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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. 

351J. 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 o( 
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 (I). 

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

§ 2. - Disjunction of Neums in the Manuscripts. 

R60. How do the manuscripts indicate the disjunction of 
neurr.s 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. 

aGI. 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). 

" /·. /·. ;r 

; 

(1) Paleogr. 1lusic. Series I, Vol. 7, p. 294 et seq. 
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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). In 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 7'ertical episema 
is attached to the note to indicate rhythmic subdivisions and the mora 7Jocis, 
just as these signs are used in our editions. This manuscript will be dealt 
with in Part II_I 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 
e n e 

.I'll ··' .;?;2 12 

c ~'- ._;=$f~~~ 
Fig. 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 -c: (tenete) to the last note of Neum B. 

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

Laon 239 

St. Gall Mss. 

R;'. G. Com•ertere hIt --~-----
--~•~•~-

no- bis 

Fig. 248. 

Should A, B and C be joined or disjoined? 

The fevv 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: 

3" 2 3" 2 3" 2 2 3' 2 3" 2 3• 

nO- bis. no- bis. 

Fig. 249. 
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2) Junction of all the neums. 
J.argamente. 
:::=- :::=- ::::::=:::==----------E b~::: .• ---: .. ~.- -=== -

----•L::._,_._~ ,.. •. 
2·2 2-.:: 3" 

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. 

:~65. 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. l. First of all the student must clearly recognise the 
letter itself, being careful to distinguish between s sur sum and f; 
between r ~=sur sum tenete' and fl' =statim; being careful not to 
confuse an episema above a eli vis ?r 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 .;e. 

The -s::"=tenete (common to the manuscripts of St. Gall and 
Metz) and the letter a..= augete (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 ,;e =expect a, 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 If::= statim, which indicates, 
infallibly, a junction of neums. 

Often the letter ,;e 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. -;ll 7~ 

-s::'-s::'/"' 

St. Gall. 376 and Einsied. 121. I .11. ,;e fl/ •• 

lntr. Aqua sapientiae. 
~-~=ft~~--~--• .,..-=--=--= 
... al- le- lu- ia. 

Fig. 25I. 

The letter ,;e which appears below the last note of the torculus 
(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 torculus) and lengthens it considerably. 

The letter ""'= tenete (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 ,;e of St. Gall, we may 
double the value of the note in question, without hesitation. 
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36l:J.- Example B. -Gradual Ex Sian. 

Laon 239. 

~ e 

St. Gall Mss. i 11··-- .!" .1" 11 •• _ .!" /IV 

Grad. Ex Sion. ;-- Ill.:-. • ~--...... ~;;!! 
-----'-~t· ••. --l•f+-'1""""""-

ordina ve-runt 

Ft'g. 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 ..... = augete 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. 

Laon 239 

St. Gall 

All. Pascha 

Allelu-ia 

~Fig. 253. 

The letter .7¢ at the end . of the first tnCLse belongs to the 
Bamberg manuscript (lit. 6); the Laon manuscript confirms this 
interpretation by a letter ..... applied to the last note of the neurn. 

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. 
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After the double bar, the rhythm of the pes subbipunctis is 
uncertain, as is the case with this same neum in Fig. 232. 
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'I.. .fl'f.. .fl.,. fi."• J r1 
Mazarine 384. fl.. •• 1 

Laon 239. 

St.Gall359.-340.-376.-{en i i i i //-.:: 
Eins. 121.- Bamberg. lit. 6. 11 ~ /J..:~ /J..:~ {):.x /J..:.x f1/ ~ vv •.,.._. 

Iq._G. ;---=;::ed • l\lm~~- ,, ~~!!~:~-~ t-
Snecte tua ---· ~+-

r --- --;-
et mansu-e-tudi·nem 

Fig. 254· 

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 ",?c 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 s::tme 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-.:: tenete is attached to the last note of each 
neum (1). 

(1) The notation of this melisma is taken from the Grad-Resp. Respire, 
because the corresponding melody of the Grad· Rcsp. Specie tua 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 
\York 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 (II. 286), where the neums are all 
to be sung in simple juxtaposition; the second time, in rhythmic 
notation (II. 283), where they are to be linked together smoothly. 

V. Mode. 

I . .-~7 -+ -;.-.i I u-~~ + ~~~~-\;=1 =i"-1:_=--= 
•• I i-ll . .J!. ---f'llj-.. ----.--¥=·--------FI-"---
a a a a a 
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--~~----+~------- -+--------
~-~-. ·t~----1!--t------. --t~ 
-·------·- -It:-~~--.-~-+ ~ . . . . . . . -. . -~-,t- • ~ • ~o~---

1 • -t--.r..- ~=~>-=" ~ ~·"--
a a a a a 

---• ..-.---+--:.--------~---+--.--,------­
~--=---~----:---___.,.-~~. t--~,.~-~:n~1t"-:f­
~---.~---------- ---~~;-= .. ' -~:-.~-= 

a a a a 

h~.--t-· ~-t--- . •~t:--~ ---~ 
----t--~--~--t~~ ~---

---- -. - 4.c~-t -----=-~;---=~--4;--~~-~-M~;--- --~-~ 
a a a a 

The above in modern notation. 

~~-·+ 
y- -----y- y-~-----y-=t= 

===-'--~ - :__ --- - t=:=:;pif=r~-=: 
~--- 1 I ! ~~~--~~~. 
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CHAPTER VIII. 

STUDY AND EXECUTION OF THE APOSTROPHA-PRESSUS. 

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

The apostropha- nota 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 
press us. Strictly speaking, the sign for the press us (leaving 
aside any additions or accessories) is the undulating line -- Fz/J. 256, 

which is derived from the apostropha. 

377. The pressus-major, in reality, is composed of three signs : 
A virga, (either simple/) Fig. 257, or with episema (i) F~r;. 2s8J· 

An apostropha-pressus (,...) Fz:r.;. 259; 

A dot ( ·) which follows each press us. 
The whole figure comprises three notes of vvhich 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. 

b!. t_·~~~ 
Fig. 260. 

378. The pressus-minor (Fig. 235a) comprises two notes only, 
the apostropha-pressus and the dot, thus making t\\·o 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. \Vhen the pressus-minor is united to 
the note that precedes it, there is no longer any difference between 
the two forms of pres sus; their quantitative value is identical. 
Indeed we find the same melody written sometimes with the 
pressus-major, sometimes with the pressus-minor. 

Example : A .11. / r: 
; ~:__.~= ---~-
----·--

B .ll fl..: 

i /11~-± -~--
-------

c_ .1' 11 ~ 

!! /11+~­
----=-~-

(!) The expression "jJressus accentus" was already known to the ancient 
grammarians; it is used by Probus and by Audax : 

KEIL. Grammatici Iatini, IV. PROBUS, Instituta artium, p. r r6, " ... si 
quiclem ab hac vite his vel ab his vitibus presso accentu pronuntiatur, at vero 
ab Jzar <Jite his vel ab his vitibus acuto accentu tenuantur ... " 

KEIL. Cramm. lat. VII. AUDAX, p. 353· "Praepositionibus quot accentus 
accidunt? Tres : productus, pressus et acutus quos compelentibus praeposi­
tionibus adnotabimus ... Quare hoc monemus, quod, quando ante cum casu suo 
et pres so accentu 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 e and """"~" were used alternately and with their 
usual meaning, on each of the two types of pres sus. 

Fig. 262. 

380. The qualifying terms " major" and "minor " would 
seem to refer merely to the relative size of the graphic Hgure 
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 : 

CLIVIS, PRESSUS AND PUNCTUM. 

TORCULUS, PRESSUS AND PUNCTUM. 

PES SUBBIPUNCTIS, PRESSUS AND 

PUNCTUM. 

PES, PRESSUS AND PUNCTUM. 

c ,. , ~ Two CLIVIS MAKING A PRE;S!;S. -. ~-
/J ./J-'"; or .fJ,.; 

c ~ •\ -­
---~--

TORCULUS AND CLIVIS MAKIKG 

A PRESSUS, 

PES SUHBIPUNCTIS AND CLIVIS 

MAKING A PRESSUS. 

~--=-~- _ PES AND CLIVIS MAKING A PRESSUS. 
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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 : 

!l.,... 01' ~ 
~---
-=--,..-.---
-l-""-fll---

Fig. 261. 

vVe 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: 

11/-A.- The pressus-major on mi is higher 
by a third than the do of the 
preceding clivis. A~f.=~ 

B. -The pressus-major on Ia is lower v /-
than the si of the preceding E------
podatus. B = -s= 

Fig. 265. 

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: 

All. 2nrl Mode. 

f. Video ... 

Intr. Os .Justi. 

N° 702.-21 

c 

- ./- /-
~--------·-

-----.--~-
et J e-sum stan- tern 

/? n ./ - /- or //T 
;----.-------~== 

==~·· .. ~~-----= 
medi- ta- bi- tur 

Fig. 266. 
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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: 

l. By equivalent notations; 

2. By a Romanian abbreviation which we shall study. 

§ I.- 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 : 

The equivalences l and 2 explain each other. The clivis 1 with 
episema contains two notes only, !a-fa, but the first of these is 
long. The press us 2, if it be a true equivalence of the eli vis, 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 : 

rzg. 268. 

383. 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 ;r, 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 r:. 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. 

1- r: 1/J 

; ~~---~~E~~ = ~ ~-
Ft;![. 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 press us on the second note of a climacus. 

Use of the apostropha-prcssus. 

a) b) 
/·---. 

~---
- t:-.-

ft.< or /2/00 
~----
~-~~~----
~-----·- --11---

Fig. 270. 

Pressns by apposition. 

c) 
;V1 

~---

~A= 

a) 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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c) 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. Press us on the third note of a climacus. 
Apposition of a punctum and a virga; of a climacus anti a porrectus. 

First example: 

Grad. ~- Gloriosus and Inveni. 

G r-~~-----5 ----------r-----=.--+~-- --=11 • -

==---1-~l~ l_lf_ c----~-= 
confre- git, non. 

{St. G. 359 " " " " 
A St. G. 375 /•.f1/ /•,f1/ -- ---St. G. 340 -- --

{St. G. 339 
" " B St. G. 376 /•.f1/ /·.~/ 

Ba111berg. lit. 6 

c Einsied. 121 /• . .:./ /·.~/ 
Fig. :?JI. 

In exammmg 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 lnveni; 
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 press us and the 
apposition of a pes subbipunctis and a climacus. 

Alleluia. Beatus vir. 

; I-t~-= 
-----·-

f St. G. 339 
A St. G. 340 

_ St. G. 375 
"".a._ """· 

B Eins. 121 

{ 
St. G. 376 

C Lesouet 
Bamh. lit. 6 

"" .a.- i .. 

r"'ig. 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 press us, 
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 
and the pressus : 

Second equivalence: between two virga 
and a pressus : 

Third equivalence: between the second 
note of a clivis or grave accent and 
the pressus : 11,..­
or between a grave accent and a virga: 1111 

Fourth equivalence: between the punctum 
and the virga : 
between the punctum and the pressus : 

I_ G--­
f- -SF--= 

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: 

2 3 

•• -?'·. 
G--

Fig. 274. 
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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 1/J has already 

been proved an example of the fusion of two virga by simple 
apposition; 

c) 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 pod at us with the clivis. 
First example : Intonation of the great '' 0 '' Antiphons of 

Advent. The Ms. ofMonza 12/75, F. 108-109, gives thirteen anti­
phons of this type, the first ten of which are written as follows : 

-I"' 

A ~=·~ ~.--== _!! ______ _ 

0 sa-pi- entia ... 

Fig. 275. 
The last three, thus: 

¥11 
;JI--·--

B '1i Jl" 1\ 
0 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 press us; 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 twelye of 
these antiphons " 0 " : 

Fig. 277. 

Eight times with --.::-, 
Four times without--.::-. 

On page 339 of the same Antiphonal, we find a fourth notation 
used for the intonation of the antiphon 0 quantus !actus (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 2nd Mode. 

Laon 239. ..J ~ 
St. Gall. 17./ Jr 

A~~ 
Fit;. 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 - podatus 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. 

393. 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 : 

c 

17./ ;r 
~~~1. 

Fig. 279. 

·what, then, becomes of the equivalent version under B, with 
its two simple pulses on the note sol? In the present case, these 
rhythmic signs (episema) added to the notes have the same 
meaning as a rallentando, a ritenuto, a slargandn 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. -Bam b. lit. 8. ./ _,... / 
St. G. 359. Eins. 121. ./IY' 11 

;-.- lt=-
RJ. G. bweni. - ~~ 

manus e- nim 

F(g. 280. 

397. Seventh equivalence. This is one which occurs frequently: 
a torculus replaces a pes and eli vis that form a press us; once 
more, by fusion of the two virga. 

First example: Communion: Video. 

Several Mss. { 'J.-
Eins. 121. ./~ · 

St. G. 339. ./ 7r 
G---1--
-·~-

fa-ci- unt 
Fig. 28I. 

The fusion of the podatus and clivis is indicated not only by 
Einsiedeln and other manuscripts, but above all by the torculus 
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 press us. 

398. Second example with quilisma-torculus. 
Several Mss. 

Bamberg. 

The Mss. of St. G. 

--out---
H-·:rc= 

=· "' 
All. 8th mode. 

Alleluia ... 
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. 

Arw. 121, '"d •li tho St. G. M~. 

Com. Tu puer ... 

B f Eins. 121, and all the St. G. Mss. 

1All. y. lnveni .. . 
» Jr. Hie est .. . 

/ !#17/ ;r . .i /•. 

< I ,~~ ~ ~,.t_ ... _~·-··_...__ 
pa-ra- re v1- as e- jus 

c 

(/·. 
•' 

~---====-~~711--­
---w~·-lt-=+++·--~-------r--~--~-----------

scr­
perhi-

F(£;. 283. 

vum me- urn 
(bet) 

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: 

I. 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 
press us-major. 

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. X'. Positis. 

Eins. 121. 
St. G. 339, 376, 340, 375 

and Bamb. lit. 6. 

~ .. -== ----1~---

Domine Jesu ... ne sta- tuas 

Fig. 284. 
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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. 

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

401. Second example: 

Offert. Elegerunt. Jl. Viderunt. 
-<'" 

All the Mss. of St. G. ./•. ,/,-.;• ,-.; ./. 
use the pres sus E ~......;_,.,~ tt-­

--~-~-.-,;f"t-.. ~----.-----i¥----- 1-"--A-----

y;. Vi-de- runt fa­

Fig. 285. 

ci- em 

Here we have a press us 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. 

c ~:;f'. 
rz:r;. 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: 

e 
All the lvlss. of St. G. l/·.nJ .· 

Y'f· All. of the 2nd mode: 

Fig. 287. 



STUDY AKD EXECUTION OF THE APOSTROPHA-PRESSUS. 327 

c 
All the 1\Iss. of St. G. 1 /· . .. 

Diius regn<i- vit 

Fi;.;. 288. 

c 
All the Mss. of St. G. 1/ /•.,/ 

Com. Revelabiturand Vide1·unt: ~---..-.---,-?;.----
- -1 _____ _.,. I 

... sa-lu- ta- re 

403. 2. To a Trigon-prcebipunctis. 

All the ~Iss. of St. G. { ,~· • .-
•• . 7J 

Iq. Grad. Speciosus: £f--·~.=---­
~·•" ~~~~-

Fig. 290. 

,.·. ( 
All the .Mss. of St. G. l ? ... .. •' II . 

•• -- /V'I{ 

Offer!. Reges Tharsis: ! ~--
=--~-~r. 
... reges A- ra- bum 

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 trigon 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. 

Alleluia. ... ibimus 

A. St. G. 376. 

B. St. G. ..··-- """" 
C. St. G. 340. •• ··-- ~.-~.-.!' 

D. Mss. of Monza. 

E. Turin G. V. 20. 

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 trigon. 

C. Ms. No. 340, however, uses two notations: a trigon 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 press us. 

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 
. .i /•. Fig. 293. should not be considered in the same light as 

corresponding 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-nzinor. 

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 episenza and the pressus in the Mss. 
of St. Gall. 

Laon 239. 
.J)I" 
~;­

?" 

St. Gall Mss. JV -- .;? i ~ Einsied. 121. 

Offert. Mi1·abilis. ~~~-Air.::_ 
Al-le- [!U.ia] 

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 

.. r· .. a. 

Fig. 295. 
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411. First line. 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.. = augete. 

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 eli vis 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 Aquitanian manuscripts. 

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

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

Laon 239. 

St. Gall. 

Aile!. Laudate pueri. ~--G-------~-­
A ~-•-•--.~-t~-- --

Episematic reading. ======-_._!:::== == 

Pressus. 

Lauda-te 

"~ 
B i=. • 6 • ~ •·-It--~== ----'-+Jon---· tl== 

Lauda-te 

Fig. 296. 

Apart from the codices of St. Gall, many excellent manuscript~ 
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. 

.A ..... 
Laon 239. !" 

St. Gall. .IL 

Com. Exsultavit. A ~~:J. :---t~. ~ 

» » B 

» » c 

et occur- sus e- ius . 

.1111 

.;?.A; 

s I~ E = ~~ .. _. -
e- ius. 

e- ius. 

Fig. 297. 

AU the manuscripts of St. Gall place an episema on sol, and 
Laon adds an .,_ 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. 

\Vhat 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 sol was soon lost, and the original interpretation finally 
disappeared completely for those who had before their eyes merely 
the version as written under C. 

413. 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 press us 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 bet~·.reen them would indicate 
that a repercussion should be made on the first note of the second 
neum. Example: Repercus;ion 

* 
--c -r--.-;""""*, • .--~ .. , ·:-~,-+" •t-· -
--------

:\' i02. - 22 
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417. Second rule. \Vhen 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. 

etc. 

Fig. 299. 

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: 

* * et Jesum stan- tern 

Fig. JOO. 

See the re in the following melisma : 

B .,;--~-==11= 
--r-=~-==-tl = 

* 
Fig.JOI. 

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 settle the 
question by using or omitting the dot. 
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§ 2. - The Romanian Abbreviation c0 = conjungatur. 

419. Among the Romanian abbreviations already mentioned 
(II, 114) there is one whose sole object is to indicate this fusion 
of two notes into one, forming a pressus : this abbreviation is 
the '' co '' signifying 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 ;. F(r;. 3o2, 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. 

co 

Offert. Portas caeli. 

Do- mi- ni 

Fig.JOJ. 

b) Torculus and clivis forming a press us. 

eo 

Eins. 121. i / lr .1'/r 
~-------­

Intr. Dicit Diius: Sermones. - 1 fa ~ ~~~ ~~t; • .----1 ---­
--------JHI --i~Lf--

alta- re me- urn 

Fig.J04. 

c) Torculus and clivis forming a press us. 

eo 

Hartker St. G. / .11./r 

RJ. Sancta et immaculata. ~~ -~ 
Sancta et 

Fig.Jos. 
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eo 

The same abbreviation is used when the final clivis IL t1 Fig. 306 
co 

is replaced by a pressus-minor t1 ~ F~£;- 3 o7. 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. 

Hartker. 

---------£ b... Jr•r- ~-~ = 
------------

... 0 u a e 

Fig. 308. 

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

d) Podatus and clivis forming a press us. 

Hartker. 
e co 

t1 .;-;r 
R,7. 0 vas anmes. Fs-f"!'J ______ _ 

Har!ker. 

R,7. Sicut avis. 

... per v1- am 

Fig. 309. 

//-/lr./ s--------
-!---;--:~t-rii-'Jl---

• 
ad occi-si- 6- nem ... 

Fr:r;. JIO. 

e) Podatus and pressus-minor. 

tfartker. 
cO 

.;-~ /- /-

Ana. 'IG-jri • • • 
0 quantus luctus 

Fig. JII. 
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§ J.- 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 press us on one syllable only. 

St. Gall J\lss. lrlr 
A!==~---== -r.- I 

ami-ci tu- i 

c 

St. Ga 11 :\Iss. ""' 
!___~.--= 

B ~---~-=== 
ce-drus 

Fig. JI2. 

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 : 

---1--11-.. ---1 !~.--
, ce-drusr---- and not 

(iE-T __ _ 

-~~-c==. 
-f--~-~----

1 -~-~--

Fz;r;. JIJ. 

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 ( r ). 

(1) The complete table of the adaptation of various texts to this formula will 
be found in the Palt!o,t;rajhie llfusica!e, Vol. IV, p. 35-
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St. Gall. Laon 23!l. 

A /} .-r / ·- f1/•. __... 7 __... 
Rj. Grad. To/lite. G-~-..-t----!1+~~ 

~ •• ~!.t=tL=~· ~~. 
prin- ci- pes. . .. ci- pes. 

a-mi- ci tu- i. ... ci tu-

c 

RJ. Gmd. Domine Deus. 

conver- te. ... tc 

.Fi/;-. JI1· 

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 ren;tains. 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 eli vis ;r ;r Fig. 3IS in line 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 rhythm between 
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these hvo 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 ci 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 eli vis is 
marked with a e (celeriter) 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. 
e 

A ~ f1/ 11 • .7 /•. 1f/ 7: ------E--s ~ ·r---~~ .~ .... ~--
-r--~~ ~=--+11--

RJ. Grad. A summa. 

e- ius e- ius 

nos nos 

Monza. a) 11 f1/ /"; 

)) b) { 11 11 / /"; 

» c) 11111/J 

Fig. JI6. 

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 eli vis, 
just as in the previous example cited (Fig. :no, 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 seen in the Mss. of Monza. variant c. 

In the more ancient Gregorian compositions, it is rare to find 
examples of crasis or diaeresis 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. 

423. 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. 

§ I. - 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 press us. 

Examples: 
c c c c 
llr;z/J - ./·-~ ./·.~ 

.· All .. .11;--,•.--•• -.-~ All. ~ . • • _ _:___~----

. ~ , - P"'~~ ···~ • ••• -2nd Mode t 1 ii_•_ 4th Mode ______ . __ 1_,_1 ______ _ 

no- bis 
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e 
17./ lr o1· 17./ lr 11e1>er lr ./ lr 

Tract. '\C r-=1'-. 
2nd Mode -+"'-----·---------

Grad. ra·~~\-::- --== Tract. '\C . ·~-
jth Mode !1---..i:.!!~--- 2nrl Mode -!!•r.•-ir-:= 

Fig.JI7. 

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

Example: 

-
~==-flri;" _!I _____ _ 

Alle-lu-ia 

Fig. JI8. 

The first clivis, on the syllable ia -is marked by an episema 
as well as by a~= tenete. Laon Mss. 239 on the other hand 
writes the neum as a long clivis: two long punctums, with an 
..... = 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. It often happens that two, three, four or more pressus, 
separated by a few notes, succeed one another in the same 
melody: 

* * 
Tmct. ~==---=-·---== 

2nrl ~lode ~·l'tr~ 

Tract. 

8th Mode 

--- ----

Fig.JI9· 
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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 trigon and apostropha may also be intermingled 
with the press/is, and produce effects very similar to those just 
described. 

A single example will suffice : 

., __ ..,: 
, 77 ./1111111 -";"".;v lr 

Tmct. ~~~ . ~=+= 
!Jnd Mode __ • ___ P'Y~~= 

Fig·. 320. 

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

§ J. - 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 -r:: 
1111/-./· . ./·. etc. 

Tract. J---::--ltl-
2nd Mode ~.____!__!. __ 

me- 6- rum 

Fig.J2I. 

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 c/ivis 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 cpisema 
or the ~ = tenete. The Metz school and the Italian 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: 

Laon 239 ,- •7/ 
-- -c 

St. Gall lr ... / 

G 1~-ocrert. Populum !zumilem. ::__11-~--~ 

quo-ni- am quis 

430. There arc 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 : 

Fig.pJ. 

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. 

l\lazarin 384. fL... llr. .flr. '" I j., . '{. 

Laon 239. /~ 
A 

c 

St. Gall. 11 m .JC fl-.< .JC I fl-.< .JC I fl-.< .JC I fl-.< .JC I IV .JC ./ ./ • • ~ 

;-r. ···~· ~r-1\1. b~. ,,.._.. = • .. 1\1. F R,7. Grad. 

a 

Fig. 324· 
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Mazarin 384. .l'r. I !lr. I fl.r. I fl 

Laon 239. /"~~~ 1 ~ 1 ~~; 
B 

St. Gall. 

a e 

Fig. 32.5· 

•1-31. 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 tua, Diffusa est, Misit 
Dominus, 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; 

c) Lastly, by the ~ in Laon Mss. 239 which likewise 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 reposewith 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. 

* * 
G ,-~~~, ~'-r- etc. 

Fig.J26. 

The rhythmic letters denoting length-_,.,, -c:- also disappear. 
A few e = 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. If 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. 

4:~5. 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. I. 

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. 

a a a a 

a a a a a 

a a a a 

The above in modern notation. 
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-=~==~===================--
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~===========~=== 

EXERCISE XXXll. 

On the Pressus. .2. 
Mode V. 

------t---
G . 
i~· --rr-·~~ ~,~=¥~ -r-~=,~~+-. . 

I 

a a a a a 

a a a a a 

a a a 

a a a a a a a 

The above in modern notation. 
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----------------------
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CHAPTER lX. 

STUDY AND EXECUTION OF THE STROPHICUS. 

4:37. The single apostropha is not used in our books; we find 
it only in the form of an apostropha-pressus (II, Ch. Vlll) or of an 
apostropha-oriscus. The latter wiii b~ 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. 

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

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

i=~-----==----==~= ---=--tl-ttt----- -
--------...:- -

Gloria ... Spi-ri- tu- i Sancto. 

Fig.327. 

he states plainly that this neum must be sung with a threefold 
repercussion, " lerna gratulabitur vocis percussione " GERBERT. 

Script. I, 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, 

i I =-------1 I I I -1--a--L-I-1 r. tn -~ 
---------------------
------------------------
Glo-ri- a Patri et Fi-li- o et Spi- ri- tu- i Sancto : 

r 2 3 4 5 6 7 8 9 zo rr 12 13 14 15 r6 
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et post in quarta decima 

~~-· . . . . . . -·-~ "'~= 
--~----~---~--~--------= 

Sic- ut e-rat in princi-pi- o et nunc et semper : 
3 4 5 6 7 8 9 10 12 13 14 

Fz;,;·. 329· 

trinum, ad ins tar manus verberantis, facias celerem ictum ''. 
GERBERT. Script. I, p. 57. The text instructs the skilful singer to 
make the triple repercussion above mentioned on the syllables eta 
and per, each of which has a tristropha 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. 

--.-~.---~-~-- ..... -
------~~-.--
------~~ -
Spi- ri- tu- i Sancto. 

Fig. JJO. 

'! Quintadecima (syllaba) terna percussione finietur, scilicet 
san". GERBERT. Script. I, p. G8b. 

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

(r) 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 rejlercussas aut simplices". GERBERT. Script. I I, p. r7b. 

John Cotton comments as follows on the above passage:" Simplicem autem 
neumam dicirnus virgulam vel punctum; repercussam vero, quam Berna 
distropiwm vel tristrojlham vocat ". 

Guido has another passage bearing on the same subject: (GERm~RT. 
Script. II, p. 15ab). "Ac summopere caveatur talis neumarum distributio, 
ut cum neumae tum ejusdem soni repercussione, tum duorum aut plurium 
connexione fiant, semper tam en etc ... 

Aribo's comment on this text is as follows (GERB~:Rr. Scnpt. II, p. zz6b, 
227 a) : "N eumae unins soni fiunt repercussione, cum simplices sunt, id est vel 
una virxula (/) vel una jacens (-) vel cum duplices (") aut triplices (nJ) 
in ejusdem soni repercussione, tum duorum aut pluriurn connexione fiant, 
Duorum aut pluriurn sonorum connexione fiunt 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 execution 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 vibrato, bring out the 
distinction between these neums and those which are prolonged 
by a mere mora vocis, O'.' 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 \vas 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 

( l) COUSSE~!AKER. Script. II, p. 305, 308, 309, 31!. 
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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. Ga1!339. t1 / 77 ./•./ 

Off. Offerentur regi. ~ tt =• ., 

Einsied. 121. 

pr6-ximre ejus, etc. 

t1 / __ ./·./ 

;-----=== 
1\ • )• •• 

pro- ximce ej us, etc. 

Fig. JJI. 

St. Gall 339. • /•. 77 77 ./•. 

RJ. G. Hodie scietis. ~==~~..--rc 

St. Gall 359. 

coram Ephraim etc . 

• /•. JJ --
./· . 

-~-·-:j-:-­;-- ~ .... ~ 
------"'-+---

Ephraim etc. 

Fif. 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. audita; 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 tts with precious 
indications regarding the freedom and flexibility with which the 
strophicus was sung. 

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

443. The duration of the strophic us. 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. 

446. 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 

~pythmic ictus on the third apostropha (II, 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 XXX II I. 

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. 

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

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

41--- e.. a..-- C.. a..----- e.. a..----- ~ 

, ::::::==- I:::::=::- ~======- ~=====-

--=:::::::: I=====~ ~======-

~=====- , 

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. 

G I I I • ' ...... J ...... ~ 

Fig.J33· 

As each distropha or tristropha is renewed delicately on the 
ictic note, the intensity should be slightly modified by a gentle 
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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 'vith great 
smoothness, especially on the ictic note, where there is an increase 
of volume, but without the least roughness or jerkiness. 

430. This agreeable repercussion has some analogy to those 
melodic passages in which a vo,vel is repeated on a note at the 
same pitch: 

~ 
Tr. Audi (ilia. b'•• ... ·--

---~---

tu- um ... 

Intr. Exspecta. !-Lt •. -- ------

cor tu- um ... 

~ 

Rf. G. Diffusa est. G • ~ n-~ .. t 
in Ia- 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: b ~ .. ~ ------
----~-

a- a- a 

Fig. 335· 

a- a- a 

Fz/;·. 337· 

~-..-.:-~ 
instead of --------

-------~ 

a- a- a 

Fig.336. 

a- a- a 

Fig. 338. 

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



358 PART II. - CHAPTER IX. 

EXERCISE XXXIV. 

Repercussion of the Distropha and Tristropha . 

•. -t-;\tt-· ---~== 
1---

·---

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

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

The above in modern notation. 

~=======- ~=====- ~======-

a.-- a..-- it. 

~========- , ===========--
~PJ~t'~<ZCC$211 __ , 

a..--------CL a----d.---
'-=========~ '-=======:::=--
a--- ac-- a..--- e. a..-- a..-- a..-- <!. 

~=========~========~-

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 virga preceding the strophicus : G t .. • 3 ~... ~ 
Fig. 339· 

b) A virga between two strophicus: =-~-++t-~-------+-- -
----------
-----·--

Fig. 34-'o. 

§ r.- A Virga preceding a Strophicus. 

433. 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 strophicus. 

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....:::-= tenete. 

Laon 239. 

St. Gall. 

R;. G. 

Laon 239. 

St. Gall. 

R7. G. 5th mode. 

Final Cadence, 

Laon 239. 

St. Gall. 

Intr. Omnia quae ... 

~ .... ,./ .-

--= --~___!!!..__._· --- \ •· 
-·-------

Adjuva- bit 

.Fz/;. 3-f.I· 

ji'ig. 342. 

et fac nobis- cum 

.Fz:t;. 313· 



• 
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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. 

Laon 239. 

St. Gall. 

R7· G. 

R7- G. 

R7. G. 

/" ... :: 
/"' 

. -.:::­
/77) il 

; --
'"---,---· -----------

,. ... ~~t+-rrm_ 

Ju- ra- vit 

Exal- ta- bo te 
Be-ne- di- ci- te 

Fig.J11· 

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

455. Indeed, various types ofMSS. from Aquitania, Benevento, 
Spain and l\Ietz write mi instead of fa as the first note of this 
passage. 

c-=---=== -· ... ~--
Ju- ravit 
Be-ne- dicite 

Fig.J45· 

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-.:::- = tenete to this punctum in noting the Gradual, 
Eripe me. 



STUDY AND EXECUTION OF THE STROI'HICUS. 3fil 

§ 2. - A Virga between two Strophicus. 

436. A few examples will suffice: 

1\ 1\ 1\ 
a) 

________ ! _________ _ 
'IG-~~:m-. -- ... ,. m .__.., __ _ 
-------~--.. - - -~---·------------------Offert. Anima nostm. 

... laque- [e e] us... Iibera- ti [i i i] sumus 

b) £:--~·-H··~·~,~·~··~·--------------
Intr. 

Tibi di·xit 

1\ 
c) 

Off crt. 

Reg-es Tharsis 

d) 
1\ 

c----~-------------------
Oftcrt. Afihi autem. 

--1=!-#ttM:...ttt-·----------------

... nimis 

• 
Here again repercussion is necessary, both on the long virga 

and on the tristropha which follows it. 

437. 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 : 

; ... ,. .... 
a- e 

a- e 

Fig.J¢7· 
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EXERCISE XXXV. 

Combination of the Strophicus and the Virga. 

V. Mode. 

G ~ .. .. 
~~ 

.. •• .. -~,. m ~ 
... tl;· ...:] • 

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

The above in modern notation. 

'= -- , =========---

-0--Q..-- cz.. a... 0-- <2- a..-- a..- Q. 

,:::::==- , 

ARTICLE 4. 

THE STROPHICUS PRECEDED OR FOLLOVVED BY NEUMS 

AT THE SAME PITCH. 

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

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

a- a a- a a- a a- a 

Fi'g.]48. 

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

G 
II 

.. 
~··~·. I! 

•• ~~ _.,._I\ ;; 
a- a a- a a- a- a 

Fig.J49· 
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C. The strophicus preceded and followed by neums at the same 
pitch. 

a- a- a 

Fig.JJO. 

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

45U. 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 vie\'>' 
cannot be upheld. 

Practical experience has convinced us that the strophicus 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 : 

!! !!! ____ _ 

-~~-
Ju- ra- vit 

jV 

i .I' J2 .;2. / /-

G--~~ 
-~h;;lii~_· -= 

a 

Fig.JSI· 
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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 \vould be an adequate notation : 

/m 1r 
;:----,. ... ~ 

Ju- nivit 

.Fig.J52. 

a 

Fig. 353· 

460. We may 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 rhythmic notations. 

§ I.- The Strophicus preceded by a Neum 

ending at the same Pitch as the Strophicus. 

Fig.J54· 

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, 

re- gum a 

F(:;.]56. 

Or as a rhyt!zm-neum, with a long rhythmic ictus on the last 
note, 

Laon 2::!\l. 

St. Gall. .ll..;c n ff 
=-----~ ~:=tii;-

Re. G. Auima. no- stra 
R,'. G. Fuzt. ho- mo 

Fig. 357· 

The .?" and the episema which follow the torculus in the St. Gall 
MSS. and the ~ = tenete added to the last note of the same neum 
in the Laon MSS. 2:~9 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 N eums at the same Pitch. 

V. Mode. 

~--·--.-. ____:__,:~_. __ •. _, -~------t-.. ~---~~~-# .... -.-A~~-~ • .._.-.... -_ .~r-~ 
a- a- e, a- a- e, a- a- e, a- a- a- a. 

ji 

= 

... ~ ... ...____.. 
~ • • • 

a- a- e, a- a- c, a- a- c, a- a- a- a. 

""in:!. -- :!.J. 
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The above in modern notation. 

Q..-- a.- e.. a.- a...-- e.. CL--- CL--- e. 

I==========-- I 

I ' I========--

a...-a. --- e a.--0'----e. ~a.. -·a. 

§ 2. - The Strophicus followed by a N eum 

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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A 

B 

St. Gall 33fl. 

Tr. Vinea. 

di- lib- cto 

St. Gall :l:l!J. 777 ().., 

ii--.-~--Q, 

Tr. Atte11de. ii=,t-_,S: ••~,~~:~. !i 

et lo-quar 

Ft:g·. 3 .. 'iS. 

Line A. The St. Gall :\IS. Ko 3:m generally \\Tites this mehy 
using a distropha for neum 3 and a torculus for neum 4. 

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

\V e must remember that, for these writers, a repercussion 
of each note of the apostropha was considered obligatory; the 
rlzyt!zmic ictus, or group-ictus, fell on the first and third notes. 
H 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, \Vhich begin differently but soon 
converge and become identical. 

Here are the two melodies : 
3 ·I 

c 

3 4 

b·-s:="-\~--.... -~---+= 
... . ·~~~--H>iil_·_~t= 

di- Ie- cto 

In neum 3, there is a close similarity between the clivis do-si 

and the d istropha 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. 23H 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. 3:39 (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, \Ve must 
distinguish the two following cases : 

a) Either the note on which there is repercussion carries 
a rhythmic ictus, in \vhich case it is simply the application of the 
general rule which assigns such an ictus to the first note of all 
neums (II, 2G3. II, 44G). For instance: 

a a 

F(r;. 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 
(If, 264). For instance: 

c 

a a 
rz.g. 361. 

\Ve 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 stroplzicus follo,v·ed by a note of repercussion of double 
\'alue. 

A long clivis at the end of a phrase: 

Intr. In medio. 

Laon :!.:39. 

St. Gall. 

f\.". G. Sciant. 

intellectus 

1l .. ~ 

./7 n ,;ciT 

===-~--.!=~:-t= 
----~~t=:.: 

ut ro-tam 

A long clivis before a quilisma · 

1l ··:;:/a.. 
Laon 23!l. / ...., !" !" 

St. Gall. 

Allel. l!ll'eJZi. ~~~ ___ t!l~~-
Allelt'lia 

The same before a bivirga : 
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\Ve make no distinction, here, between the bivirga and the 
distroplza 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 XXXVII. 

Strophicus followed by a double Repercussion. 

a- a, a- a- a- a, a- a, a- a- a. 

Tlze above in modern notation. 

' ' ======::=:::o-

:::1..----- CL --CL - s a.--------L 

4 70. A stroplzicus followed by a note slightly lengthened 
agogically by means of an episema. 

Laon 28\l. 

St. Gall. 

1<;. G. Tu es neus. 

p6pulum tu- um 
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Laon 2:3\l. 

St. Gall. 

R:'. G . .Tustu.1·. 

Laon 239. 

St. Gall. 

Olfert. La>tamini. 

tu-

/] 

•• ../ Jl'l' t' 
I' ~ ..... ,.... 

a 

- 7J ;r 171 .r =--------------
==-~-----=--== 

corJe · 
Fz/;. 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 clivis ff. 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 strophicus . 

Laon 239. •• ../ •• ../ •• ../a.. =. .J"1 
":/-.:: "-,- _ _:__~" _ ___:~"_:__ __ 

c 
St. Gall. n lr / 7J ;r n ;r /..~ 

Off"rt DifFusa est. F""~;::f~~+t 
in ... a~- ... ter- num 

EXERCISE XXXVIII. 

A Strophicus followed by a Note of Repercussion 

lengthened slightly by a rhythmic Episema. 

II. Mode. 

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

b.., •• rti'II··=H 
---~ - =H ______________ _ 

a- a. 
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The above in modem notation. 

--====== p ====-
~ ~~ ~~~-----::~ 

a., Q...---} a.-- a..-- a..------

~~-~---
-- a.. ) a..--a..--==;_ 
'------

472.-c)A strophicus followed by a note of repercussion with 
a simple rhythmic ictus, indicating a mere touch, gentle and 
f1eeting. 

Laon 239. ,.,I /. /. ,... . . ,• 

St. Gall. 77 _,.,i·. i·. lf 
;--..-..---­

Tract. 8th mode. --~~~. r-~ = 
a 

Laon 23D. 

..,:: 

St. Gall. /' i·. P lf 
~----------

Off crt. llll'irtute. !!1~~,.~-----_--_-_--::_~-
-t-+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. 

a- a, a- a- a, a- a- a- c, a- a, 

t--

c .:.:~·-.---..;-... ~--=~....,-.-.,--•• -~~ ~=It=_ __ ---=-----==--==--= 
I • I 1 • 

a- a- a, a- a- a. 

The above in modern notation. 

~=======================-
~.~~;',.lizf"Oj<-. 

-- ti~~ L,...-1 ~ 
a.. 0...--<s.. -------

~=======================--
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418. 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 (effleuree, caressee d'un 
touchement rythmique extremement deticat). The St. Gall MSS. 
usually represent this nuance by the letter c =' celeriter, while 
those of 11:etz use an ordinary neum accompanied frequently 
by an " = naturaliter. The neum should be sung legato, lightly 
and smoothly. 

Laon 239. 

St. Gall. 

Olfert.Justus ut palma. 

St. Gall. 

Offert. Inveni. 

Laon 239. 

St. Gall. 

Rf. G. Diftitsa est. 

Laon 239. 

St. Gall. 

. . ., ~ 
11/·. 

c 

c 
JJ /]/·. 

J u- stus 

F1:£;··372. 

c 
fl /]/·. j. 

r-~-~-;-·------

me- a 

Fi,.t;. 373· 

j' ., ., 
c c c 

77 /•. t1 /7 t1 

~--r;; ... -~~~ ==- .-_____ . ---
1<1-bi- is tu-

Fig. 3u . 

.. / 
/ 

l'i 

Comm. Simile est. ==-.....:::.::-.,4:=:;= 
-~==--=--== 

inven- ta 

Fi~;. 375· 
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Laon 239. 

St. Gall. 

gr~i-ti- a li- bi- is 

Fi.£:-376 . 

Laon 230. . . "'11" •• 
c 

St. Gall. 77 11 11 n 

H~~-
Allcl. Adduce11tur. - •• 

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. 

V. Mode. 

EXERCISE XL. 

A Strophicus followed by a Note 

with a very light rhythmic Touch. 

------------t-.---.----1-----.· 
••• •• n;~ .....--=---:-..-.. n; Fii!E 

a- a- a- a- a, a- a- a, a- a- a- a- a- a- c, 

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

-========= ' 
~-a:------------- <ll..-------

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 each 
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 \Vith all grace and skill. 

473. Second case. Repercussion on the first note of a neum 
following a strophicus by a note that does not bear a rhythmic 
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 \Yhen at this 
point there is : 

a) a pressus, 

b) an oriscus (cf. below Ko. 411), 

c) a simple rhythmic ictus. 

47li. a) Example of a pressus on the second note of the neum 
following a strophicus : 

Sl. Gall. 

Intr. Sacerd"tcs lui. 

Laon 23\). 

St. Gall. 

Oifcrt. Diftit.\'a est_ 

Laon 23\L 

St. Gall. 

Intr. Quasi modo. 

n/7 
J 

JJ 11, 
= J tt 1'1;111------
_.. , ~I 

a-ver- tas 

•• Q ./ ,.,. ,....~~ 

c-c:= 
• ''r;,,;­

G--tt-11--flr-tt-11---­
-~---1-to----HI-~-
-1-"------~---

Ia- bi- is 

/1 c -c:= 
"'' n t1-: 

;---------­
- .~•-tt-1'1; 1'li --

alle-lu- ia 
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Laon 239. ..J !" "1-J 

St. Gall. 
e (J.., 

11 /7 j1/J s--.:-..+t ____ _ 
RJ. G. Sace•·dotes ejus. --~--+r--"-----

sa- lutari 
F1~~·. ]3£. 

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 'vhich carries a rhythmic 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 helow: 

* 

a e 

b· ... ·~--*--41!tjj I 

a e 

a 

a 

Fig.J32. 

c 

c 

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. 

St. Gall. 

RJ. G. Ecce sace1·dos. w r- ,. .. n.. m-·~ 
Fig. J3J. 

4 iS. c) Example of a rhythmic ictus on the second note of the 
neum following a strophicus. 

Laon 239. 

St. Gall. 

RJ. G. Juravit. 

j""''lc 

n n n 12 ••• 

s •••• ··--Ji-­-+1+-
• 
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The six apostropha of the above example are also found grouped 
as two tristropha, ttt ttt, or even ·without a break in the series; 
this plainly proves that each individual apostropha was sung 
with a distinct percussion. 

Laon 23\J. 

St. Gall. 

RJ. G. Jurm•it. 

Laon 239. 

../ 7a.-. ,.,,., ,.,,., 
------·-

St. Gall. /' IZ _ 

~-....--.~-======= 
Offert. Justus ut palma.==' ~. 

----------------

Laon 239. 

St. Gall. r r .I' n /--

R,7. G. Sabmm fac. 

Sal- vum fac 

We notice that in the Laon MS. No. 23H the rhythmic episema 
of St. Gall is nearly always expressed by a -c: or an a.... 

EXERCISE XLI. 

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

III. Mode. 

a- a, a- a, a- a- a- a, a-
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a- a- a, a- a- a- a, 

•• •• •• 

a- a- a- a, a- a- a- a. 

The above in modern notation. 

~======- '---------------

CL-------
CL --==----:-:==== ) 

~================~ 
~"~~" 
~~£->~~~~ 

---- a_ ' a.... a....- a.. __ __:_ __ _ 

-====I 

, , ------------

~~ 
.;z.. __ a.-- 0- ' a. -------

~=========,======-

~·~f¥¥ II a....-a...-o...~ 
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s 3· - The Strophicus preceded and followed by N eums 

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. 

Verceil 186. 

St. Gal!. 

IV'· G. Pmbasti. 

Laon ~30. 

St. Gall. vn /· . ..... ?r 
L-., .._,tr~. 

Hf. G. Exali<zbo te 

D6- mine 

ARTICLE 5. 

THE STROPHICUS IMMEDIATELY FOLLOWED BY A QUILISMA . 

.J.80. A strophicas immediately follo\\~ed by a qailisma 

(cf. Chapter on the quilisma). 

l. The Tristropha. Here, repercussion on the third apostropha 
i.s obligatory (II, HU). 

;-\ 0 102. -- :!3 
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Example. 

VcrccillSG. .. ,,./ /LJ) 

St. Gall. 772 ._._._a ._a 

s-~---b-
orrcrt. Justus. =---·-t~·· 

palma 

fi~;. 390 . 

..J.Hl. 2. The Distroplza. There are two possible interpretations: 
a) An ictus on the first apostropha: 

V crccil l8u. 

St. G~ll. 

lY'. G. lnveni. 

e- urn 

Fit;. 39I· 

b) An ictus on the second apostropha: 

e- urn e­

_Fz;!{. 3 92-

e- urn 

urn 

..J.H2. The first has the virtue of simplicity. In practice, the 
a verag·e choir will unite in one sound the two cpostropha of the 
stroplzicus, and will apply the general rule for the grouping 
of notes. The two apostroplza become one long note equal to 
a composite pulse, and this interpretation would permit us to 
include the four notes fa-fa-sol-fa in an enlarged and very broad 
triplex group as indicated under the :~ . 

..J.83. In favor of the second interpretation, it is significant 
that many manuscripts use mi instead of fa as the tlrst Pote 
of the passage: ( r) 

c - * 

Fig. 393· 

( r) Variants of this kind have already been pointed out. (I I. 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 distropha 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 XLII. 

The Strophicus followed by a Quilisma. ( 1) 

I. Mode. 

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

The above in modem notation. 

~========~======~ 

i+Jq--~===00~~ 
a_ 0- ) 0...- 0....-----

' 

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

THE STROPHICUS CONSIDERED FROM AN AESTHETIC STANDPOINT: 

THEIR NOTATION. 

48±. \Ye haYe scarcely touched the surface of this vast sub.iect: 
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 elan, 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 follo\v, selected at random: 

Olfcrt. Deus firlllal'it. 

or- bem ... 

qui non 

pa-ra- ta se- des tu- a ... 
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Offert. E.-.:altabo te. 

D6mi- ne qu6- ni- am ... 

C .; m m ---,-JI---t--
• • • • .-. r-+--++r~,+~ 

nee Je- le- ctit- sti 

et san<i- sti me. 

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 nat us est; praise, as in 
the Offertory, Benedicite; adoration, in the Offertory, Deus 
firmavit; tender, humble and trustful petition, as in the Introit, 
Reminiscere. 

48.). 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 .-;ign 
for the apostropha in a number of cases, as for instance : 

~------

]~. G. -------~11----H--

Exal- t(t- bo 

Ft;if··395· 

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

§ I. - The Oriscus on a note that is higher 
in pitch than the preceding note. 

487. - Dom Schubiger describes the oris cas as '' a grace-note 
higher in pitch than the note preceding it. '' ( 1) 

This definition seems to contradict what has been said above 
(II.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 : 

JJ ./·.j -
-------•\---,l---------
E • J • ~·-·~·-~-....--.----------- ----'-11- -----~-----

a) ~· G. Difli1sa est. et ded{t-cet tc 

b) Intr. Vocem. us- que 

;==----==-----=-----==:§=r• -~~----=--=--= ---------·--rl"------

c) Intr. In media. irn-plc- vit 

(I) DOM SCHUBTGER. Die Sdngerschu!e 7'011 St- Gal/cu. p. S. 



388 PART II. - CHAPTER X. 

L!) Tract. 8th mode. Y'. Exspe- cte- tur sic-ut 

e) Ant. Fidi aquam. et o-mnes ad quos 

./-.. j-

--------i--··-----·--s-______ j_!' _ _!1t;.--;---= =--= 
--------------· ----·-----

f) I{l. G. Ad Dnmim11n. li- be- ra 

g") Off. hn•eni na1•id. et lmi- chi- urn 

lf-wi? j- -

e - -- ---~ ·--~ -= -
h) RJ. G . .Tuml'it. f. Dixit D6- mi-nus 

c 
__ 17} -

; ~ -·-?.__.! _-
i) lntr. liz l'il'iute. et su- per 

c 

__ 17j - -

!---------------------! ______________ i _____ _ 

. ~--------
j) lntr. Reszm·exi. mi- ra- bi-lis 

etc., ctr. 
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4R9. - Examples of the oriscus placed a whole-tone aboYe the 
preceding note: 

a) Intr. Loquebm· 

b) Com. Dicite pussillanimes. 

c) Jntr. Dum (cum) clamarem. 

d) OtT. Sicut in holocausto. 

./·.j -

; ~--=--=--~- =·!~~ ~ -
re- g-u1n 

_..,./j-

; ~--- - -- ~--)· ~~-- -

ec- ce 

_..J5-

i - - --- -- -;':- i ~ - --

hu- mi- li- a- vit 

/.!?j -

;==---==--===- ,-~ I - ~ --
___________ L_ ___ _ 

tau- r6- 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. ( ') 

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. (z) 

(1) In the examples cited of ascendinx 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. 

""}.I' =------J.. 
---11.-----

a) Com. Ecce Dominus. il- la 

b) ~- G. Tollite. ve-stras 

c) Tract. Domine audil'i. umbn\- so 

B. - The Oriscus on Sol, La, Re . 

.I'} .I' 

G .-.. --==---- -~· --== 
a) Off. Con(<wtamini. e- n1m 

b) ~- G. Ex Sion. veni- et 

c) Com. Dicite. confortami- ni 
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The oriscus is round 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 characteristic is 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, .I'} .a t?j .a 

A c...._._ A ~ r.. :a 
a virga is used : 

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. 

4U4. - Curiously enough, however, the Antiphonal of 
Montpellier with its double notation interprets the last two notes 
of the neums .;v and /]/ as being at the same pitch. 

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

49ri. - What causes these variants'! 
We have pointed out the cause (II. 444) in regard to the 

apostropha: it is the tonal 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 aMi or Si (Fig. 400 B, C), 
in which case the oriscus appeared at a higher pitch than the last 
note of the neum. 

A S ih+----~ h~~ 
-~·- ___ ===±l 

;---~-\------~ 
B r---~~\--.-· ~ ... --=-=--- , _____ , 

c lt;;~~~~ 
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. 

§ I. 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 i and j where 
the clivis is marked with a e = 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 e = 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, 39'7) 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 at 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 : 

* 
B ~ .:-. .. --_ --~ ___ ___,.__ 

-------~ 

a. um-br6- so 

c ~-: ~ 
imple- vit tau-r6- rum 

Fii[. 40I. 
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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 : 

')7. All. Adorabo. tu- urn 

Fig. 402. 

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 

Tr. JJe p1·o{uudis. Jr. Fi- ant 

Dactylic form. B 

Tr. Beatus l'ir. r. Glo- ri-a 

l<~ig. 40J. 

503.- 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 : 

e----T;-.-~--*-- ·~~~ ~~ • rl' ~~ 
------

imp!e- vit tau-r6- rum 

Fig. 40-f.. 

(cf. Fig. 396, and Fig. :~97 in almost every line.) 
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G07. - 2. The rhythmic ictus is placed on the second note 
before a distinct oriscus in other melodic forms of which the 
following are examples : 

us-que su- per 

Fig. 405. 

(cf. also Fig·. 396 lines a, b, g, h, i, j_) 

:308. - 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. (r) 

c 
IV __ ...__ __ 

B G--JN·A-
---~--

a a 

(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 Solesrnes. 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 : 

1----------------------
~ c~.--~-~--- ~ r-----= -------- ---- ---

di-em festum ce-le- bnintes 

B 
G T--

=~-'L~ 1\-
di- em festum ce-le-bnintes 

Fig. 407. 

This way of rendering the clivis-oriscus was found to be so pleasing that it 
has been retained notwithstanding the notation. The finished artist would 
probably sing neither j!l nor mi on the second note of the clivis, but something 
between tl1 e 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 c.= 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 ictm;. 

3 note'> ,--, 

Normal form, spondaic text. 

Dactylic form. 

Off. 5'perent. 

B 

Spc-

4 not!~S 
,~, 

rent 

~~~~-
Tract. Laudate. conf]r-ma- ta est 

Fzj;. {-OS. 

According to the laws of natural rhythm (l, 40) 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: 

~ ' ' 
'!!-=II~Hl-~~ 
-~-----

contlr-m<i- til est 

This division, howe\·er, may be a\·oided legitimately by 
recalling the fact that this little g-roup of notes, ending on the 
oriscus, is always light and should be sung quickly. \Ve 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. -- :'6 
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EXERCISE XLIII. 

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

a) Oriscus on the fa. 

I. Mode. r- . . ' +--- +-- =n---­
--~-.. ---~---:__~-...----·~~]·...----,..,..,f'll~-...~=--==== 

a a a 

The above in modern notation. 

b) Oriscus on the sol. 

IV. Mode. 
~----+-----+ ~ 
~--.-.. -.--~----­
--~_!_· -- I ~-· -- I i!i: 

a a a 

a a 

t­
•1\l'!ra·""r-,_~ .... ,__. ----=~-• rl\. t-T-"'--.... 
a a 

s--~-:--+--~- t--
=~-.-=-. =A-~. • •. ~--.-__,a._·~, :-.-..-*.---fl----.... H; ~~ ~~~==== 

a a a a 

(1) Instances of an oriscus 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. 

~------------------

c) Oriscus on the do and on the fa. 

V. Mode. 

ii-A--= -t ... ~----------~----'--~%--=-1 ;;!!:IIi- -+-- ' .... ' ' .... ~-;' A;--'~-:-- • ---------------------- ~-;--
a a a a 
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The above in modem notation. 

____ :::----=-

-~---- - -----



CHAPTER XI. 

THE SALICUS AND ITS RENDERING. 

!>10. - The saliws has already been defined (II. 4;)) as an 
ascending group of three, four or five notes. It has two forms, 
one in which all the notes are ascending : 

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

.¥"' .¥"' 

G-_ -~--] -----·-______.,___ ~-'-
-~·---

Fig. 4-Ir. 

This latter form is peculiar to the salicus of three notes. \Ve 
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 \Ve must turn to the manuscripts and adopt 
the following rendering. 

The word salicus - satire, 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 press us, but more slightly, more 
delicately. 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: 

s .. = [-§ ----=-=-- -=--_____ !!_--

or simply the vertical line. 

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

Gl2. - This interpretation is supported by the following facts: 
1 o Neumatic equivalents in the St. Gall manuscripts; 
2° Romanian letters ; 
;)o The use of the same sign for the pressus and the salicus in 

the manuscripts of }letz, Laon, Verceil and Milan; 

4° Equivalents in the manuscript of Laon; 

:>o Adaptation of the text to the salicus. 

:n :L - l o Neumatic equivalents in the St. Gall MSS. 
The two higher notes are replaced either by a pes quadratus v, 

or by a pes quassus v. 

,../ .V 

,,.,.= ../= v 
/ / / 

~---.­_ _,_ 
~·l.-

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. 7~, 73). 

:>14. - The same equivalents are found in the salicus of four 
notes: 

.. ,/ .. 
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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. 

.· 
~---:t-.-­

- 4;:~ ··~ 
faci- as nus 

in voce tu- bae 

516. - The replacing of the salicus ./ by an ordinary 
scandicus ,/ is very rare in the St. Gall ~1SS : 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. 

;)17. - 2° 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. 

The -c: = tenete is well-known, and very significant here. 
The f, rarely found in Romanian manuscripts, occurs more 

frequently in Bamberg ~ISS lit. G. ~otker thus describes it: 
Ut cum fragore seu jrendore feriatur eff!agitat, and the Leipzig 
MSS 371 : Ut cum fragore feriatur (II. 92). 

518. -The St. Gall MSS rarely use a c = celeriter 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 
salicus. 

519. - 3° The use of the same Sign for the pressus and the 
saliws 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: 

Laon :!39 

Or else separated: 

Laon 2R9 

Fi~£;. 4IS. 

an ordinary clivis, a 
pressus and a punctum. 

a pes subbipunctis, a 
!" pressus and a long punctum. s-151-­

-"-i-t~--

G20. - In the Metz notation the same sign is used for the 
middle note qf the salicus, with this difference, that it stands 
alone, thus it is not apposed to another note. 

; __ t= -·-
There are, it is true, ditTerences 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, sa!icus 
- 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 e = 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 sa ficus. 

Laon 239. 

St. Gall. 

Off. Laetentlll . i===== 
~~-
--.. --

Lac- t~ntur 

\Ve must not be surprised to find the letter e 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 .:VISS 
are extraordinarily consistent and persevering in their use of the 
sa ficus; 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. 

\Ve find, after comparison of identical melodic passages in the 
Metz MSS, and even in a single manuscript, Laon for instance, 
that these variants arc 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. \Ve 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 g1vmg the 
neum a special form, namely by adding the letter a- = augete to 
the middle note : 

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

again confirming the strength 

Examples: 

Laon 239. 

St. Gall. 

Off. Deus finnavit. 

Laon 239. 

St. Gall. 

Off. Tui sunt. 

Laon 239. 

Einsied. 121. 

H;. G. Prope est Dominus. 

·"/ 
G--­
------i--1---

tu es 

.Ft/;. 123· 

·"/ 
G-=--_..,_.; -·==--=---· 

tu fun- dasti 

/ 
11J I 11 11 lr 
--."li----

=~~~~ 
o- mnis ca- ro 

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. :w. 

!\Ianza C. 12/75. 

The St. Gall mss et Einsied. 121. 

Bamberg lit. 6. 

Laon 23H. 

Intr. Circumdedenmt. 

--

.---.-~. ------· ! ..... ~--· 
I -

in-vo- dt- Yi 

FZ:ii· p6. 

40i 

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 punctums here with an a.. = augete; 
while Bamberg has three virgus in succession, the middle one 
\Vith 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 interpretc:tion. 

526. - 5o Adaptation of the text to the salicus. Diaeresis of 
the salicus. - The foregoing conclusion5. are confirmed by the 
rules for Gregorian composition relative to the sa ficus. 

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

When the number of syllables requires it, the composer uses 
the diaeresis 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 : 

Tract. vmth Mode. 

diaeresis 

PART II. - CHAPTER XI. 

r~~------~------

1-.~·~ ~; ,;: t; ; ,;:fl; ct6mm -~ 
et JU- st1- ti- a cjus 
in man- (d.llis) 

V" 
~--~~~l------------------
"---i·-1----------------------
----1-----------------------

V" 
in cor- nu ir. 1<\-co u- beri 

V" 
vi- ne- a 

V" 
ad-ju- tor et 

v 
et ex- a!- ta- bo eum 

V" 
nos au- tern 

V" 
qui ha- bi- tat 

ek., etc. 

F(f{. 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. 

RJ. G. yth Mode. 

diaeresis 

£!==== == = ...... -==;~-==---= I'------;:--- ----
J ~ - /·.?J/ ,.o;- -

-~ ~ 

in ae- ter- num 

/ 
-~ 
sunt in pa- ce 

/ - ./ 

1
;=;=--=;---------

1 • 

legem Ex- eel- si 
Fz/;. p8. 
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,,-

I'7. G. vth Mode. r~ ·-· ~ -~- ~~ 
1 AI- tis- si- mi 

l in prin- ci- pi- bus 

e- ri-gens pau-· pc- rem 

diaeresis 

.Fi;!{. 429 

Type ly. li . .Justus. 

m 6- nltll·· bus vi- is 

/ 
-" 

'( ct pro 

I / 

I 
_,., 

ut sal- vos fi-
/ 

l _,., 
par- ce 

ci- as 

./ 

diaeresis c ~-; ---. --~~- -~- --= 
prin- ci- pa- tus 

./ 
in CU- bi- li- bus 

./ 
us-que ad sum- mum 

./ 
pro- ce- dens de tha- la-mo 

ck., etc. 

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 \Vith 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. 

G---­
- .; .; 

Fi/;. 43r. 

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

G---­
~.U-

I 
~=-~~ .--= - ----1-

··- -·--·-·--.!..< 

Fzj;. 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. 

~=1~-~Mo~de~-~~=~~~~~~~ij~ I t • .~~._LI· ~ • 
• •••• • •• I •• . I •· __._t._•l• f ·= . ·= •· .• I I •· I I I I ,.- •• I • -.,..,,a..t•,...!;.!· 4~..,.!· ~-•-.J'U:,t---· •• 

a a a a a 

===---t---t-·--3----
~ t ~ ......... ~ ~ -=--==--==----=--=== • =I •· I• .• I I •· •• • • ·tJ-; Uf;-- ------------·-

a a a 

-----·-·--------· 
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The above in modern notation. 

'========--

~=======-

i~ _ _l_~--~i---===--·-·-- - -~--r--r--- -, I ~~ 



CHAPTER XII. 

THE QUlLISMA 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 after the quilisma. 

F(£;. 433· 

( r) Exceptions to this rule however are found in the neumatic manuscripts. 
In Hartker's Antiphonar the quilisma is sometimes assigned to a syllable 
without a supporting note or neum. (Fig. 434 A) 

Ant. 0 Oriens ... 

et 0 Clavis ... 

A 
0 Rex gentium .. 

0 Gabrihel 

r /i> - ._.,/ -

l umbra mor- tis 

.../ -
for- rna- sti 

.../­
vo-ca.- bi- tur 

J?ig. 434· 

/,//_.../ 
G--~----­

B 
~ : ,, ... 
- -~ . 

Esto mi-hi~in De- urn 

Among the twelve great "0" antiphons only four end thus; the sign is that 
of the quilisma, but what is its meaning in this context? In other cases, 
there can be no doubt but that it is a real quilisma, as in (Fig. 434 B). Here 
the elision accounts for the quilisma 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 quilisma. 

------- ·-----
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A half tone before the quilisma. 

;-~·.N W~-:3 

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

a b c d e etc. 

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. 

OfT. 
a Ad te /epm·i. 

b 
HJ. G. 

S'ciant gentes. 

~;;~____;;;_; 
irri- de- ant 

;----------­- ,.. 
_OJ~--·-----==--== 

sti- pulam 

l\7. G. G------------
c Jfisere1·e mei Deus ----~n;----

quolliam in le crmfidit ____ ! ______ _ 

d 

c 

f 

opprc\- bri- urn 

H)'. G. 
Tribuhztiones. 

~ _----- --H~~ 

necessitiitibus me- is 

OfT. ==--~=---=--==== 
Sicut in holocaustis. ;-.-.. _____ _ 

RJ. G. 
Custodi me. 

ct sic- ut 

;--- ~r?i=--:::r=: 
---·--~·--=±= 
oculi tu-

Fig. 437· 

The quilisma is never found between two notes separated by 
an interval of a fifth. 

X0 702 -- 27 
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ARTICLE 2. 

THE INTERPRETATION OF THE QUILISMA. 

5:32. - \Ve have three sources of information on this point. 
a) Byzantine sources, 
b) the Latin Authors, 
c) and lastly the manuscripts. 

§ I. - The Byzantine Quilisma. 

53:~. -- The origin of this expression is evidently Greek, 
though its etymology gives us nothing very precise : x0).~vp-"-, 

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. ( r) 

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

The second opinion (z) makes of the Byzantine quilisnza 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. Traite de Fsa!lique, p. II. 

(z) FRANCK CHOISY, L' llymne du Palt!ologue et la 1Vusique By::antine, 
Rcmte Jfusicalcy" 1907, p. 184 ancl p. 2 59· 
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~ 2. - The MSS. The Retroactive Effects of the Quilisma. 

534. - The Latin quilisma has a retroactive effect, 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. 

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

/' /' 
;,:'/ ""V ;,:'/ ;,:'/. /. /' 

Laon 239 ;" 

"'"'"' 
.. .,./ 

I"' I" I" I"' I"' ;" ;" 

-c: -c: -c: 
St. Gall -:.../ -:..._/ lr.../ //!.../ .J.../ lr ,../-_ .../· . JJl.../ -

A 13 c D E F G 

Fz:[(. 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. 

G:36. - 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 (Xlth 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. Eassegna Gregori ana, 1906, col. 226 and ss. " La Tmdition 
Gr~f{OI'ienne a propos du Quilisma ". 
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a) A doubled note after a clivis: 

St. G~ll. 

Intr. !<orate. 

Fz:fi.IJ9· 

b) A doubled note after a torculus: 

St. Gall. 

Com. L"cce JJeus. 

Fig. 440. 

Monza 

Vienna lf ,.../V 

L-~~ 
!!__!-"---

i'llonza 

Vienna 

r.../ 
.;? ·-' 

i---~= 

In this example Monza does not double the note after the 
torculus, but uses a long torculus r here. 

c) A doubled note after a climacus : 

l\.lonza - .../·, • uv'•. 

St. Gall. Vi<:nna _.../•,_.../•, 

Hj. G .. 1 SU/1111/(), ~~ ;!~~ 
Fig. 441. 

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

;;:n.- :3o 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 11 before a quilisma frequently becomes: 
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b) an ordinary torcu!us .!' before a quilisma becomes: 

v'--' 

b~= 

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..,/, it always gives 

two punctum planum before a quilisma __ • ./_ 

G38. - 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 ~ISS. \Vc 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. \Ve would do well to read over 
what has already been said about the use of the rhythmic signs 
in the MSS (II. G9-G3). 

G89. - 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. 

\Vhere 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, I. 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. 

vVe 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 (I). 

(1) AURELIAN of REOME, 9th century.--" Versus istarum novissimarurn 

partium tremulam adclivamque emittunt vocem "Gerb. Script. I, p. 47"­

"Antiphonarum quatuor sunt hoc in tono differentia=, (Authentus Prot us) quarum 
prima h;ec est : Ant. Tradent enim vos, finisque versiculi tremulam emittit 

vocem." Gerb. Script. I, p. 44"· 

N'OTKER, 9th-10th century.- In the letter to Luitpert is the explanation of 
the Romanian letters g. g = ut in gutture gradatim garruletur genuine 

gratulatur. 

GUIDO D'AREZZO, lith century. -" De quibus illud est notandum, quod 
tota pars compresse et notanda et exprimenda est, syllaba vero compressius. 

Tenor vero, id est, mora ultima~ vocis, qui in syllaba quantuluscumque est, 
amplior in parte, diutissimus vero in distinctione, signum in his divisionibus 

ex1st1t. Sicque opus est ut quasi metricis pedibus cantilena plaudatur, et 

alia= voces ab aliis morulam duplo longiorem, vel duplo breviorem, aut 
tremuiam habeant, id est, varium tenorem, quem longum aliquotiens litter;e 

virgula plana apposita significat : ac summopere, caveatur talis neumarum 

distributio, ut ... , etc. Gerb. Script. II, p. qb- r 5•; ed. D. Amelli, p. 35· 

ARIBON, lith century, commenting on the above text, says: "Quod dicit: 

"aut tremulam habeant" puto intelligendum sic esse. Tremula est neuma 
quam gradatum vel quilisma dicimus, qua= longitudinem de qua dicit 
"dujlo longiorem" cum subjecta (plana) virgula denotat, sine qua brevitatem, 

qua= intimatur per hoc quod dicit, "vel duplo bre1'iorem" insinuat ". Gerb. 

Script. II, p. 215b. 

MONACHUS ENGOLISMENSIS, lith century. De Vita Caroli Magni. -
" Omnes Francia= cantores didicerunt notam Romanam, quam nunc vacant 

notam Franciscam, excepto quod tremulas vel vinnolas, sive collisibilt's vel 
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342. - The least obscure definition of which any practical use 
can be made, is perhaps that of Bernon's: "Quilismata quae nos 
grad at as 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 ~SS. 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. 

343. - vVe 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. IV, 118; ed. \Vaitz. 

B~:RNONTS AUGENSIS, Tonarius, t 133r. - "Saeculorum amen. Ant. 
Amen dico vobis. H~ antiphon;:e licet a finali incipiant, tamen quia per 
quilismata, quae nos xradatas neumas dicimus, magis gutturis, quam chor­
darum vel alicujus instrumenti officio modulantur, potius hu jus differenti~ sono, 

quam principali ipsius authentici promantur modo". Gerb. Script. I I, p. So". 

ENGELBERT D'ADMONT, t 1331. - "Unisonus vero non est aliqua conjunc­

tio vocum, quia non habet arsim et thesim, nee per consequens intervallum vel 

distantiam, sed est vox tremu!a, sicut est sonus flatus tub;:e vel cornu, et 

designantur in libris per neumam, quae vocatur quilisma ". Gcrb. Script. II, 

b. 319"· 

JEAN DE l\IURIS, 14th century. - "Quilisma dicitur curvatio, et continet 
notulas tres vel plures quandoque ascendens, et iterum descend ens, quandoque 
c contrario." Gerb. Script. III, p. 202 a-o. 

WALTER OmcTON, 13th-14th century.-" Quilisma dicti ad similitudincm. 

Quilos enim grece, et mus terra, quasi humida terra a receptione aquarum." 

Couss. Script. l, p. 2 14•. 

Cf. The texts quoted by the Rev. Fr. Vivell, Gregor. Rundschau, nov. 1905, 

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. 

344. -Some general rules. 
l 0 The note preceding the quilisma is always to be slightly 

lengthened and sustained; it will always take the rhythmic ictus. 

ri45. - 2° The quilisma-note which is always light, will never 
have the rhythmic ictus. 

G46. - 3o 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. 

\Ve will now give particular rules for each case. 

347. -A. A single note before the quilisma. 

_..,./ _..,./ _,.,.,./1 

~~~~~ 
a b c 

Fz:,;. 444· 

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, c), but the quilisma sign is in 
itself a sufficient indication. 

548. - B. Two notes before the quilisma. 

Fig. 415· 
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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 : 

G-­
=n;J_ 
Fig. 446. 

Therefore according to rule l (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-cover it. We sometimes find, in 
like cases, that the virga before the clivis is doubled: 

1/J.../ 
G--­,n;: 

or what amounts to the same, the press us is used : 

Fi£;. 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. 

il5l. - C. Three notes before the quilisma. 

a b c 

Fig. 448. 
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These three neums, torculus, porrectus, climaws, 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. 

:->:>2. -D. Four or more notes before the quilisma. 

Laon 2a0. 

St. Gall. 

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

:>:>3. - E. A strophicus before the quilisma. 

St. Gall. 

Off. Justus ut palma. 

Laon 239. 

St. Gall. 

Off. Justitiae Domini. 

. .. palma ... 

; . ..,N 

re- ctae 

F(f. 45I· 

Fi_g-. 450. 

re- ctae 

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). 

:>54. -First example. Tristropha (Fig. 430).- The neumatic 
notation of this strophicus implies the repercussion of at least the 
last apostropha marked with an episema: it thus supports the 
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quilisma. The tristropha is then treated as a neum of three 
notes, with a rhythmic ictus on the first and third (II, 480). 

5G5.- Second example. Distropha (Fig. 431).- Of the two 
apostrophas the one immediately preceding the qui!isma is the 
more important, and the episema over it requires the rhythmic 
ictus according to rule I (II, 344). If the three fa are given with 
repercussion the rendering will be: 

i-=1=~=6-~~=::j-, __ -·-·-·---• --·---·--'- - _;-~l-~-----""='~---

1 

rc- ctac 

If the t\vo strophicus are united in a single sound, we shall 
have 

rc- ctac 

J.z:£;. 454· 

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

EXERCISE XLV. 

On the quilisma. 

a a- e. 
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The above in modern notation. 

I:::=::::==--- I I ========--
=!:~--; __ ' -:¥~·~ .. ~ ~ ·-- ~- --- ·-· >--- -, I I ...___ t' J-,..1 I S:. I __,.... i 

,~ --:,....--- --~ 
COL, a o;;r. 

I 
-===:::: I 

~~ 

-===:::: I 

Two notes before the quilisma. 
s--.-t--------t--; I M• . t-.-·-t-- ] 

• "
1 --t- ~· 1 ·~· • .,.,.~-··Ojl· • I -~~r~ t-It. -+-·~- '+=-.. --'h--~-~ I ~~~:-• --~--------!. .••. I ~:- I 

a a a a a a a 

The above in modern notation. 
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Three notes before the quilisma. 

a a a a a a a 

• 'J,. -r-u 

-!-~~----------.---=--- --
--1-· _-tt-·-===-+l.,.••-""'-:--_-ll.-===--~~-~~~~-~----. ' 

a a 

The above in modern notation. 

'== 

a~------ a. 
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A stroplzicus before the quilisma. 

S-----G---;-t---.--.-+------;-t -· -

~_,..-r........ ~- ··~~-=- -~- .. N r;~--~~~~a 
I 

a aa a a a aa a aa e. 

The above in modern notation. 

I =========-

\Vith this exercise the second part of our book ends. The 
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. 



APPENDIX. 
(II. 277) 

RULES FOR RENDITION OF NEUMS. 

LEGATO STYLE. SMOOTH VOCALIZATION. 

;)36. - 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. 

337. -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. 

538. - 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 solfcggio. 

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. \Ve may borrow from their works 
since we have the luxury of choice. 

M. Tbeophile Lemaire in " Le Chant et scs Principes " ( r) 
gathers together the teaching principles of the great masters of 
song. \Ve apply these principles and use some of these exercises 

( 1) J:e Chant, ses Principes e! son Jlistoirc, par Theophile Lemaire, et 
Henri Lavoix fils, Paris, Heugel et fils, r88r. 
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with such modifications as are required by their application to 
Gregorian music. 

359. - " 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. 

361. - " 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. 
2. Pattern of three notes. . , 
"· Pattern of four notes . 
4. Pattern of five notes. 
<>. Pattern of six notes. 
G. Pattern of seven notes. 
7. Pattern of eight notes. 
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ExERCISE XL VI. 

Pattern of two notes. 
Mode V. 

c f---f 

.... ='-· 
The same exercise in modern notation. 

A TH A A TH A A A TH A A A A TH 

f=
---+-------+---~------+-

:e5~~ ::1 t:j-:;;"'1~---j-£=-:t:J~=~=i -- ... ,-... ~ ... ... ... -...... -...... -.. --... -.,; ... q-~-f/ ... --
• I I I I I t I I f I I I I 

A A A A ~ TH 

-------~------------------------------ ~---- -
F'f"n-+;=r';~=:J= -----------------.................. 

I l I I I I 

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. 

N° 702.-28 
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The same exercise in modern notation. 

~ A ~ A ~ A = A = A ~ A ~ 

=:j~-J~3=:j + ~=i~~~----t~~~=- - -== -= 
~ I ~ ~ I ~ I ~ J I ~ 

I I f .. I I • I 

EXERCISE XLVIII. 

Pattern of four notes. 

i==-t 
/1···· /1 ... /!···· ~-----=:== 
The same exercise in modern notation. 

A TH A TH TH A TH A TH TH A TH TH A A TH 

iP ~~=~~=~=;)-~5fi~~~=ii~;-;-rJ9~ 
.... -..-~ I .. .... I I ... I I .. I I 

I I I I I I I I 

A A TH TH A TH TH A TH TH 

A A TH A A TH A TH A A 

-----+--------t------
:3- -;_::j_:j_ - I ::1=::1-::::; . + ::::t:::1=:;: =::1::-' === ---~----"-=1-===r_,_.,:~=t:4±., _ _.__:j_ i J_.,...._Jj 
... I • .. .... W I -.-4--,J~--- I • ... ... I • 

I I I I I 

TH A TH A TH 

ExERCISE XLIX. 

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

=i== AI~=~-=< + ~-~~-~~-~~ . ~= _,. ll 1 -r -~- -~-- _,.-~ -.- -~----..,. -~- -r -~-, _,.----
1 I I I I 

A A A ~ ~ A A ~ ~ A A ~ ~ 

EXERCISE L. 

The same exercise in modern notation. 

A A A TH TH TH A A TH TH TH A A TH TH TH 

-~··· ----~ ---~--~----- - ----! -- - . ----- - ----- ----. - -+ - =-t-j__ - . - . '-'- - ---c --- ---=-~=·-·-·----'--'-~-·-·-·-~--;-+ ~-·-·~-.1- --+-· _,_ ---=E~=~IT_T_..._,._..,_ .,;-11'-L-T-r -11'-.,;-=E~=-;=~-.-r"--11'-,;--1- ---
__., s"*r , .... I ... 
r r 1 1 

EXERCISE Ll. 

Pattern of seven notes. 

~--l=!-"='--~-1.!:t.•.c---§11"-~-f~~-.--~-t..--. -+=;~-.. --.-.~-.-!.-.-.~--th---.. =31~· 
~~'"--~ ..... r.--r 1• I ·••· I · ·• I --.~ ~•.. · --

The same exercise in modern notation. 
A A A A TH TH TH A A A A TH TH TH A A 

1=~~~:;:+ ~~~; ~--f1o ·-~- _T ___ T_ -~-- _,. -f1o Jt-11'- -T---r -~-· -f1o ·-I -r--
l I I I 

A TH TH TH A A A A TH TH TH A A A TH TH 

--~_;+ ~~~~~~ 
----r -~-,-.... --..,.-..;-~- -T---r -~,;-_,.-,-~- -T---r -~-;--

' I I 



432 APPENDIX. 

EXERCISE Ll I. 

Pattern of eight notes. 

G-~-· --t--~----f-=?c-f·~· 3 ••• • i-f-l-Ttt- • i-+---1-i+r • 
----..-...---f ..... -- .. --..... ----~---- r.--•• -itt- ••• -.-...-- ••• .......-- •• ---... ;-

The same exercise in modern notation. 

I ' -- -~-~ --+-- --;-~ --:....;- - - ------ -~- --
-----1- -•-"--•- --+- -- --1--1- -·- ---- --+-:- ' -~ --r_iiL.,_;f-+--1-j-t~ -r~---~~~:=:j--~ 

.,. ' •-,-i----r -~-101-.,.-_.-'t"-, -'------ -~---.,.-

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 mezzojorte, 
then forte 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). 

ii68. - 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 .• ~ = 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. 

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

c) 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. 

----~>-o~c~(-----
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