because
of their exact resemblance to the clivis in line B, this doubt
disappears in face of the neumatic notation. Here no hesitation
is possible since the two passages are written quite differently.

In B, the two clivis over the syllables ¢/ and tu respectively,
are marked with a Romanian episema on the first note; this note,
therefore, must bear a rhythmic ictus.

In C, there is only one clivis the second note of which is
attached to the pressus; moreover, the first note of the clivis is
marked with a < (celerifer) in contrast to the episema, sign of
rhythmic support and of length.

The rhythmic indications provided by the Metz Mss. are similar
to those of St. Gall.

The two clivis, therefore, should be fused in a single sound on
the note that is common to both; in other words they should
be sung as a pressus.

424. Another example of the same melodic type.

St. Gall. Laon. 239.
c
< .
A Anad W s
‘ BE -!‘L
. Grad. 4 summo. § P e PRI 1l —
R7 1 _g.-.N"E"""#. LB .—M‘w.-——
e- ius e- ius
/o
B nn /W
] an
. Grad. Diie Deus. § ]
B .l
nos nos

Monza. a) VN
» Wi nNnsrc
» c) \nnm

Fig. 310.
Line A. Separation of the porrectus and clivis that follows it,

on account of the two syllables in the text: this melodic version
is undoubtedly, the original one.
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Line B. Crasis of these two neums in order to form a pressus,
since there is but one syllable in the text. The neumatic notation
uses the special sign of fusion, the pressus instead of the clivis,
just as in the previous example cited (Fig. 316, C). This modi-
fication is useful in so far as it makes the notation even more
clear, but it is not necessary, because the clivis attached closely
to the preceding neum often fulfils the role of pressus. An
example of this can be se2n in the Mss. of Monza. variaat c.

In the more ancient Gregorian compositions, it is rare to find
examples of crasis or digeresis between neums succeding each
other at the same pitch. In later compositions, they occur more
frequently, for instance in the various Kyrie, Gloria, etc. It is
quite natural that the pressus-crasis which occur in these more
modern melodies should be sung as were those of the early
‘melodies, that is by fusing the two notes of junction.

ARTICLE 3. — THE PRESSUS: ITS POWER OF ATTRACTION.

425. In Gregorian chant, the pressus are structural points of
the rhythm which are vital to the organization of its movement.

In view of this quality, the pressus have the power :
a) of attracting the preceding notes and neums;’
b) of attracting one another.

This inherent quality is confirmed by the notation of the
rhythmic manuscripts of St. Gall and of Metz.

§ 1. — Power of Attraction of the Pressus
over the Notes which precede it.

426. As a general rule, the rhythmic manuscripts use the
normal or brief form for the neums which precede the pressus.

Examples :
[ [ [ c
/VM - . /'-.,"- ‘/'o/‘:
All. Al R,
. fiﬁ:ﬁm&___‘ ik T M 1.
2nd Mode (3 ®_ 4th Mode T 1]

no- bis
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[
/. /l/T NS or NS never T ST
Grad. E " m‘q T'ract. h:‘!:
1st Mode Te 2nd Mode — '
¢ [ /2' -
~ DT Nl
Grad. E lq W Tract. ]
7th Mode %‘:‘r-. 2nd Mode P T*  Rpg—
Fig. 317.

This.retroactive attraction may affect a single note only, if an
important point of support immediately precedes it.

Example :

Alle-la-ia
Fig. 318.

The first clivis, on the syllable ia — is marked by an episema
as well as by a += = fenete. Laon Mss. 239 on the other hand
writes the neum as a long clivis : two long punctums, with an
a = augete between them (II, 117, Fig. 109). So subtle a distinc-
tion as this can only be shown in the rhythmic manuscripts, and
proves how indispensable they are to the strictly traditional
interpretation of the Gregorian melodies.

§ 2. — The Attraction of the Pressus for one another.

427. 1t often happens that two, three, four or more pressus,
separated by a few notes, succeed one another in the same
melody :

* % bow* *

Tract. Tract. —m—'_-_
e ilals PO

2nd Mode *-?.—F‘J*h-q_ 2nd Mode My

* ok ok * ok ok

Tract. ' R. Grad. &

8th Mode — it Benedictus Ditus. Wm‘—
qui fa-cit

Fig. 310
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In singing, these accent-pressus mutually attract each other,
and the attraction prevents any pause being made on the connect-
ing notes. It is in cases of this -kind that the pressus may
be compared to the strong columns on which the structure of the
rhythm is based. The intermediate notes are the connecting
arches; they should be sung delicately in a single span, so to
speak, without either hurry or delay, giving each note the value
of a light simple pulse.

428. The ftrigon and apostropha may also be intermingled
with the pressus, and produce effects very similar to those just
described.

A single example will suffice:
-x
777 N /2/7 N ~

e
NN N VT

Tract. L

and Mode — : R

Fig. 320.

We need not discuss the frigon (.*.), because in the Guidonian,
and occasionally also in the neumatic notation, it cannot be
distinguished from the pressus.

§ 3. — Exceptions to the Law of Attraction in the Pressus.

429. The exceptions to this law of attraction can only be
discovered by a careful study of the rhythmic manuscripts.

c - .
N aSS S el
Tract. =
ract -4*5
2nd Mode _ O

me- 0- rum
Fig. 32r.
Laon Ms. 239 agrees with St. Gall; so does Milan Ms. E 68;
~in Vercelli Ms. 186 the second clivis is long, but the first varies.

According to- rule, the two clivis which precede the pressus
should be light, but the rhythmic manuscripts show that only the
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first is to be so rendered, for the second is marked with the episema
or the = = fenete. The Metz school and the Ttalian school of
Como agree with this interpretation. The episema over the first
note of the clivis serves to draw attention to this delicate
distinction which otherwise would pass unnoticed.

Here is another example :

~q/
Laon 239 ~ 7{
St. Gall e s

E —_— R ——
Offert. Populum humilem. P : F =

quoé-ni- am quis

Fig. 322.

430. There are also exceptions to the law of mutual attraction
between one pressus and another. In point of fact, the written
form of a melodic figure or motif fails to give us adequate
information regarding its rhythmic interpretation; before making
a decision we must consult the rhythmic manuscripts. Take the
following musical figure :

i —

Fig. 323.

The motif is developed by repetition in the examples given
below; in A it is transposed to other degrees of the scale, in B,
it is repeated at the same pitch.

Mazarin 384. Q... ﬂ1, "ﬂ7. -ﬂ‘l- -ﬂf{. ] ﬂ ',-/'.7-

Laon 239. 7:5 1’1 /_721 /?’1_¢ /l” i a J'A-f.’

Al
c
St. Gall. N7 e Py [ /;_ﬂx;/ﬂ«f/ﬂ/f//-.,“:
Ry. Grad. E .Ei‘ ol E ,d '_5 =,A"_ I

a
Fig. 324.
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[Mazarin 384. Ay, | Ay, | ﬂ"’./ /

Laon 239. /"'1/“¢?’1 /?'1 Vi ?‘1'1/ ;

St. Gall. S S0 [0 T

Fig. 325.

431. The question arises whether these melodic figures should
follow one another with or without a mora vocis; should there
be a disjunction between the individual motifs by prolonging the
last note of each figure?

Each case must be considered separately, for the composer
is free to treat the melodic figures as he chooses; he may join
or separate them at will according to the particular expression
he wishes to give them and according to their function in the
phrase as a whole.

This then, is the evidence which the manuscripts provide as
regards the two cases proposed to us above :

432. Example A (Fig. 324). This belongs to the Gradual-
-responsories of the fifth mode: Specie fua, Diffusa est, Misit
Ddminus, Respice.

A fairly long mora vocis, a doubled one, is indicated after each
motif,

a) By the blank spaces which occur fairly regularly in the rare
manuscripts which use them;

b) By the x which follows each motif in the St. Gall Mss.,
of which the clearest is St. Gall Mss. 359, which is also the most
explicit;

¢) Lastly, by the = in Laon Mss. 239 which likewiseé occurs
persistently after every motif.

The rhythmic tradition therefore, is plain enough. This
_magnificent phrase, sung, as we give it in our notation, in
accordance with the manuscripts, soars majestically, unfolds
itself, and comes to its repose -with tranquil serenity.
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433. Example B (Fig. 323) on the contrary, should be sung
with more vivacity, bearing in mind the attraction of the
pressus.

The blank spaces, indeed, become indefinite and variable. More-
over, the virga which in example A begins each motif, is often
attached to the preceding group.

P e,

Fig. 326.

The rhythmic letters denoting length — », = — also disappear.
A few ¢ = celeriter alone remain on the clivis, to show that the
first note is light. And in Laon Mss. 239 the clivis of the first
group is even joined in a porrectus to the virga which follows it.
The whole tenor of these indications is very plain, and the closest
union between the various motifs should be the rule for their
interpretation.

434. 1If we were to give the history of these motifs and their
various aesthetic uses, we should have to show how their likeness
to one another led to a widespread neglect of tradition in the
manuscripts, the result being that the two interpretations, the
joined and the disjoined, were utterly confused.

435. The pressus are generally classed among the ornamental
neums, which in our opinion, is a mistake. The pressus is not
a musical ornament, in the ordinary sense of the word, implying
an addition to the essential melody, in order to render it more
pleasing and more graceful, which addition could, if necessary,
be suppressed without affecting the melodic framework.

On the contrary, the pressus belong to the very structure of the
melody; they are long, often strong, rhythmic accents, and they
have been compared above to the columns on which the rhythmic
edifice is supported.

If they are spoken of sometimes as ornaments, it is because
they throw the melody into relief, and are one of the truest
elements of its beauty.
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EXERCISE XXXI.

On the Pressus. 1I.

436. The rhythmic analysis of Exercises XXXI and XXXII
is adequately indicated by the chironomy and dynamics which
accompany the transcription into modern music. The pupil
should give a detailed analysis of the phrase before attempting
to sing it; he is already familiar with this system of dismem-
bering a phrase into its elements. When singing, however,
he should synthesize the various elements and unite the rhythmic
and dynamic movements into a single harmonious whole. His
nuances must be real nuances, delicately, almost insensibly grad-
uated, both in the rise and fall of the melody. Lastly, his
gestures themselves must be restrained and quiet, even in the
flights of the melody where he might easily be tempted to
exaggerate them:

Mode I.

1 1

a a Ca a
: T |:i-‘ T I.l-it--. § T i
a a a a a '
a 1
3  a
L e e L e e
| §
a a a a

—_—
0n } N A
y 4 P,
¥ N\ TN
3 ! P A T TN 1
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EXERCISE XXXII.

On the Pressus. 2.

Mode V.
I T T L)
S — I P 1 T
Y RNy T [T P __-»:——."Sﬁi'uﬁ—___
_:_mh—— : 0———:;_-#-—
a a a a a
. } N } in D {
] . DMl _ i__._..=_[h____l_;!._____
L L T - .
a a a a
T [} [ 1 ¥ - >
N
_ ' | ) %
a a
] ) 1]
T A8 3 T
3 T e AR et | —h
' N N
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CHAPTER IX.
STUDY AND EXECUTION OF THE STROPHICUS.

437. The single apostropha is not used in our books; we find
it only in the form of an apostropha-pressus (II, Ch. VIII) or of an
apostropha-oriscus. The latter will be dealt with in Chapter X.
For the moment we shall study the strophicus proper: the
distropha and the tristropha. ‘

ARTICLE 1. — THE ISOLATED DISTROPHA AND TRISTROPHA.

438. Their position on the staff. The strophicus generally
appear either on do or on fa, that is to say on the note above the
half-tone; exceptionally, however, they appear on other notes:
re, sol, la or si.

439. Repercussion of the apostropha. Aurelianus Reomaensis,
an author of the ninth century, gives precise information on this
point. Alluding to the fristropha which occurs at the cadence
of the versicles of first mode Introits, as follows,

=

a
¥

L PN
—999

Gldria... Spi-ri- tu-i Sancto.

Fig. 327.

he states plainly that this neum must be sung with a threefold
repercussion, ‘¢ terna gratulabitur vocis percussione’’ GERBERT.
Script. 1, p. 56a.

He repeats the same doctrine with greater emphasis for the
versicles of third mode Introits : ‘¢ Versus introituum : Gloria Patri
et Filio et Spiritui Sancto. Sagax cantor sagaciter intende ut,...
duobus in locis scilicet in decima sexta syllaba,

P I
s a

Glo-ri- a Patri et Fi-li-o et Spi-ri-tu- i Sancto:
1 2 3 4 5 6 7 8 g 10 IT 12 I3 14 IS 16

Fig. 328.
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et post in quarta decima

3----

R Ry
R~ iial

»
»
-

Sic-ut e-rat in princi-pi-0 et nunc et semper :
I 2 3 4 5 6 7 8 g 10 11 12 13 I4

Fig. 329.

<

trinum, ad instar manus verberantis, facias celerem ictum ’.
GERBERT. Script. 1, p. 57. The text instructs the skilful singer to
make the triple repercussion above mentioned on the syllables cfo
and per, each of which has a fristropha over it; but in this case the
percussion is described in detail: the voice must emit three sounds
in succession, quick, light and delicate, like three taps of the hand.

The advice is again repeated for the versicles of seventh mode
Introits.

g "
9 "

Spi-ri- tu-i Sancto.

Fig. 330.

¢ Quintadecima (syllaba) terna percussione finietur, scilicet

’y

san’’. GERBERT. Script. I, p. 58b.

440. The existence of notes repeated in this fashion is an
undeniable fact: they were called nofae repercussae, and this term
applied to the distropha and to the tristropha when the notes were
all at the same pitch (1).

(1) On the subject of the formation of neums by melodic arsis and thesis,
Guido of Arezzo says: “... Motus vocum... fit arsi et thesi, id est, elevatione
et depositione: quorum gemino motu, id est arsis et thesis, omnis neuma
formatur, praeter repercussas aut simplices”. GERBERT. Script. 11, p. 17b,

John Cotton comments as follows on the above passage : “ Simplicem autem
neumam dicimus virgulam vel punctum; repercussam vero, quam Berno
distropiam vel tristropram vocat”.

Guido has another passage bearing on the same subject: (GERBERT.
Script. 11, p. 15ab). “ Ac summopere caveatur talis neumarum distributio,
ut cum neumae tum eusdem soni repercussione, tum duorumn aut plurium
connexione fiant, semper tamen ezc...

Aribo’s comment on this text is as follows (GERBERT. Scrigt. [1, p. 226b,
227a) : * Neumae unius soni fiunt repercussione, cum simplices sunt, id est vel
una virgula (/) vel una jacens (=) vel cum duplices (77) aut triplices (227)
in ejusdem soni repercussione, tum duorum aut plurium connexione fiant,
Duorum aut plurium sonorum connexione flunt omnes neumae, exceptis
praescriptis ”.
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441. This twofold or threefold repercussion must be light and
quick, and therefore it is not easy to sing. It requires a vocal
control and delicacy which is difficult to attain in our day, parti-
cularly where the choir is large and the singers are lacking
in musical experience (1).

Yet these notes cannot possibly be omitted since they represent
a rhythmic value of two pulses, or of three; nor can they be
reduced to a single basic pulse; such a procedure would destroy
the harmonious proportion and balance in the musical construction.
‘What then is the solution of the difficulty?

There is an execation which is simple and logical, which is
within the capacity of the average singer and which approximates
as closely as possible the traditional rendering. It is this:

a) Retain for the strophicus its full time value as indicated
by the notation, namely, two pulses for the distropha, three for
the tristropha;

b) Fuse in one long sound the two apostropha or three, as the
case may be, and then, by means of a slight vibrafo, bring out the
distinction between these neums and those which are prolonged
by a mere mora vocis, or by the more sustained and compact
pressus.

442. Although it is too difficult for the average parish choir,
the repercussion of the individual strophicus can well be achieved
by skilful cantors or by a well-trained choir, and wherever this
rendition is possible it should be encouraged. In ancient music
this frequent repetition of notes in unison was greatly appreciated.
We still find examples as late as the seventeenth and eighteenth
centuries. They ring strangely upon modern ears, but we could
soon form our taste as regards this vocal ornament which if
gracefully and smoothly rendered, is wholly charming. The
following facts confirm the proposed rendering.

443, The inflexion of certain notes in the strophicus. It seems
quite certain that the notes of the strophicus were not, originally,
all at the same pitch, but were tempered by undulations of the
voice, certain notes being inflected, so that instead of repeating

(1) COUSSEMAKER. Script. 11, p. 3035, 308, 309, 3I1.
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the do or the fa, there was a tendency to sing si or mi, a half-tone
below. The manuscripts with and without lines afford manifest
proof of this fact, and always by the use of equivalent notations.

Two examples will suffice :

St. Gall 339. W N7 /s
Off. Offerentur regi. Y i
N e B Yo
pro- ximae ejus, efc.
Einsied. 121. . n s --/../ :
¥ 2
—ae—————
pro-ximae ejus, efc.
Fig. 331,
St. Gall 339. o ar 9 S
_———-——-———. —.——_—-—-—:—————
Ry. G. Hodie scietis. §—— NI —
coram Ephraim efc.
St. Gall 359. PN =
Ephraim efc.
Fig. 332.

444. The explanation is simple, for we must remember that,
in those days, the notation was still written in campo aperto.
The pupil learned the melodies ex. auditu,; he had only to repeat
what the teacher sang.

But the task of the scribe was far less simple; he had to listen
and then record on his parchment the melodies he had heard.
‘When it was a matter of clear intervals — fifths, fourths or even
seconds, it was easy enough, but his task became extremely
delicate when he tried to set down those subtle and indeterminate
intervals which might be due to vibrations or vocal undulations
rather than to definite intervals of the diatonic scale.

How were inflexions such as these to be represented in the
notation? Perhaps the teacher himself might have been at a loss
if asked for a suggestion for the graphic recording of these
delicate shades. And so the manuscripts offer evidence as to the
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attempts of various sorts made by the scribes to solve these
problems and difficulties; we find variants such as those in the
examples cited above, and these at least provide us with precious
indications regarding the freedom and flexibility with which the
Strophicus was sung.

The undulating vibrato which we advised above (11, 441) tends
to imitate these inflexions and is approximate to the traditional
rendering.

445. The duration of the strophicus. Care must be taken not
to prolong the distropha or the tristropha beyond two or three
pulses : it would be better to shorten them, for they are light
notes and require great vocal agility.

44G. The position of the rhythmic ictus. The general rule for
all neums applies equally to the distropha and tristropha : the
rhythmic ictus falls normally on the first note (II, 263).

But the exceptions to this rule apply also to the strophicus.

The tristropha may, under certain circumstances, have a second
rhythmic ictus on the third apostropha (11, 480).

447. Intensity. This again depends, as in other neums, on the

position and the function of the strophicus in the phrase, as also
on the intensive value of the syllable to which it is assigned.

EXERCISE XXXIII.
The isolated Distropha.

448. This exercise is divided into short members closed by
a double bar, in order that the pupil may repeat each member
as often as may be necessary. The first incise of the first four
members is so arranged as to facilitate the singing of the distropha
which occurs in the second incise.

V. Mode.

1 | I )
[ PEPCELEN FRELIPWN LI | IPCELE PN
V 4 9
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The above in modern notation.

P e B s el R
Py o

02 AN N Y
e~ e~ — ?@ =~
| A — — ?\ — ) - — —
N ':|-; ‘ - J
& e a- . a. e aA— e @

T T T T

ARTICLE 2.
REPERCUSSION OF THE DISTROPHA AND TRISTROPHA.

449. If the quick, delicate repercussion of each individual
apostropha in a strophicus demands a vocal dexterity beyond the
capacity of the average choir, the difficulty disappears when the
singers are asked merely to bring out the distinction between the
various groups of strophicus that follow each other in unison by
means of a gentle repercussion on the first apostropha of each
neum. This vocal repercussion applies to groups of two or three
pulses, and no exceptional flexibility of voice is required in order
to produce this effect, no great virtuosity in vocalization.

Voo
A S e—40—0¢ A00—044-
A4 19—

Fig. 333
As each distropha or tristropha is renewed delicately on the
ictic note, the intensity should be slightly modified by a gentle

oy - e g A e e ————— -
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flexible increase in the volume of sound, in the single sustained
breath which carries the whole series of strophicus and unites
them. This breath should be controlled and directed with great
smoothness, especially on the ictic note, where there is an increase
of volume, but without the least roughness or jerkiness.

450. This agreeable repercussion has some analogy to those
melodic passages in which a vowel is repeated on a note at the
same pitch :

=%

Tr. Audi filia. \e—ﬂ—”—”’**_

tu- um...
*

—
1
Intr. Exspecta. E H _:l' »

cor tu- um...

Rr. G. Diffusa est. @ %

in 1a- bi- is...
Fig. 334.

with this difference however, that in the case of the strophicus
the repercussion is of a yet more subtle and delicate character.
451. Above all, the execution of the groups should not be
made heavy by undue stress of the ictic note, by prolongation
of that note, nor of the whole of the strophicus. In order to
measure their precise value, the following exercise will be of help:

First sing : Eﬁ s instead of _ S |
a- a- a ~ a a
Fig. 335. Fig. 330
NN B o oo
First sing: ERENTETY L ad of B
a- a- a a a a
Fig. 337 Fig. 338,

then gradually diminish the interval of the second, finally elimi-
nate the s/ and sing all the notes at the same pitch.



358 PART II. — CHAPTER IX.

EXERCISE XXXIV.

Repercussion of the Distropha and Tristropha.

V. Mode.
} 1
L VPRIV = POSLE_ B
Bt n e 9"—0— g —n—
a- e, a- e, a- a- e a- e, a- a- e
- 1
%—H—S P DY —on-f
. * - —
. +
a- a- a- e a- a- a- e a- a

The above in modern notation.

—— —— R ——

lw—_w__ﬂ____
a—
’ —— ’
I/—\ L L T L3
e e e e e e e e
L i T e g
-7 '
- a Q a a [
’ ’
Eg::—gs{——-:de:ﬂ e x
@ a. a e a. a ac e
’
 emi— S
S e
- i
a <L
ARTICLE 3.

COMBINATION OF THE STROPHICUS AND THE VIRGA.

452. The strophicus and the virga may be combined in
two ways:
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a
(]
a) A virga preceding the strophicus :

4 L Py
" 99y

_._l'_

Fig. 339.

[ VRIPLIVN
1444 "

b) A virga between two sfrophicus : ! ‘

Fig. 342;.
§ 1. — A Virga preceding a Strophicus.

453. A single virga before a strophicus has the value, approxi-
mately, of two pulses, as shown by the dot attached to it. We
say approximately, because the value of these two pulses should
be rather lessened than increased. There must be a repercussion
on the first note of the succeeding sfrophicus.

This lengthening of the virga is indicated first of all, in the
rhythmic manuscripts.

The St. Gall codices always place an episema over a virga
in this position, and Laon MS. 239 often uses the = = fenefe.

-

Laon 239. N e -
St. Gall. Vaaladt .
R. G. E—-;—T—”—m—:—’————‘*— Y ‘!‘-
Adjuva- bit
Fig. 341.
\
- . ‘
Laon 239. r S
’ S e
xr’n
St. Gall. 's
f 2 0—m
Ry. G. 5th mode. . i -
Final Cadence. = LR,
Fig. 342
Laon 239. e
St. Gall. /77
E_—_;jw—————
: — a2 ———
Intr. Omnia quae... "

et fac  nobis-cum

17g. 343.
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454, This separation of the virga, graphically in the notation,
and practically in the rendering, may also be inferred in some
cases by the way the melody is adapted to various texts.
A striking example is the intonation of the Gradual Juravit,
already quoted.

oo
. . ld
Laon 239 ;o’

St. Gall. '/» 777;

g
]

AR O — A —
} e a

R. G. Ju- ra- vit
R. G. Exal- ti- bo te
R. G. Be-ne-  di- ci- te

rig. 344.

The first note of the tristropha is definitely separated from the
preceding virga; moreover in the last two examples the fristropha
is set to an extra syllable. Consequently we may safely assume
that the first example, Juravit, requires a repercussion of the
tristropha.

455. Indeed, various types of MSS. from Aquitania, Benevento,
Spain and Metz write mi instead of fa as the first note of this
passage.

E_._____

- P___
Ju- ravit
Be-ne-  dicite

Fig. 345.

The MSS. of the school of St. Gall use sometimes a virga,
sometimes a punctum planum at this point, thus indicating
a certain ambiguity as to the intonation.

Laon, MSS. 239, invariably uses a long punctum, and even
adds a = = fenefe to this punctum in noting the Gradual,
Eripe me.
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§ 2. — A Virga between two Strophicus.

456. A few examples will suffice:

A A

B e e e S

a)

Offert. Anima nostra.

... laque- [e e] wus... libera- ti[i i i] sumus
Al
b) 3 —8—499—R4%
Intr.
Tibi di-xit
A
<) ] PRIV
. -y j' Yy
Offert.
Reges Tharsis
A
d) =
Offert. Mihi autem. e A BAM
. nimis
Fig. 346.

Here again repercussion is necessary, both on the long virga
and on the tristropha which follows it.

457. Intensity. As a general rule, a long virga in this setting
is more powerful than the strophicus, so that the dynamic
movement may be indicated thus:

o —
a- €
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ExXERCISE XXXV,

Combination of the Strophicus and the Virga.

V. Mode.
1 -
B o e g a2 o ——0b i B 40— 1]
r -1 " bl -1 244 e 244 244 . l -1 "y -1 " JL‘ 4_|
t A5 ” a—t } } gt
a- a- e, a- a- ¢, a- a- e. a- a- a- a- a.

The above in modern notation.

ARTICLE 4.

THE STROPHICUS PRECEDED OR FOLLOWED BY NEUMS
AT THE SAME PITCH.

458. The following examples will illustrate the cases in point :

A. The strophicus preceded by a neum at the same pitch.

[ T A 04 L NN
. Y : hid Te—yy 44
PN
a- a a-a a- a a- a
Fig. 348,

B. The strophicus followed by a neum at the same pitch.
a

— hadie [N PN | NP 1 %
" A T | B S
LAAS! ¥ [

a- a a- a a- a- a
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C. The strophicus preceded and followed by neums at the same

pitch.
a

¥ —
LUPC NP ;f['.%—
a- a- a
Fig. 350.

The last example is but a combination of the two former ones.
Now it remains to be determined how these passages are to be
interpreted.

459. It has been suggested, under pretext of greater facility
in the execution, that when three or four notes occur at the same
pitch, these should be fused in one long sound, but this view
cannot be upheld.

Practical experience has convinced us that the sfrophicus must
be distinguished from the other neums with more precision than
has been the case hitherto, and this because of the requirements
of ensemble singing that the voices may move in perfect accord,
and to avoid inaccuracies of rhythm which shock the ear;
finally, in order to achieve an artistic impression true to the pure
Gregorian type. This distinction of the strophicus is brought
out by gentle, delicate undulations or repercussions of tone.
Nothing, indeed, could be more anti-rhythmic, nothing could
be further removed from the true Gregorian style, nothing could
be more difficult of execution than a long drawn out series
of notes at the same pitch, unless these notes be grouped audibly.
Otherwise they stand out like solid dykes of sound checking and
breaking the undulating flow of the rhythmic movement. Their
very aspect, as they appear in the square notation, seems to
contradict the doctrine conveyed by the neumatic notation.

Two examples :

/7 r N
-222 [‘”72/1 //’:
a - 8
« ] P
—_ L F_ NP o T W
A
Ju- ra- vit a

Fig. 351.
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The mere comparison of the two in regard to notation, proves
the superiority of the neum-accents to the staff notation in respect
to rhythmic clearness. On the one hand, each neum is distinct ;
its nature and function are obvious; whereas on the other hand,
the neums are confused and their component parts can no longer
be distinguished.

The following would be an adequate notation :

. rr W [P SIS
1] P
— i m— Skt e Lk
Ju- ravit a
Fig. 352. [ig. 353.

460. Wemay safely assert as a principle of ancient Gregorian
composition that the prolongation of a sound was limited to two
simple pulses or to three, after which a renewal was necessary.
Whenever a series of four, five or six notes followed each other
at the same pitch there was a repercussion. The Gregorian
composers would have considered as intolerable an accumulation
of notes massed on a single tone without an appropriate rhythmic
subdivision. '

Since the most ancient practice consisted in the repercussion
of each individual note of the distropha and tristropha,; since
today, a repercussion of each group is accepted, that is the
repercussion of the first note of each strophicus, we may safely
conclude that a similar repercussion occurred at the meeting point
between the strophicus and other neums.

Let us examine the point in the light of the rhAythmic notations.

§ 1. — The Strophicus preceded by a Neum
ending at the same Pitch as the Strophicus.

E—-&—&n—
£g. 35¢.

461. As far as the strophicus is concerned, there must be
a repercussion on the first apostropha, and the rhythmic ictus falls
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on this note (II, 446); this is the general rule (to which there are,
of course, exceptions).

462. As for the preceding neum, when we study the manu-
scripts we find that it may be treated according to its position
in the phrase,

Either as a time-neum, without a rhythmic ictus on the last note,

B R ave—atm a4 : e
RNy PO NP 1o 1Y
AR
ré-  gum 2
Fig. 355. Fig. 356.

Or as a rhythm-neum, with a long rhythmic ictus on the last
note,

/ﬁ/
o . &
Laon 239. ‘Q: -~
g
St. Gall. Lx s o
; 77
I —

R, G. Anima. no- stra

R G. Fuu. ho-  mo
lig. 357,

The » and the episema which follow the forculus in the St. Gall
MSS. and the = = fenete added to the last note of the same neum
in the Laon MSS. 239 are clear indications of a mora vocis.

In the Solesmes editions, the presence or absence of a dot after
the note will indicate the interpretation that is preferred.

EXERCISE XXXVI.

The Strophicus preceded by Neums at the same Pitch.

V. Mode.
1 } -
. R ———" SR Wi lulii S—
a- a- e, a- a- e, a- a- e, a- a- a- a.
i | J
H‘”’T——h—’”—.ﬂ—"‘—“-.——@"’*;e"—*ﬁ-ﬁ‘ﬂ
L) L] L T L) T vl‘ I.A !
a- a- €, a- a- e, A= d- ¢, a- d- a a
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The above in modern notation.

ﬁwﬂ i

0.—— E—— A ——— G &
4 ’
O—r 7~ -
e e e S —

§ 2. — The Strophicus followed by a Neum

at the same Pitch.

463. Rule: There is always a repercussion on the first note
of a neum that follows a strophicus at the same pitch.

464. This rule is manifested with overwhelming evidence
by the equivalents of notation that abound in the manuscripts.
Thus the same scribe copying a given melody a number of times
and in the same manuscript, uses one or the other of these forms
indifferently, interchangeably; as they help to interpret one
another, they are a source of authentic information for us today.
A comparison between documents of the same school among
themselves, and a further comparison of documents of one school
with those of another, reveals the same variants and equivalents,
and teaches the same doctrine.

We select a single example from the eighth mode Tracts.
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T 25
St. Gall 339. »y S
A Tr. Vinea. E*fi—q—;o—f%_ —aAf-
S N,
di- 1é- cto
St. Gall 339, 229 M
- [DE] '
B Tr. Attende. :ﬂﬁgﬁ@;ﬁi
et lo-quar
Fig. 356.

Line A.  The St. Gall MS. No 339 generally writes this melo. v
using a distropha for neum 3 and a torculus for neum 4.

Line B. In the Tract Affende, however, the same passage
is written with a tristropha for neum 3 and a clivis for neum 4.

We must remember that, for these writers, a repercussion
of each note of the apostropha was considered obligatory; the
rhythmic ictus, or group-ictus, fell on the first and third notes.
It we are to retain the same rhythm and notation in Line A, there
must be a repercussion on the first note of the torculus; it is this
note that will carry the rhythmic ictus.

465, Why did the writers of the St. Gall school choose
notation A for this passage? It seems as though they wished
to indicate by the notation the close resemblance between the
two melodies in question, which begin differently but soon
converge and become identical.

Here are the two melodies :

1 2

304
A
C Tr. Ad te levavi. E::j_ . :_tg !tﬁﬁi (S

Chil D fa

no- strum

T2 3 4

]
A Tr Vieea. ! e -
r. Vinea ) . s m_A
di- [é-cto
Fig. 350.

In neum 38, there is a close similarity between the clivis do-si
and the distropha do-do with vibrato; beginning with the torculus,
neum 4, there is a perfect identity of melody, rhythm and notation.
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This identity of the two passages is another proof of the
repercussion of the torculus (neum 4, line A).

466. The writer of the Laon MS. No. 239 was unmoved
by such graphic considerations. In line C, the melody is written,
and rightly so, with a torculus (neum 4); whereas line A is always
written with three punctum, a strophicus and a clivis. The same
is true for this formula in the St. Gall MS. No. 339 (line B above).
Equivalents of this type are so common in other manuscripts that
they need not be described in detail.

467. In applying the rule formulated in II, 463, we must
distinguish the two following cases :

a) Either the note on which there is repercussion carries
a rhythmic ictus, in which case it is simply the application of the
general rule which assigns such an ictus to the first note of all
neums (II, 263. 11, 446). For instance:

1

A
A D

a a
Fig. 360.

b) Or the note in question has only an individual ictus, the
rhythmic ictus being carried forward on to the second note of the
neum, in which case it is an exception to the general rule
(It, 264). For instance :

e____ 0

. S e —

A A e i*“i‘}g;}—’f—j‘
g r—._ [

' N—

a a
Fig. 301.
We must see how the two cases are worked out in the
manuscripts.

468. First case. Repercussion on a note with the rhythmic
ictus following a strophicus. The rhythmic manuscripts show
that there are in these repercussions the most delicate shades,
graded both in length and intensity; from the point of rhythmic
support which was long, even doubled, like the pressus, in infinite
gradations, to the mere ‘¢ touch’’ — simple and subtle — of the
lightest of notes.
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Here are four examples arranged according to diminishing
duration. Rules are powerless to regulate or describe these
effects; taste and art alone can reveal them to the singer.
Moreover, the beauty of these effects can only be appreciated when
embodied in their context in the musical phrase. Yet we cannot
pass them by in silence.

469. A strophicus followed by a note of repercussion of double
value.

A long clivis at the end of a phrase:

-
» T x
Intr. In medio. ~—— T —.
——— q_
intelléctus
1. 362.
K
Laon 239. IRE e
St. Gall. W24 77'%/7’
T s Whadits Kt B

R G. Sciant.

ut ro-tam

£ 503
A long clivis before a quilisma :
N2 oS
. a a-
Laon 239, S X%
St. Gall. y/’"/? ”ff"“/f
Allel. Znveni. jek ’_T lq _m:__._

Alleliia
/"qu. 567'(.
The same before a bivirga :

v

Taon 23Y. - »~
oy

St. Gall, /\//r

N R
I
R. G. Benedictus. e‘_- _"T!in_—!_“l'h‘"“

Fig. 305.
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We make no distinction, here, between the bivirga and the
distropha because the modern square notation has not preserved
a difference of form. Perhaps it would be more correct to have
avoided this confusion, but in practice, we must make a choice,
and for the time being it is simpler to conform to the actual
notation.

EXERCISE XXXVTII.

Strophicus followed by a double Repercussion.

V. Mode.
I o ] :
P P B T .
'.'—fﬂ;ﬁ»—ﬁ_—,———ﬁ"—ﬂ—;ﬂ-__—ﬁ—ﬁ-ﬂ;—q—ﬁ—m—_—.——_ﬂw—m— —
L =3 s
a- a, a- a- a- a, a- a, a- a- a.
The above in modern notation.
’ I_—___—‘,—:.—.:a-

m T »
e e e e
' s

=
vy 7] = {
a a s a
’__ = ’_
£ — T T — + Y 1 T +
o~ "l S >t e iy po— | t—p—F= —
0 S S SR~ S = RS ; 1 0~ ——t —_—
a [~ 8 Clb o fo 8 e
-(* ’ _
0

470. A strophicus followed by a note slightly lengthened
agogically by means of an episema.

Taon 239. s ;oi
St. Gall. 292 A

7 s oA ”"’fi []
R. G. T'u es Deus. s

populum tu- um
Fig. 360.
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- © ©

Laon 239. “ﬂ”l/ - ‘y’n
N
St. Gaill. Ya¥a 2 A
P (DN —
R, G. Justus. ER
tu- a
Fig. 367
wd  PEM
Laon 239. » L / ae
St. Gall. . NSy, M7/ S
¢ _
Offert. Latamini. - —_
a e
corde
Fig. 368.

471. In the last example it will be noticed that Laon uses
a third long apostropha (...) as equivalent for the first note (virga
with episema) of the St. Gall c/ivis /. This equivalent, which
is used in the St. Gall MSS., also clearly proves that there was
a repercussion of the first note of a neum following a sfrophicus.

Laon 239. é/{ ;/ 77: : S

St. Gall. < ALy, Sy, o /c/o

Offert. Difjusa est. g—_:” N —;ﬁ.——ﬂo—ﬁi—T;#_ —
in R BRI {3 & rnum

EXERCISE XXXVIII,

A Strophicus followed by a Note of Repercussion
lengthened slightly by a rhythmic Episema.

I1. Mode.

e R e N

a- a- e, a- a- a- e, a- a- a, a- a, a- a,

s S
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The above in modern notation.

472.—c) A strophicus followed by a note of repercussion with
a simple rhythmic ictus, indicating a mere touch, gentle and
{leeting.

Laon 239. vl s
St. Gall. \ Pl S T
Tract. 8th mode. —— A3 B
a
I7g. 370
-
Laon 239, o/
57k
=
St. Gall. VNV, &
a
Offert. In virtute. .
U T —
e- ius
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EXERCISE XXXIX.

A Strophicus followed by a Note of Repercussion
with a simple rhythmic Ictus, indicating a mere Touch.

V. Mode.
|

E ! 5 ..’Q—F———t—o%w‘—-—»

a- a, a- a- a, a- a- a- e, a- a,

1
f ! 1
] ~—en s 1l
R A i
lalia” . ;
a- a- a, a- a- a.

The above in modern notation.
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473.

and smoothly.

A strophicus followed by a neum of which the first note
bears a rhythmic repercussion of the most delicate description,
like a passing touch, light and caressing (effleurée, caressée d’un
touchement rythmique extrémement délicat). The St. Gall MSS.
usually represent this nuance by the letter ¢ = celerifer, while
those of Metz use an ordinary neum accompanied frequently
by an » = naturaliter. The neum should be sung legato, lightly

Laon 239. 1
N/

[
St. Gall. 27 e

[
1 a
Offert.Justus ut palma. ___%%_m___n_

St. Gall.

Offert. Inveni.

Laon 239,

St. Gall.

Ry. G. Diffusa est.

Laon 239.
St. Gall.

Comm. Simile est.

Ju- stus
Fig. 372.

L J—

Fig. 373.

e 7J~.7

o

c

G
e o

la-bi- is tu- is

Fig. 374.

wd

2”&
4
[
i

invén-ta

Fig. 375.
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v g oL
7 A Vol 7n a 7“
Laon 239. ~ Y e /‘/“a’
St. Gall. 77/‘; V. /7—77 ;7 JL_ 5
s ———. Al
Offert. Diflusa est. _ | l“;h A
gra-ti-  a la- bi- is
Fig. 376
Laon 239. A RS
—_
St. Gall. 207 5,
[ .
¥ u—”—mﬁ
Allel. Adducentur. "R
Lig. 377

In order to avoid digression, we have not drawn attention
to the perfect agreement which exists between the MSS. of St. Gall
and those of Metz in each of the examples quoted in this chapter.
The student, however, will be impressed by the striking uniform-
ity of the melodic and rhythmic traditions of these two great
Gregorian schools.

EXERCISE XL.

A Strophicus followed by a Note
with a very light rhythmic Touch.

V. Mode.

—; — ; —
e

a- a- a- a- a, a- a- a, a- a-a- a- a- a- €,

Fﬂm'—"—n_—”—rc*r—*%-—f ———

1 +
L3
- Py
n’ T
B

a- a- a- a, a.
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The above in modern notation.

— /3, :
& 0 — ___\_a—j"’ . ELF_W“

a

\_

474. To explain in detail the various reasons that have led
us to classify this or that particular melody in one or another
of these four categories would unduly enlarge the scope of this
work. It is sufficient to state that their nature is, first, archeo-
logical; secondly, melodic and rhythmic; and finally, aesthetic.
When the manuscripts have been examined and studied from each
of these standpoints, their meaning becomes manifest and it is
possible to classify them accurately. To imagine that cach
particular case admits of a rigorous classification would be absurd,
because the categories overlap, and the decision in these cases
becomes a matter of taste. After having studied the best types
of notation, after having acquired familiarity with the practical
indications furnished by the ancient codices, both master and
pupil will need to apply the standards of art, for through their
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own artistic application of these principles alone will the melodies
be rendered with all grace and skill.

475. Second case. Repercussion on the first note of a neum
following a strophicus by a note that does not bear a raythmic
ictus, but the mere individual ictus of a basic pulse.

This occurs whenever the rhythmic ictus is carried forward
to the second note of the neum; which is the case when at this
point there is :

a) a pressus,

b) an oriscus (cf. below No. 477),

¢) a simple rhythmic ictus.

476. a) Example of a pressus on the second note of the neum
following a strophicus :

Laon 239. i/
2
St. Gall /77
St. Gall.
1 . . 7A7-/)’
W

042
Intr. Sacerdotes tui. .- Lﬁ [

a-vér-  tas

Fig. 378,
Laon 239. 1. £
5,5
St. Gall. e
E————”—n‘—lo——»— -
(3
Offert. Diffusa est. i —#D;rl -
la- bi- is
g 379.
Nt
Laon 239. ~
-
St. Gall. A
. :
]
Intr. Quasi modo. .!.,”__m_____,_
alle-lu- ia ™
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Laon 239. .d‘""]
St. Gall Iy
. Gall. . /’777/1/7

244

]
Ry. G. Sacerdotes ejus. ri ’ —

t

sa- lutari
Fig. 381.

In all the examples cited above, the first note of the clivis that
follows the strophicus counts as a mere basic pulse in the rhythm,
a distinct note but not one which carries a raythmic ictus. This
type of repercussion requires a light renewal, since the note
of repercussion is on the third pulse of a triplex composite group,
as will be seen in the transcription below :

fa) - N A
q — T 1T
i Te— I EfESSEEE
L‘)/ X 17
a e a e
* A = N A
- 17 ] N n
E_—_ﬂm “ @:g*'&—:f_l:;‘it:ﬁ::
_— o
a e a (&3
Fig. 382

477. b) Example of an oricus on the second note of the neum
following a strophicus. Here we anticipate somewhat (cf. Ch. X).

Laon 239. S ‘L'
: <
St. Gall. 770
R7. G. Ecce sacerdos. = - ’I'% 2 P
P faten,
Fig. 383

478. ¢) Example of a rhythmic ictus on the second note of the
neum following a strophicus.

Laon 239. -r -

St. Gall. 7 2 22 /L.,
o

Ry, G. Juravit. N




STUDY AND EXECUTION OF THE STROPHICUS. 379

The six apostropha of the above example are also found grouped
as two tristropha, s s, or even without a break in the series;
this plainly proves that each individual apostropha was sung
with a distinct percussion.

o Ta
Laon 239. o A
L
St. Gall. 0y
e
Ry. G. Juravit. {o=w e,
» 18
a
Fig. 385
.'»A)
Laon 239. o
St. Gall. )7 N
£ g
] iadilalN T
Offert. Justus ut palma. Q) HR
Fig. 356
a~
A 7
Laon 239. ~ -,
St. Gall. o7, /_
i
. G. Salvum fac. ¥ i
Ry f T e
Sal- vum fac
Iig. 387,

We notice that in the Laon MS. No. 239 the rhythmic episema
of St. Gall is nearly always expressed by a = or an a.

EXERrRCISE XLI.

A Strophicus followed by a Note of Repercussion
without a rhythmic Ictus.
I11. Mode.

a- a, a- a, a- a- a- a, a-
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__.*__‘__

a- a- a, a- a- a, a- a- a- a,
[ IV & _
. A4 vy a4 vy ki d vy n
TN RN an W
— el w- "TR.
a- a- a- a, a- a- a- a

e P e A TN A
4 L Y _— LBy A1 3\ -
e = ;
) SR — 3 y (N
(o %
’

- A
o f— Fﬁ s(_,_ﬁp_piﬁp__@ S

: \P_—_;;g,‘_

A —

’
‘9‘— - T ¥
@:“:p :,;—,-"' e
—Fo S— Ny
R 0 = =
’ ’
) o= _tl\f—s L’T(_\. i
:_EL_—’;_JP:"‘: S i ———H e
@-‘_'t-——'——"'—‘b—— ['\\Eb_p VQ—\_
a a a , a
—————
T 4 y 41 L T\ T +
o ey 7 fa— 'ap:;jé-*-‘_{?ﬁa'f?:’ 5 =
—p et — _"E'“_F’z e
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SN . S <
e e e e
H__H__—_._U_ S—
a—a—a-—a -1 ;U — A — G- X
= i =
@t' :\_\-F' 3 L
A N

§ 3. — The Strophicus preceded and followed by Neums
at the same Pitch.

479. This is a combination of the two cases we have been
discussing, and the rules we have given should be applied here.

NS
Verceil 186. / A A Il
St. Gall. . Yt Y Ve
Rr. G. Probasti. i_q 2% o9 :!_.E_p.___ﬁ
Fig. 358.
ma -
Valladid
Laon 239. l ,«"/‘/~
——
St. Gail. NI, &
.
I i o
7. G. Exaltabo te — 1) o
Do- mine
Fig. 389.
ARTICLE 5.

THE STROPHICUS IMMEDIATELY FOLLOWED BY A QUILISMA.

480. A strophicus immediately followed by a quilisma
(cf. Chapter on the quilisma).

1. The Tristropha. Here, repercussion on the third apostropha
is obligatory (I, 446).

N 702, — 25
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Example.
Verceil 186. e’ AN
St. Gall. \ . ,,szLhﬂ
Offert. Justus. !_—:“_i_,_i.%__miﬁ!._:
palma
Jg- 390.

481. 2. The Distropha. There are two possible interpretations :
a) An ictus on the first apostropha :

Verceil 186. o,"’
—_— 3
St. Gall. 22w — o
R. G. Inveni — - 1 E,:jél:%:‘:EEE%E
Y. G. Inveni. -ﬁﬂ :* R "
e~ um e~ um
Fig. 391.

&) An ictus on the second apostropha :

——— R
:ﬂa—'z—;—ﬁ— @*07J~j—j—"—l‘—!-~g—‘—
Ty [
c- um ¢- um

1y, 392.

482. The first has the virtue of simplicity. In practice, the
average choir will unite in one sound the two cpostropha of the
strophicus, and will apply the general rule for the grouping
of notes. The two apostropha become one long note equal to
a composite pulse, and this interpretation would permit us to
include the four notes fa-fa-sol-la in an enlarged and very broad
triplex group as indicated under the 3.

483. In favor of the second interpretation, it is significant
that many manuscripts use mi instead of fa as the first rote
of the passage: (1)

*
h——_—'
L C————

Fig. 393.

(1) Variants of this kind have already been pointed out. (I1. 443).
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and, consequently, the tonal uncertainty of this note eliminates
it as the firm point of support required by the note preceding
a quilisma. The firm point of support for this passage should
be the second apostropha upon which the rhythmic ictus should fall.

This second interpretation has the advantage of bringing under
a single rule all cases where the disfropha and tristropha are
followed by a quilisma: the rhythmic ictus would always fall upon
the apostropha immediately preceding the quilisma.

The teacher is free to select one or the other of these two
interpretations according to his taste and the capacity of his choir.

Exercise XLIIL

The Strophicus followed by a Quilisma. (1)
I. Mode.

a * - 1 ‘b_l.
N - had N ¥ T ___ S
e —* 5-50,4»—4 i—q—” 'I—i

a- a, a-a, a, a-  a- e a- a-a- e,
]
s
S

a-a.

The above in modern notation.

;><

2
’
RSO S o e =
(4 = T T =
@EE“P %‘Fiﬁ:fﬁ- e ==
| - t
Q-

(1) This exercise should not be sung until the chapter on the guilisma has
been mastered.
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ARTICLE 6.

THE STROPBICUS CONSIDERED FROM AN AESTHETIC STANDPOINT :

THEIR NOTATION.

484. We have scarcely touched the surface of this vast subject :
the notae repercussae which occur so frequently and are so char-
acteristic of the liturgical melodies, as though woven into the
very warp of the phrases, impart an élan, an intensity of
expression that flows through the whole composition. This
sequence of simple neums harmoniously combined with groups
of strophicus take on such ample proportions that they constitute
whole members, often indeed whole phrases, the entire beauty
of which is due to the constant repercussion of the strophicus.
A few examples follow, selected at random :

BT s e c—
Offert. Deus firmarit. ~— 4

qui non

+ i

para- ta se- des tu- a
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Offert. Exaltabo te. & 3 33 oz :r‘_”_"F : s L S—

T

Domi- ne qud-ni- am...

nec de- le- ctd- sti

A —————
» et ‘
et sand- sti me.
173g. 394.

Repercussion of the strophicus, in its various forms, was an
ingenuous and simple procedure greatly in favour among musi-
cians of ancient times as an ornament to the melody. It was
a general means of expression which the composer used for the
various emotions which may find vent in musical prayer : joy
and exultation, as in the Introit, Puer natus est; praise, as in
the Offertory, Benedicite; adoration, in the Offertory, Deus
firmavit; tender, humble and trustful petition, as in the Introit,
Reminiscere.

485. The strophicus plays so vital a part in Gregorian chant
that it is essential not only to preserve it but to restore it to its
original importance.

To accomplish this, the notation of the strophicus must be clear,
precise and characteristic so that it may stand out from its
surroundings and be distinguished at a glance. The neums
as they appear in the MSS. without lines, in those of North Italian,
German, French, Metz and Aquitanian derivation, are represented
by characteristic signs which draw attention to the true character
of the strophicus. Decadence soon set in, however, on this point
as on so many others, and the written form of the apostropha
was gradually confused with that of other notes; first in the
manuscripts, then in the printed books, to the detriment of a
correct and rational interpretation. Fortunately, the tradition
was never wholly lost; the strophicus continued to be precisely
indicated in Germany, even in the printed books, while in France,
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the Lyons Gradual, printed in 1738, retained a distinctive sign
for the apostropha in a number of cases, as for instance :

AR

R G.

Exal- ta- bo

77g. 305.

In other cases of similar nature, we find three square notes
substituted for the apostropha, but this Gradual brings us down
to the eighteenth century.




CHAPTER X

THE APOSTROPHA-ORISCUS AND ITS EXECUTION.

486. — The graphic form of the oriscus has been presented
(II. 44); but we must describe the melodic character of this note
and its execution.

ARTICLE 1. — THE MELODIC CHARACTER OF THE ORISCUS.

§ 1. — The Oriscus on a note that is higher
in pitch than the preceding note.

487. — Dom Schubiger describes the oriscus as ‘¢ a grace-note
higher in pitch than the note preceding it. *’ (1)

This definition seems to contradict what has been said above
(IT.44), namely that the oriscus is like an apostropha in unison
with the note preceding it. But Dom Schubiger’s definition is
correct and the apparent contradiction is easily explained. The
learned author had in mind the many examples in the ancient
St. Gall manuscripts where the oriscus appeared in the manner
stated, but unfortunately the actual notation in use today no
longer makes use of the oriscus in such cases.

488. — Examples of an oriscus placed a half-tone above the
preceding note :
33 S5 -

2 .
EfL_aL'!*J"‘H;"’—‘!*o‘“‘i“T—*‘

a) R G. Diffusa est. et deda-cet te
S -

LN
)

TR

b) Intr. Vocem. us- que
5 -

L I

e

- S
— = ™

¢) Intr. In medio. im-plé-  vit

(1) DOM SCHUBIGER. Die Singerschule von St-Gallen, p. .



388

d)

f)

g)

h)

Tract. 8th mode.

Ant. Vidi aquam.

Ry. G. Ad Dominum.

Off. Inveni David.

Rr. G. Juravit.

Intr. In virtute.

Intr. Resurrexi.

PART 1IIL

— CHAPTER X.
2 A
[ 5
) [}
[] [] [l
¥. Exspe- cté- tur sic-ut
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a N
] A" n a ]
[ [
et o-mnes ad quos
\/-..}'_
fl [] LN
¥ I { I
li-  be- ra
et
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. N ol ]
[
et bra- chi- um
”_U‘-‘«/’; - -
[ 2 u
. MY T a
ol _
¥. Dixit Do- mi-nus
<
N5
f alm
) A" a
a [l
et su- per
[
NS -
)
L1 ]
YA
n L
mi- ra- bi- lis
elc., elc.

Fig. 390.
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489, — Examples of the oriscus placed a whole-tone above the
preceding note:

S5 -
i T,
[ . Y. ol .
a) Intr. Loquebar re- gum
st
] N
(] "
b) Com. Dicite pussillanimes. ec- ce
-u/j"
[ =
(] . o]
I
=
c) Intr. Dum (cum) clamarem. hu- mi-  li- a- vit
rNS -
a .
. T,
d) Off. Sicut in holocausto. tau-ré-  rum
Fig. 397.

490. — It would appear, then, that the oriscus is:

a) A final note of a neum that rises in pitch; and, to complete
the statement of Dom Schubiger we must add that the oriscus is
generally higher than the note preceding it and the note which
follows.

b) A light passing note connected closely with the preceding
neum ; perhaps it would be more exact to say that the oriscus is
an integral part of the neum which precedes it. (i)

The knowledge of this two-fold character will help to explain
the nature and the interpretation of the oriscus when it appears
in unison with the final note of the preceding neum. (2)

(1) In the examples cited of ascending oriscus, Laon MSS 239 has a special
sign for this note ; it resembles a St. Gall porrectus small in size with wavy line
for its third curve.

(2) The oriscus never occurs alone in modern books, so it will not be
~ discussed here.
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§ 2. — The Oriscus at the same Pitch as the preceding Note.

491. — This is usually the case in the notation of today.

The oriscus may appear on any note of the scale but it is most
frequently found on the note above the half-tone, that is to say
on Fa or Do.

A. — The Oriscus on Fa or Do.

S50
¢
_.!....___* ——m
a) Com. Ecce Dominus. il- la
/7}‘ N
3 afax
LR Lishi_N —_—
b) Ry. G. Tollite. ve-stras
/7; N
. R —
— e
¢) Tract. Domine audivi. umbré-  so

B. — The Oriscus on Sol, La, Ré.

N5 p
s
] -
Lo TN
]
a) Off. Confortamini. e- nim
] ‘/’} ol
e ———
b) Ry G. Ex Sion. véni- et
250
] Co L
. [ ]
¢) Com. Dicite. confortami- ni

Fig. 308.
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The oriscus is found very rarely on si or mi.

492. — In the examples given above we may notice the
two-fold character of the oriscus :

A note of transition, — this the oriscus certainly is for it is
apposed to the end of a neum and leads immediately either to
another neum or to a new syllable.

493.— A note of higher pitch. This characteristicis not apparent
at first sight because the notes are written in unison, but a study
of the manuscripts reveals a slight downward inflexion of the
voice on the note which precedes the oriscus throwing the latter
into melodic relief and thus preserving its character.

The neumatic manuscripts indicate this shade of distinction in
their own way :

instead of the oriscus, NS Ns o
A T z
Lokl =.=
a virga is used : N N
N
B L)
N
Fiy. 399

The natural transcription of this equivalence requires a si or
a mi before the oriscus and, as a matter of fact, many manus-
cripts of various sources give this version.

494, — Curiously enough, however, the Antiphonal of
Montpellier with its double notation interprets the last two notes
of the neums " and 4~ as being at the same pitch.

There are many variants on this point both in the neumatic
manuscripts and in those with lines.

495. — What causes these variants ?

We have pointed out the cause (II. 444) in regard to the
apostropha : it is the fonal indecision in the singing of a note that
makes it difficult for the listener to hear it with precision and for
the scribe to write it accurately. This indecision did not affect
the oriscus itself but affected the note immediately preceding it,
the last note of the neum, whereas the oriscus remained stable.
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According to the interpretation of the individual scribe, this note
was recorded as a Fa or a Do, in which case the oriscus appeared
to be in unison, (Fig. 400 A) or else as a Mi or Si (Fig. 400 B, C),
in which case the oriscus appeared at a higher pitch than the last
note of the neum.

: ‘s
e
A xx —
. -
5 i B

|
ESEs

C —-t
—-—N =.=
I7ig. 400,
496. — In reality, however, this note before the oriscus in

neumatic notation in campo aperto must have been neither Fa-Do
nor Mi-Si, but a graceful undulation of the voice, far too subtle
to be given a fixed place in the inflexible diatonic scale.

Surely the contradiction between the two notations, neumatic
and alphabetic, of the Montpellier codex is an indication of this
tonal uncertainty.

ARTICLE 2. — THE EXECUTION OF THE ORISCUS.

§ 1. The Oriscus and the preceding Neum.

497. — The theorists give us no information on this point.
Once more, we must seek our information directly from the
manuscripts.

498. — The neum preceding the oriscus. — The letters and
rhythmic signs of the manuscripts of St. Gall indicate that this
neum is always brief and light, a fact that is illustrated by the
examples given above (Fig. 396), especially in line / and j where
the clivis is marked with a ¢ = celeriter. This interpretation is
applicable to neums with an oriscus that is distinct as well as to
those where it is in unison. This delicate shade of the first case is
quite impossible to render to-day, because the notation in actual
use suppresses the oriscus or substitutes for it an ordinary note.
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499. — The value and rhythmic importance of the oriscus. As
to the oriscus itself, it does not appear to have differed in value
from an ordinary note. The inference is clear since an ordinary
virga was frequently substituted for it even in the manuscripts
of St. Gall. It is not, therefore, an ornamental sign but it
represents a note of normal value, but very light and with a
retroactive effect of slight acceleration on the preceding neum.
The substitution of a virga for an oriscus was less detrimental
then than now, for the absence of any suggestion of length, even
the addition of a positive indication ¢ = celeriter to the preceding
neum, made it possible to maintain a correct interpretation. And
even where all these indications might be missing, the
traditional oral teaching would compensate for the deficiencies
of the notation here as in countless other passages. The Gui-
donian transcriptions seldom pay any attention to this sign,
except in Germany, home of correct notation. Its absence does
not deprive us of anything essential, it is true, either as to
melody or rhythm, but it had practical disadvantages which are
one of the countless marks of decadence, one of the fissures
as it were in the Gregorian vessel which permitted the
leakage and finally the loss of that art and beauty which had
been stored up and preserved through the centuries. The sign
of the oriscus warned the singer of the extreme softness and
lightness of this note in a way which the modern substitutes
— the punctum and the virga — cannot do : for, too often, these
notes are sung like a pressus with a force and weight that
deforms the melody. The oriscus also warned the singer to
prepare the emission of the note by a delicate rendering of the
preceding neum, and this, the square notation cannot indicate.
It is evident that the reestablishment of this sign will mean the
resurrection of these delicate shades of interpretation and we
shall adopt it hereafter in all the Solesmes editions ; for whatever
can aid the singer and lead him to a closer knowledge and more
perfect rendering of the rhythm and melody even in their most
subtle details, and everything that will prove to our contempora-
ries that the ancient music of the Roman Church was a veritable
art, should be welcomed, treated with respect and maintained
with the greatest care.
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500. — The Distinct Oriscus (Fig. 396, 397) should present no
difficulty provided it be clearly noted. When an ordinary note
is substituted for the oriscus, there is no way of distinguishing it
from the surrounding notes : in the Vatican Edition this delicate
shade of expression is therefore lost to us.

501. — The rendering of the oriscus at the same pitch raises the
question as to whether or not the preceding note should be
inflected.

It would be in conformity with the early traditions to use this
inflection, but in practice, only trained singers should attempt it.
In the case of choirs, it is safer to keep to what is written, that
is to sing the notes af the same pitch. The two notes should be
fused so that they make one long note which, by its delicacy and
softness will differ radically from the pressus which is equally
long but stronger and more marked. The pressus must never
be confused with the oriscus because of this difference in the
rendering. The preceding neum must also be sung very lightly
in the case of the oriscus.

§ 2. — Position of the Rhythmic Ictus with respect to the
Oriscus.

502. — General Rule. The oriscus never takes the rhythmic
ictus, because it is always either preceded or followed by a note
bearing an ictus, and these cannot follow each other on two
simple pulses in immediate succession.

503. — Place of the ictus after an oriscus — 1. The ictus, in
this case, falls nearly always on the note immediately following
the oriscus :

et L .
A ket B qe e —
o |
a. um-bro-  so
. ) * *
(] SO [ a2
O — D VAW,
implé- vit tau-ro-  rum

Fig. g4o1.
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504. — 2. It falls — but very rarely — on the second note after
the oriscus.

This may happen in two cases :

a) When the oriscus is followed by a salicus, because the latter
neum has its ictus on the second note :

*
[ -
) ——d
tu- um

Fig. 402

V. All. Adorabo.

b) When a musical theme with a spondaic text is altered to fit
a dactylic text and an extra note (survenante) is placed after the
oriscus to carry the short penultimate syllabe :

Spondaic form. A j:la___E
Tr. De profundis. -)_V.—Fi- an?
s___.___*_
Dactylic form. R —
Tr. Beatus vir. Rlo- ri- a -

Fig. 403.

505. — Place of the ictus before the Oriscus. — From what has
been said, it is clear that the ictus must fall on one of the two
notes which precede the oriscus ; the choice being determined by
the melody.

506. — The ictus is placed on the note nearest to the oriscus :
a) Whenever this note is fused with the oriscus. (II. Fig. 398)
To this rule there are no exceptions.
b) Whenever, in the melody, the oriscus is higher than the
note which precedes it :
[ ¥
] L)

-

*

a P
] L
e

L}

implé- vit tau-ro-  rum

Fig. go04.

(cf. Fig. 396, and Fig. 397 in almost every line.)
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507. — 2. The rhythmic ictus is placed on the second note
before a distinct oriscus in other melodic forms of which the
following are examples :

P *
 J% " n [] -~
- v A s
&
us-que su-  per
Fig. 405.

{cf. also Fig. 396 lines a, b, g, h, i, j.)

508. — NOTE. — This second rule may and often should be
followed whenever instead of fusing the oriscus with the preced-
ing note, as in the examples (Fig. 406 A) we sound the two
notes separately (Fig. 406 B) in conformity with the equivalences
noted above. (1)

e c
15 v
A et — B AN

— e _—t

a a
Fig. 406.

(1) There are cases in which the lowering of the note preceding the oriscus
adds greatly to the charm of the melody. Some years ago we ventured on an
experiment at Solesmes. In the Introit Gaudeamus, instead of singing the
phrase diem festum as noted in the Liber Gradualis (Fig. 407, A), it is sung
according to notation B of the same figure :

A

L b Lo

di-em festum ce-le-brantes

L e e e e

di- em festum ce-le-brantes

Fig. 407.

This way of rendering the clzvis-oriscus was found to be so pleasing that it
has been retained notwithstanding the notation. The finished artist would
probably sing neither fz nor 7z on the second note of the cZZwis, but something
between the two.
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The ictus is thus displaced, as a rule, when the clivis cum
orisco, becomes a porrectus, as above. The rhytmic ‘‘touch”
when thus thrown back on the first note of the porrectus should be
very delicate as shown by the e = celeriter above it.

509. — In one case only might we be tempted to assign an
ictus to the oriscus itself : and that is when we can count four
notes between the two ictus on either side of it. This generally
happens when a short penultimate syllable is interpolated into a
melodic motif which normally contains three notes only between
the two ictus.

3 notes

| e
Normal form, spondaic text, A &7

Off. Sperent. Spe- rent

4 notes

t [
4 > a—o—A—
Dactylic form. T S —
Tract. Laudate.  confir-ma-  Za  est

Frg. 408.

According to the laws of natural rhythm (I, 43) the four notes
do - si - do - do should be divided into two duplex groups by
means of an ictus which must necessarily fall on the oriscus :

confir-ma-  Za est

Fig. 409

This division, however, may be avoided legitimately by
recalling the fact that this little group of notes, ending on the
oriscus, is always light and should be sung quickly. We apply
here the principle according to which four notes may be reduced
agogically to the value of three - that is of a triplex composite
pulse.

N°702. — 26
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EXERCISE XLIIIL

Oriscus as a Transition or Passing Note between neums. (1)

a) Oriscus on the fa.

I. Mode.

.| 1 L y |

] T - ] T o T
O Lae [ FONL IR PN
Inlinki*_ N il [ W HaE A inficklainl
a a a a a

The above in modern notation.

b) Oriscus on the sol.

IV. Mode.
a 1 1 1 1
] - T - T T - . i L]
B LIPS o L IPH—— L ] : _=11_';__

(g T

a a a a a
Ao 1 P 1 ]
(Tl LA PO LI VN ' .- &

LW B i) Wl YO CACLTREON PO L 1

L} .".. lad 1 - 7&. T - :l- i T Lol § .-.
a ' a a a

(1) Instances of an orzscus serving as transition for a syllable in the text will
be dealt with in Part 3.
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The above in modern notation.

¢) Oriscus on the do and on the /a.

V. Mode.
an |
2t R A | - v
__".i._ * '_'_'.!.__q%__.!,r__’iﬁ?._ ;:ﬁﬁ.__;h_
a a a a MA

2 008

—:—Jﬁﬂ'——:—{ "3 ...‘—.r-—'llﬂ-v-m. —

R A
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The above in modern notation.

’ , T———
&tr I —— ——
%;)Ec_—:gz—-gg;;zgﬁ* eSS
AN [ —




CHAPTER XI

THE SALICUS AND ITS RENDERING.

510. — The salicus has already been defined (II. 45) as an
ascending group of three, four or five notes. It has two forms,
one in which all the notes are ascending :

P rd

-
[] ol
47 At

Fio. 410,

The other, in which the first two notes are at the same
pitch :

Y d
a
] a
. ny
L'}
Fig. g11.

This latter form is peculiar to the salicus of three notes. We
must now determine the interpretation of these two forms.

ARTICLE 1.
RENDERING OF THE FIRST FORM OF THE SALICUS.

511. — The theorists say nothing about the interpretation of
this neum, therefore we must turn to the manuscripts and adopt
the following rendering.

The word salicus — salire, to spring — suggests its
character.

The voice, having merely touched the first note, springs
immediately to the second, which carries a special mark ; here it
is prolonged somewhat like a pressus, but more slightly, more
delicatelv. It is this second note that takes the ictus, and its
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prolongation is indicated by the romanian sign, the horizontal
episema:

[

., x
| u
 h e
Fig. q12.

In both these examples, the rhythmic ictus falls on the second
note of the salicus.

512. — This interpretation is supported by the following facts:
1o Neumatic equivalents in the St. Gall manuscripts;
2° Romanian letters ;

3° The use of the same sign for the pressus and the salicus in
the manuscripts of Metz, Laon, Verceil and Milan;

4c Equivalents in the manuscript of Laon;

5o Adaptation of the text to the salicus.

513. — 1° Neumatic equivalents in the St. Gall MSS.

The two higher notes are replaced either by a pes quadratus 7,
or by a pes quassus ¢~ .

= v =
_ =

/ 7 s

Fig. 414.

The pes quadratus, as we remember, and especially the pes
quassus, both require a point of support on the first note, and in
the latter this may even entail the doubling of the note (II. 72, 73).

514. — The same equivalents are found in the salicus of four
notes :
e——
= L
..I
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515. — On the other hand the following equivalent, though
very rare, seems to indicate that there could not have been, in
practice any very perceptible difference between the two nota-
tions: in the case of the salicus, a mere ‘“ nuance’’, a slightly
increased support, an added shade of swiftness — nothing more.

= S = %ﬁ.ﬁ

faci- as  nos
in voce tu- bae

Fig. 416.

516. — The replacing of the salicus »~ by an ordinary
scandicus .~ is very rare in the St. Gall MSS: out of hundreds
of examples, there are only two or three instances, and these
may be attributed to a copyist’s mistake. The manuscripts are
wonderfully consistent in the use of the salicus and it is evident
that the scribes attached great importance to this sign.

517. — 20 Romanian letters. — We must not expect to find
many letters over a sign which, for our predecessors, was in
itself an indication of support and length. It is nevertheless
essential that the letters used should confirm this rhythmic
value, as in fact they do.

-

= o = = fy e P = P
T 2 3 4 5 6

Fig. 417,

The = = tenete is well-known, and very significant here.

The f, rarely found in Romanian manuscripts, occurs more
frequently in Bamberg MSS lit. 6. Notker thus describes it :
Ut cum fragore seu frendore feriatur efflagitat, and the Leipzig
MSS 371 : Ut cum fragore feriatur (11. 92).

518. — The St. Gall MSS rarely use a ¢ = celerifer over the
salicus’ note; at least we have only found it there in a few cases.
The Metz manuscripts confirm the strength and the length of the
salicas.

519, — 3° The use of the same Sign for the pressus and the
salicus in MSS of the Metz school of notation.
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The Metz pressus takes the form shown in figures 418 and 419.
This sign is apposed to the note which it lengthens in two ways:
By being attached :

rdi rclivi
Laon 239 7/': an ordinary clivis, a
pressus and a punctum.
Fig. 418.

Or else separated :

Laon 239 ﬁ, " a pes subbipunctis, a
. pe pressus and a long punctum.
O] -
—Em—
sy
Fig. 419.

520. — In the Metz notation the same sign is used for the
middle note of the salicus, with this difference, that it stands
alone, thus it is not apposed to another note.

'

o

RS

Fig. 420.

There are, it is true, differences in the way the sign is written
in the various manuscripts, and even in the same codex, but we
need not enter into such details here. The use of the same sign
for the pressus and the salicus would definitely show the strength
and the length of the latter, were it not that the same sign is
used, in this notation, for the oriscus, which is naturally light.
The Metz school seems to have used the same sign for the three
neums derived from the apostropha — pressus, oriscus, salicus
— whereas the St. Gall school assigned a clearly distinct form to
each of them.

521. — In spite of the identity of these signs, it seems quite

clear that the copyist of Metz foresaw the difficulty, and took
his precautions to prevent the identical rendering of the pressus
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and the salicus; the manuscript of Laon very often adds to the
salicus, a ¢ = celeriter, which has for its object, the diminution
of the sign of length and the lessening of it to the value that
exactly suits the salicus.

[+

Laon 239. o

St. Gall. 7

Oft. Laetentiy. ~————— =

g — ——
Lae- téntur

Fig. g21.

‘We must not be surprised to find the letter ¢ over a neumatic
sign, indicating length; for the St. Gall codices constantly use
this letter over the pressus itself, to indicate that it should be
sung lightly.

522, — 4° The equivalents in Laon MSS. — The St. Gall MSS
are extraordinarily consistent and persevering in their use of the
salicus; on this point, as in so many others, they are masters and
models.

The Metz manuscripts are not so consistent, and show a
marked decadence : sometimes they lose sight of the salicus
which then becomes a mere scandicus. These mistakes are not
however, wholly irreparable.

523. — In the first place, the mere comparison with the
St. Gall MSS would justify our replacing all the Metz scandicus
by the salicus, in accordance with the original tradition. But
we may go further.

We find, after comparison of identical melodic passages in the
Metz MSS, and even in a single manuscript, Laon for instance,
that these variants are the result of careless copying; since for
the same neum, and in the same melody, they use sometimes the
salicus, sometimes the scandicus, where St. Gall uses the former
only. We are therefore entitled to restore the salicus in every
case.

524. — But what is even more important; such restoration is
not always necessary, for the faultly scandicus in the Laon MSS
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are sometimes made to equal the original salicus by giving the
neum a special form, namely by adding the letter a = augete to
the middle note :

thus creating an equivalent, and again confirming the strength
and length of the middle note :

Examples :
Laon 239. ,‘2«/
~
St. Gall. v
Off. Deus firmavit. E_—_ﬁmi
tu es
Fig. 423.
Laon 239. /.,'.{
’
St. Gall. e
Off. Tui sunt. .; -
tu fun- dasti
Fig. 424.
4 ~ a-
Laon 239. ?.1 /./"" ~ ‘I/,
<
Einsied. 121. /7). ;onaor

L]
Ry. G. Prope est Dominus. E—P"ﬂ’”ll—#'—:ih“

0-mnis ca- ro

Iio. 425.

525. — It would seem that St. Gall uses the same device as
Laon when the tradition of the salicus has been lost : here is one
last example of significant equivalents :
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Turin G. V. 20, e

Monza C. 12/75. ﬂ/

The St. Gall mss et Einsied. 121. :‘f/

Bamberg lit. 6. y e d

Laon 239. e
»

s . .
Intr. Circumdederunt. ¥ P '._x_:

in-vo- ca- vi

Iig. 426.

The Turin and Monza MSS have a salicus; St. Gall and
Einsiedeln have two long punctums and a -= == tenete over the
middle note, as in the earlier example from Laon MSS 239. The
latter also has two long puanctums here with an a = augete;
while Bamberg has three virgas in succession, the middle one
with a Romanian episema as a sign of strength and length. All
four notations are equivalent to one another proving that in the
salicus we must look for nothing but the relative strength and
length required for a correct interpretation.

526. — 5° Adaptation of the text fo the salicus. Diaeresis of
the salicus. — The foregoing conclusions are confirmed by the
rules for Gregorian composition relative to the salicus.

By the term diaeresis we understand the division and distri-
bution of a neumatic group over several syllables, which normally
would be assigned to a single syllable (cf. Paléographie Musicale,
Vol. III, p. 73).

When the number of syllables requires it, the composer uses
the digeresis of the salicus : he assigns a syllable to the second
note, which thus begins a neum and takes the rhythmic
ictus. The breaking-up of the original neum does not in any
way affect the rhythm; in either case, the ictus falls on the
same note.
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For instance :

! a -
« ) . ]
Tract. viith Mode, —a —M Ea A @ W
Ve v
Iy v NS - - =
ge- ne- ra- ti- o re- ctérum
et ju-  sti- ti- a ejus
in man- (datis)
6 - v
diaeresis - -
. J -
in cor-| nu i 16-co 4- beri
- v
vi- ne- a
< - J
ad-ju- { tor et
- v
et ex-| al- ta- bo eum
v
nos au-| tem
. J
qui ha- | bi- tat
ele., ele.
Fig. 427.

Notice in the above example that the pes quadratus is used

instead of the salicus: the first note of these two podatus is
strong and has length,

527. — Further examples of the diaeresis, but with an ordinary
podatus.

i PPN =
R7. G. vth Mode. [u . . e A
4 2% i
LB}
_ L0
J _n/ PR
in ae- tér- num
-n/
sunt in pa- ce
/S-S
. ]
diaeresis , a
p. a [ ]
legem Ex- cél- si

Fig. 428.
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rd
[ N T
.| b
=y
Al- tis-  si- mi
in prin.- ci-  pi- bus
¢- ri-gens pau- pe- rem
i
(] . .
—
et di- xit mi- hi
semper in me ma-net
be- ne- di- cé- tur
£, 429,
/
A
i -
s . ] Fal "
———al— "
in 0O- mni- bus vi- Is
-”/
< et pro
7
-
ut sal- vos fa- ci- as
|
par- ce
[ 7 "
D n 2 kN | a
——a—|—" i P
prin- ci- pa- tus
4 in cu- bi- li- bus
us-que ad sum- mum
pro- cé- dens de tha- la-mo

cle., cle.

Fig. 450.

528. — What we have said of the salicus of three notes, applies
to the salicus of four or five notes : namely that the salicus note
is marked with a rhythmic ictus, slightly lengthened.
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ARTICLE 2.

INTERPRETATION OF THE SECOND FORM OF THE SALICUS
AT THE SAME PITCH.

529. — There are two possible interpretations :

a) The salicus treated as in the preceding example : first note
light, second note stronger than the first, and given a repercus-
sion, the ictus remaining on the second note.

Fig. 431.

b) or the uniting of the first two notes into one, like the
pressus.

— S S
_ = =
Fig. 432.

In this case the rhythmic ictus is on the first note, but the
singers’ attack must be very gentle, in order to allow an easy
increase of strength on the central note which remains the most
important. There are good reasons in favour of both inter-
pretations, though in practice we adopt the second as being the
easier of the two. Those who prefer the first interpretation are
free to choose it.

EXERCISE XLIV.

On the Two Forms of the Salicus.
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The above in modern notation.

—_— T T T —




CHAPTER XIL

THE QUILISMA AND ITS RENDERING.

530. — We already know the form of the quilisma (II. 49).
It remains for us to speak of its place in the musical scale, of the
notes that surround it, and of its interpretation.

ARTICLE 1.

POSITION OF THE QUILISMA IN THE MUSICAL SCALE.

531. — The quilisma, as we know, is invariably preceded, in
our actual notation, by a note or a neum. (1)

It occurs between two notes which are :

a) a minor third apart — the half-tone being affer the quilisma.

a R "
v NE SN
ol . - ¥

]
Fig. 433.

(1) Exceptions to this rule however are found in the neumatic manuscripts.
In Hartker’s Antiphonar the gui/isma is sometimes assigned to a syllable
without a supporting note or neum. (Fig. 434 A)

Ant. O Oriens...

s {ﬁnbxﬁq n::)f t;s s el
et O Clavis... ¢ 5 5 -
A . “ - — —3 +
O Rex géntium..  for- ma- sti —
- i - Esto mi-hi_zn De- um
O Gabrihel vo-Ca- bi- tur
Fig. 434.

Among the twelve great “ O” antiphons only four end thus; the sign is that
of the guilisma, but what is its meaning in this context? In other cases,
there can be no doubt but that it is a real guilisma, as in (Fig. 434 B). Here
the elision accounts for the gui/isma being made the beginning of a neum.
As a matter of fact, this is not an exception to the rule, and we should do well
to revive this way of writing the guilisma.
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A half tone before the quilisma.

A Yai

"~
o
Cal

Fig. 435.

b) The quilisma between two notes forming a Major third.

a ,

] S 8 o

= st

5 A AR (A i
T [ "

-¥I

a b C

"

d e etc.

Fig. 436.

413

c) Between two notes forming a fourth; in this case which is
rare, the quilisma is a major or a minor third above the first note.

Off.

a Ad te levavi. "
irri- de- ant
R. G 5 aa
b Sciant gentes. &,ﬁh —
sti- pulam
K. G. : _
c Miserere mei Deus N ﬁ=
quoniam in te confidit a
oppro- bri- um
d R. G. : T
T'ribulationes. l“ +
necessitatibus me- is
Off. Calll]
e . , . [] .o
Sicut in holocaustis. A
et sic- ut
a !
R. G. I 8 e
f Custodi me. — @ ?r -
oculi tu- i
Fig. 437.

The quilisma is never found between two notes separated

an interval of a fifth.
No 702, — 27
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ARTICLE 2.

THE INTERPRETATION OF THE QUILISMA.

532. — We have three sources of information on this point.
a) Byzantine sources,

b) the Latin Authors,

¢) and lastly the manuscripts.

§ 1. — The Byzantine Quilisma.

533. — The origin of this expression is evidently Greek,
though its etymology gives us nothing very precise: xdhspa,
the act of curling or twisting. There are two opinions as to its
musical significance.

The first opinion considers the Byzantine quilisma not as a real
note but as one of the important mute signs that refer to the
chironomy rather than to the voice, and indicate not the sound,
but the tempo. (1)

The Gregorian quilisma however is certainly a real note,
an intrinsic part of the melody itself. If then the first opinion
of the Byzantine gquilisma holds good, there is no possible
resemblance to be established between the oriental and the
western signs.

The second opinion (2) makes of the Byzantine quilisma the
sign not only of a note but of a whole series of notes — a whole
melisma of which it is a shorthand abbreviation. This opinion
tells us nothing about the value of the quilisma which, as used in
the West, represents one note and no more.

Therefore we must abandon hope of any practical help from
this source until further discoveries are made.

It is useful to begin with the codices, as they throw light
not only on the quilisma itself, but also on the notes which
precede it.

(1) J.-B. REBOURS. 77aité de Psaltigue, p. 11.
(2) FRaANCK CHOISY, L’ Hymne du Paléologue et la Musigue Byzantine,
Revue Musicale; 1907, p. 184 and p. 259.
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§ 2. — The MSS. The Retroactive Effects of the Quilisma.

534. — The Latin quilisma has a retroactive cffect, and
even prolongs the note or neum preceding it.

To this rule there is no exception: it is proved in one
way or another by those manuscripts of every country which
have preserved the rhythmic notation, whether wholly or in
part (1).

535. — The many devices used by the different schools of
notation to indicate the slowing up of the note preceding the
quilisma fall into three classes.

1° The use (in the St. Gall and Metz MSS) of rhythmic signs,
and letters that indicate length.

S o S
: It ”, L w“
Laon 239 ~ Aa 7/:’/ e py ANV -
- - <
St.Gall T/ T Ju/ [ w Jed e g
[} -—n B PR
¥ ety .
i ¥ —— —— jnlla Bl Nl } s
ar Y L s nla i) M4
A B C D E I G
Fig. 438.

Although the notation of these two schools are so utterly dis-
similar, they are in entire agreement as to the use of these signs,
instances of which may be counted by the hundred.

536. — 2° The doubling in the notation of the note preceding
the quilisma.

Two well-known manuscripts, the Monza C 12/75 (Xth century)
and the Vienna Bibl. Imp. 1845 (XIth century) generally write a
double note before the quilisma, that is to say, repeat the last
note of the neum immediately preceding the quilisma. For
purposes of comparison, the St. Gall notation is given also.

(1) Cf. Rassegna Gregoriana, 1906, col. 226 and ss. “ La Tradition
Grégorienne & propos du Quilisma”.
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a) A doubled note after a clivis :

Monza 7 .“"/I'/
St. Gall. NtV Vienna  J v
!—FM__ . -
Intr. Rorate. L !—E‘:
£78. 139
b) A doubled note after a forculus :
w/
Monza g
St. Gall. w »
E & Vienna . S
& — — &
Com. Iicce Deus. ‘m—— (I

Fig. 440.

In this example Monza does not double the note after the
torculus, but uses a long forculus 4 here.
¢) A doubled note after a climacus :

Monza [PV LR EN

St. Gall. et/ Vienna e,
R — Pt
K. G. A summo. _F‘—L“ E———L._.!_

Fig. 4q1.

Other examples may be scen in the article in the Rassegna
Gregoriana already quoted.

537. — 3° The Division of the neum preceding the quilisma.

Another way of indicating the retarding of the notes preceding
the quilisma is the division or breaking up of the neum preceding
it by detaching its last note.

Thus in the Montpellier MSS:

a) an ordinary clivis »n before a quilisma {requently becomes :

/¥
i

Fig. 442.
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b) an ordinary torculus » before a quilisma becomes :

V —w
i

g 143

The same device is used by Italian, Lombard, Aquitanian and
Spanish MSS. The St. Gall notation also employs it, at least for
the podatus, for instead of the podatus ./ or 7, it always gives
two punctum planum before a quilisma ad

538. — The last two devices, of doubling and dividing are
more or less frequent in the manuscripts; they grow scarcer as
time goes on, though they are common enough in later manus-
cripts to uphold the primitive tradition which is so clearly
expressed in the St. Gall and Metz MSS. We should not be
surprised at such a state of things, nor think that it argues
against the tradition. Everything is explained by the progressive
decadence of Gregorian chant. We would do well to read over
what has already been said about the use of the rhythmic signs
in the MSS (1I. 59-63).

539. — These first indications gleaned from the MSS lead to the
following conclusion :

In the melodic and rhythmic entity formed by the quilisma and
the notes preceding it, the note immediately before the quilisma
is, from the rhythmic and the melodic point of view, more
important than the quilisma itself. The latter, consequently, is
simply an ornamental note.

540. — The history of the quilisma during the period of
greatest decadence fully confirms this deduction.

One of the most significant and most common characteristics
of this epoch was the total omission of the quilisma. The loss
would be inexplicable if a fundamental or lengthened note, had
been in question. There are many instances of such omissions.

Where however, the quilisma note itself has been retained, it
appears as the middle note of the neum of which it formed part,
though this again does not imply that it had been originally
strong or long (ct. Rassegna, 1. c. col. 243-244).
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The manuscripts have given us some hints as to the interpre-
tation of this mysterious sign; we must now consult the Latin
writers,

§ 3. — The Latin Authors.

541. — The passages which bear upon this subject may be
divided into two categories.

a) The texts directly referring to the quilisma, i. e. those in
which the term is expressly used;

b) The texts which, according to modern commentators,
contain more or less transparent allusions to the quilisma.

We give them all in a foot-note, for we cannot undertake to
discuss these obscure texts, which after all only furnish matter
for speculation and conjecture (1).

(1) AURELIAN of REOME, gth century. -— ¢ Versus istarum novissimarum
partium fremulam adclivamgue emittunt vocem ” Gerb. Scrigs. 1, p. 47 —
“Antiphonarum quatuor sunt hocin tonodifferentiz, (Authentus Protus) quarum
prima heec est : Ant. Zradent enint vos, finisque versiculi fremulam emittit
wvocem.” Gerb. Script. 1, p. 44°.

NOTKER, gth-1oth century. — In the letter to Luitpert is the explanation of
the Romanian letters g. g = ut in gutture gradatim garruletur genuine
gratulatur.

GUIDO D’AREZzzO, IIth century. — * De quibus illud est notandum, quod
tota pars compresse et notanda et exprimenda est, syllaba vero compressius.
Tenor vero, id est, mora ultimze vocis, qui in syllaba quantuluscumque est,
amplior in parte, diutissimus vero in distinctione, signum in his divisionibus
existit. Sicque opus est ut quasi metricis pedibus cantilena plaudatur, et
aliz voces ab alils morulam duplo longiorem, vel duplo breviorem, aut
tremulam habeant, id est, varium tenorem, quem longum aliquotiens litterae
virgula plana apposita significat : ac summopere, caveatur talis neumarum
distributio, ut..., etc. Gerb. Script. 11, p. 14b-15%; ed. D. Amelli, p. 35.

ARIBON, Ilth century, commenting on the above text, says: “ Quod dicit :
“aut tremulam habeant” puto intelligendum sic esse. Tremula est neuma
quam gradatum vel gwilisma dicimus, qua longitudinem de qua dicit
“duplo longiorem” cum subjecta (plana) virgula denotat, sine qua brevitatem,
qua intimatur per hoc quod dicit, “wvel duplo breviorem” insinuat”. Gerb.
Script. 11, p. 215>,

MoNACHUS ENGOLISMENSIS, IIth century. De Vita Caroli Magni. —
“Omnes Franciee cantores didicerunt notam Romanam, quam nunc vocant
notam Franciscam, excepto quod fremulas vel vinnolas, sive collisibiles vel
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542, — The least obscure definition of which any practical use
can be made, is perhaps that of Bernon’s: ¢ Quilismata quae nos
gradatas neumas dicimus *’. Aurelian’s term ‘‘ adclivam ’’ has the
same meaning, so that the quilisma may be looked upon as a
kind of ascending portamento. This is a plausible interpretation,
for it agrees with the data furnished by the MSS. As a matter
of fact an ascending portamento invariably requires the lower note
to be sustained, for the voice rests on it before gliding smoothly
upwards, and this is just what the MSS indicate.

These scanty references in mediaeval writers will not perhaps
content all our readers, and those who wish are free to treat the
quilisma as an ordinary note, light, and without any portamento.
This makes an easier rendering, which is a point worthy of
consideration. Even in this case however, the lengthening of
the notes preceding the quilisma must be maintained, for this is
an ascertained fact.

543. — We have not found anything in the manuscripts to
authorize the note before the quilisma being interpreted as a sort
of grupetto.

secabiles voces in cantu non poterant perfecte exprimere Franci”. Monum.
Germ. Script. 1V, 118 ; ed. Waitz.
BERNONIS AUGENSIS, Tonarius, § 1331. — “Saculorum amen. Ant.

Amen dico vobis. Hwzx antiphoneze licet a finali incipiant, tamen quia per
quilismata, quae nos gradatas newmas dicimus, magis gutturis, quam chor-
darum vel alicujus instrumenti officio modulantur, potius hujus differentize sono,
quam principali ipsius authentici promantur modo”. Gerb. Scrigs. 11, p. 807

ENGELBERT D’ADMONT, T 1331. — “ Unisonus vero non est aliqua conjunc-
tio vocum, quia non habet arsim et thesim, nec per consequens intervallum vel
distantiam, sed est wox fremula, sicut est sonus flatus tubae vel cornu, et
designantur in libris per neumam, quae vocatur gwi/isma”. Gerb. Script. 11,
b. 319"

JEAN DE MURIS, 14th century. — ¢ Quilisma dicitur curvatio, et continet
notulas tres vel plures quandoque ascendens, et iterum descendens, quandoque
e contrario.” Gerb. Script. 111, p. 202 *P,

WALTER ODICTON, 13th-14th century. — “ Quilisma dicti ad similitudinem.
Quilos enim grece, et zus terra, quasi humida terra a receptione aquarum.”
Couss. Script. 1, p. 2142

Ct. The texts quoted by the Rev. Fr. Vivell, Gregor. Rundschau, nov. 1903,
pp. 162 and ss.
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Now that we have discussed these preliminaries, we may pass
on to the practical rules for execution.

ARTICLE 3. — RULES FOR RENDERING THE QUILISMA.

544. — Some general rules.
1e The note preceding the quilisma is always to be slightly
lengthened and sustained; it will always take the rhythmic ictus.

545. — 20 The quilisma-note which is always light, will never
have the rhythmic ictus.

546. — 30 This note is to be treated either as a portamento or
as a mere passing note. In time value, it is equivalent to one
simple pulse. A heavy long drawn-out portamento would be
quite contrary to the idea of this vocal embellishment, which
requires a graceful rendering.

We will now give particular rules for each case.

547. — A. A single note before the quilisma.

it/ et aeeid]

.
]

| I s
a b c
2. g4

Here we only have to apply the three preceding rules literally.
To call attention to the point of support on the punctum, an
episema may be added (Fig. 444 b, ¢), but the quilisma sign is in
itself a sufficient indication.

548. — B. Two notes before the quilisma.

- -
ﬂ’n/ ‘-“/
]
)
a = a »
o] o
i ny
3
b —~n N
e -

Fig. 445,
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Both are lengthened, but the lengthening is approximate, for
there was a certain freedom in the interpretation, which explains
the variants in the MSS.

549. — Some MSS, it will be remembered, double the note
immediately preceding the quilisma :
—
. -
Fig. 446.

Therefore according to rule 1 (II, 544), this note must be long
and take the rhythmic ictus. However, the St. Gall MSS. do not
all use this doubling. On the contrary, they appear, as in the
case of the clivis, to attach greater importance to the first note,
for they write an episema or a = over it. We sometimes find, in
like cases, that the virga before the clivis is doubled :

E//)“/
S

or what amounts to the same, the pressus is used :

S
—

o ¥

Fig. 447

550. — In practice, not one of these precious indications must
be neglected. They may be made to agree by writing the first
note of a duplex neum with an episema, or even a rythmic dot
(Fig. 445 and 6). The holding of this note should not be
exaggerated by the singer.

551. — C. Three notes before the quilisma.

-
S T S
-3 :

a¥
Ld
i ]

fe
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These three neums, forculus, porrectus, climacus, are rendered
in accordance with the usual rule: the rhythmic ictus falls on the
first and third note of each neum, and all three notes are slightly

retarded.

552. — D. Four or more notes before the quilisma.

| A,
L.aon 239. v ’; /a,
& ~
/A/
St. Gall. = -
I_-‘“/ ‘/ --_yov”
a
- P | m—
| S-S > — &
st i O 2 G
]
£ig. 449-

The same remark applies to this case: the usual rules are

followed.
553. — E. A strophicus before the quilisma.

St. Gall. 222 uw/’
. o
Off. Justus ut palma. ¥ Sl
... palma...
1. 450.
Laon 239. pa s
St. Gall, eV
i 3
L. T I w“ —_
Off. Justitiae Domini. : ’;Jg_g._ or TN e
re- ctae re- ctae
Fig. 5.

Instances of this are very rare; however, as some rule must
be given for its rendering, we repeat what has already been said

(11, 480-483).

554. — First example. Tristropha (Fig. 450). — The neumatic
notation of this strophicus implies the repercussion of at least the
last aposfropha marked with an episema: it thus supports the
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quilisma. The fristropha is then treated as a neum of three
notes, with a rhythmic ictus on the first and third (11, 480).

e i o
é:?j_!;&_g-,_!ﬁ_!w

555. — Second example. Distropha (Fig. 451). — Of the two
apostrophas the one immediately preceding the quilisma is the
more important, and the episema over it requires the rhythmic
ictus according to rule [ (II, 544). If the three fa are given with
repercussion the rendering will be:

S— Cm—
:;t%i ,J ;:l:,:;:
% )

re- ctae
Fig. 453.

If the two strophicus are united in a single sound, we shall

have

which does not agree so exactly with the neumatic notation, but
is a little easier to sing (II, 481).

EXERCISE XIV.

On the quilisma.

One note before the quilisma.

5 T T 7 T ¥ ‘.=ﬁ.~ T d“:. | T ¥
] e = mp e

e S A T s
a a a a a a a

fa }

. T
. all g o S —— —
EalN A o e N By
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The above in modern notation.







426 PART II. — CHAPTER XII.

A strophicus before the quilisma.

S e, — -
::—Mﬂl"————qwﬁj!-i——q—»—m Fa

a aa a a a4 aa a aa €.

The above in modern notation.

With this exercise the second part of our book ends.

practical rendering of the rhythm of neums, melodic groups and
melismas has been discussed in greatest detail and we have tried
to give with all possible clearness the secrets of the Gregorian
musical ““ nombre’’. In the Second Volume, as announced in
Volume I, 22-25 we shall study these same neums in their
relation to the liturgical texts which almost always accompany

them. This study will be the object of Part III.
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RULES FOR RENDITION OF NEUMS.
LEGATO STYLE. SMOOTH VOCALIZATION.

556. — The Gregorian style is fundamentally legato. Even
brief, simple neums, even elementary exercises must take on this
character.

The individual notes of a neum are intimately related. Long
neums with rhythmical subdivisions are no exception to this rule.
The singer must attack and articulate each note distinctly but
unite all the notes by a perfect legato. The phrase will then give
the impression of one produced by a cellist with a single stroke
of a bow upon the string.

557. — The dynamic or intensive force of a neum is variable.
It will be sung crescendo or decrescendo according to its position
in the phrase and according to its relation to the text. As a
general principle, however, the neum will be sung crescendo in
ascending passages and decrescendo in passages that descend.
Whatever may be the melodic pattern, the union of the notes
must be brought out and the dynamic shading will serve merely
to intensify and underline the legato character of the music.

558. — So essential is this legato character to a correct inter-
pretation of the Gregorian neums that means of obtaining this
art are suggested below, even though we may be trespassing in
the field of solfeggio.

The technique of legato singing is the same for all types of
music and for all styles and periods as is explained by the
authors of singing methods. We may borrow from their works
since we have the luxury of choice.

M. Théophile Lemaire in ¢“ Le Chant et ses Principes *’ (1)
gathers together the teaching principles of the great masters of
song. We apply these principles and use some of these exercises

(1) Le Chant, ses Principes et son Histotre, par Théophile Lemaire, et
Henri Lavoix fils, Paris, Heugel et fils, 1881.
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with such modifications as are required by their application to
Gregorian music.

559. — ¢ The sense of union between tones ’ according to
Lemaire, ‘¢ depends on the manner of passing from one sound to
the next. That their binding together may be mellow, to obtain
this perfect union, the singer, after inhaling, controls the body
of air to be emitted with extreme regularity. The voice, thus
supported, passes from note to note smoothly as though slipping
from one to the other, producing a continuous, uninterrupted
sound. Yet each note must be articulated distinctly, evenly, as
a unit despite the union of all, and, of course, absolutely true to
pitch. There must be no careless dragging of the voice between
notes (no scooping) that would make for confusion of sound, but,
on the contrary, the voice must be kept at once firm and flexible .

560. — ¢ It is essential to sustain the column of air as sounds
rise progressively and to control it firmly in descending passages
to avoid the danger of weakness and flabbiness. *’ (op. cit. p. 89).

¢ Perfect legato in a succession of sounds is one of the greatest
beauties of song. It confers on the melody a character of
limpidity and grace. ’’ op. cit. p. 89.

This character is essential to Gregorian music. In order to
acquire this art of legato singing, vocal exercises are indispensable.

561. — ¢¢ To obtain the best results, we reduce the problem to
its simplest expression. To sing two notes in succession well
should be easy, but, unfortunately, this is not the case. On the
other hand, a student who succeeds in singing two notes perfectly
will find little difficulty in singing three, four, five, up to an
octave, with equal success. ”’

The following exercises should be studied in the order
suggested below.

1. Pattern of two notes.
Pattern of three notes.
Pattern of four notes.
Pattern of five notes.
Pattern of six notes.
Pattern of seven notes.
Pattern of eight notes.

S o OIS
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EXERCISE XLVI.

Pattern of two notes.

Mode V.
[ 1 I I
7] ' ¥ T T l
| .
— e e s
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@ﬁﬂ—:ﬁ—ﬁj:&ﬁ';ji:ﬁﬁgéﬁq—z

562. — ¢ Begin by studying the first rhythmic figure alone, —

the torculus — repeating it several times with breath well
sustained, so that the notes will be united smoothly without
jerk or jar. ”’

‘¢ Sing on the vowel a, fairly open, round and resonant, slowly
so that each note may sound clear and neat, well articulated,
without dragging. As soon as the student can sing this first
rhythmic figure adequately, add the second, uniting it to the
first on a single breath and moving at the same tempo as before.
Repeat these two rhythmic figures until a satisfactory rendition
has been obtained, then add the third, fourth, etc., proceeding
in the manner described above. ’

563. — When this first exercise has been mastered, proceed
to those which follow, studying them in the same manner as
suggested for the first.

EXERCISE XLVII.

Pattern of three notes.

-
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The same exercise in modern notation.
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ExXERCISE XLVIII,

Pattern of four notes.
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The same exercise in modern notation.
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ExeRrcISE XLIX,

Pattern of five notes.
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The same exercise in modern notation.

TH TH A A A TH TH A A TH TH
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EXERCISE L.

Pattern of six notes.

A i 1
¥ ! - — 1 .
H D) ) H)
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—s % - B 5
The same exercise in modern notation.
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EXERCISE LI.
Pattern of seven notes.
a
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The same exercise in modern notation.




432 APPENDIX.

ExXERCISE LII.

Pattern of eight notes.

The same exercise in modern notation.
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564. — ¢ These exercises should be sung on all vowel sounds:
a, o, oo, ai, ee, etc. and at various pitches in such-fashion
that the whole extension of the voice is covered. Keep well
within the easy range of the voice, beginning on a tone about
one third above the lowest note of the range, then transposing
the exercises ascending by chromatic steps, being careful not
to exceed the natural compass of the voice, allowing the student
to sing only those tones that he can reach easily.

565. — “ The exercises should be sung piano, then mezzoforte,
then forfe but never fortissimo. As the student gains in expe-
rience he will obtain mastery over his voice and be able to give
it the expression he wishes. The teacher should begin the study
using the vowel that produces the best tone quality in the
particular voice and later matching up the other tones and
vowels. ”’

566. — ‘¢ Repeat the exercises giving a slight shade of
crescendo to ascending passages and a discreet decrescendo to the
descending ones.

567. — ‘¢ Vowel colour should be modified slightly as follows:
In passages rising to a high pitch, gradually close the vowel,
though not to the point of making the timbre really dark.
In passages where the pitch is low, open the vowel to bring
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back the tone coloring to its original sound. These modifications
of vowel sounds give the voice an apparent equality of timbre
which, in reality, is an art of inequality. This a will come close
to the sound of o in the ascent, but, in the descent, will resume
its original color; ai will approach er; o will approach oo .

¢ Should the singer neglect to make this modification, all the
vowels in the high passages will sound shrill, metallic; in the
lower passages, vowels given the same colour as in high passages,
will sound dull, muffled, hollow *’ (op. cit. p. 108-110).

568. — The exercises should be sung slowly at first, then the
tempo can be increased gradually, as the student gains ease and
vocal control, up to about M.M. ,h = 152-160. Greater speed
than this will never be required in Gregorian Chant. If the
student wishes to continue the exercises at a faster pace to
obtain greater flexibility and control for his own satisfaction,
that is another matter and will do no harm on the principle that
he who can master the more difficult things will easily accomplish
the simpler ones. But he will never need so rapid a pace for the
Gregorian melodies.

569. — The rhythm and time must be maintained scrupulously,
neither hastening nor retarding the pace.

The ictus indicating the grouping of the notes should be
rendered as in any music of legato character, namely with
infinate gradations of nuances.

a) Sometimes our ear is made aware of the subdivisions of the
rhythm by a shade of intensity given the ictic note itself.

by At other times the subdivisions are veiled in mystery,
hidden in the smooth legato of the phrase, and are perceived
intuitively through the context.

¢) In most cases, however, these secondary subdivisions
disappear utterly, absorbed in the flow of the legato phrase and
in the powerful undulations of the music as a whole. The ictic
¢ touch *’ is then so tender, so caressing, as to become impon-
derable, a spiritual rather than a material force. The interior
senses alone perceive it, if it be perceived at all.

All these delicate shades and distinctions are highly characte-
ristic of Gregorian Chant. They must be brought out even in
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simple exercises, and they reign supreme in the phrases of the
melodies themselves.

570. — The student should begin by giving the ictus a
delicate shade of emphasis that can be heard. It will serve to
sustain the voice as it passes from note to note. Gradually he
should diminish the force of the ictus until, finally, it disappears
materially, remaining merely a mental support, an intuition, a
feeling for form. By following this process the singer will
attain complete control of his voice and will use one or the other
of these ways of treating the ictus according to the norms of
good taste, of art and the laws of expression.
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