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Preface 
Some things never change. It is clear to me that with a lifetime of involvement with psalmody, albeit 

mainly Anglican chant and in Coverdaleôs English, the approach of any modern choral director 

teaching chant, differs little from that of the choir trainer of a thousand years back. First of all the 

singers must know the tune ï (or the harmony) by heart, and that secure, all attention can be given to 

the many nuances afforded by the text, because conveying the full sense of that is the most important 

task. And this gives rise to a psalter filled with detailed 2B pencil markings to aid this interpretation. 

Some of these marks are not so different from that of our early neumes, but the singers of the tenth 

century did not have the same text availability. The issue of the neumes being used as we understand 

modern notation for singers, or as reminders for cantors with immense memory skills, can be explored 

later. 

 

The Harley 110 manuscript containing the Winchester Propers of the Mass, the starting point for this 

essay, date from the mid 11
th
 century scriptorium at Winchester, about which little is known, and 

contain examples of Anglo-Saxon neumes. They are parchments of 265 x 120 mm, with twenty lines 

of text and neumes using 210 x 100mm on the page, which is roughly our A5 size but much longer, so 

it was a book for personal reference perhaps for the cantor or choir trainer, rather than group use. 

Catalogue information from the British Library states that this particular manuscript belong to Part 2  

ff 1r-v; 56r-v. and are óleaves from an English Antiphonal from the first half of the 11
th
 centuryô. The 

whole collection comes from the Benedictine Abbey of Christ Church Canterbury, (which is not St 

Augustineôs Monastery, which was almost next door).
1
 And consequently these documents may have 

escaped both Henry VIIIôs attention with the dissolution of monasteries, and later, Cromwellôs 

attention, as the cathedral was the seat of the Archbishop of Canterbury, and perhaps off limits, and 

from thence via Sir Simonds dôEwes (d 1650) and others to Robert Harley (d 1724) to become 

foundation manuscripts of the British Library Collection. They are written in a confident, strongly 

formed hand with sufficient spacings between the individual words for fairly easy reading, and show 

some attempt to provide extra space for the melodic embellishments as neumes. The scribe has also  

                                                 
1
 Christ Church Canterbury is the Cathedral Church. St Augustineôs Monastery was nearby, and consequently had a close 

working relationship with the cathedral, certainly on special occasions such as the visit of the Holy Roman Emperor in 

1416. 



2. 

 

provided good space between the lines of text for the vertical full use of neumes. There was planning 

and understanding evident, perhaps not a lot of experience of music, but with the seeds of the notion 

that melodic outlines rise and fall, and syllables are embellished by music. 

 

Neumations for this one Mass Proper have been sourced from Laon 239 and Einseideln from 

Palaeographie Musicale, Chartres 47, Noyon, Montpellier/Dijon, Harley 110 (Winchester), Sarum 

Antiphoner, Hansenôs transcription of Dijon, and the Graduale Triplex containing copies of Laon and 

Einseideln neumes alongside the Solesmes square-noted edition. The Hansen and the Graduale Triplex 

and Offertoriale Triplex are used as points of reference and comparison. Samples clipped from these 

are inserted into the text for discussion. Each of the genres will be considered in turn. 

 

Chartres 47 is a 10
th
 century manuscript and uses Breton notation, and according to Cardine (p10) 

presents some rhythmic signs too.
2
 The sample has small condensed text with negligible gaps between 

words and no space for melodic embellishments but for the space between lines of text, and has lost 

definition over the centuries. The Noyon manuscript has likewise suffered with time, and the scribe 

has left no gaps between words, and no allowance for melodic shape. It  is a descendant of the Laon 

neumes (Noyon being but a dayôs horseride from Laon) according to Hiley (discussing a later 

manuscript from Noyon)
3
 All of these monastic scriptoria were located in the north of France, 

basically Ile de France, and were either Cluniac or at least Benedictine houses ï all of them not far 

from houses in the south of England ï but a dayôs sailing. At a little distance, in central France was the 

monastery at Dijon, in the mountains up the Rhône Valley. Chant was provided for these monks in the 

Tonary of St Benigne, with a notation that differs again. The original Dijon neumes and its 

transcription by Hansen are included, as are Einsiedeln and Laon neumes with their Solesmes 

transcription. Einsiedeln was a monastery in Switzerland not far from St Gall and used the St Gall 

notation. 

 

The task of this essay is to explore the similarities and differences in notation and performance 

practice suggested by these manuscripts, (to build familiarity with the notation) and to draw some 

conclusions about the influences upon Anglo-Saxon notation of the 11
th
 century, exemplified by 

Winchester, and to outline some of the finer interpretations of these particular neumes. However, as 

this project progressed, it changed focus somewhat as a part of the Winchester Mass Proper is unable 

to be accessed, and whereas Chartres 47 was included in the first part, it has been replaced by 

Klosterneuberg in Part II, and later attention was drawn to the implications of Anglo-Saxon 

neumation.  

 

 

Part I ï An exploration of the Introit and the neumes involved across the various sources 

 

The text, óExpecta Dominum viriliter age: et  confortetur  cor tuum, et sustine Dominumô, comes from 

Psalm 26:14 Expect the Lord, do manfully, and let thy heart take courage, and wait thou for the Lord. 

(Vulgate variant: Expecta Dominum confortare et roboretur cor tuum et sustine Dominum)  The 

Winchester Gradual has had the left hand margin cut so óExp-ñ is missing with its first neume. The 

Introit is in the authentic mixolydian mode ï with a modest range from F to e. The first half of the 

melody is simple neumatic writing anchored about d, and falls to final G with somewhat more  

                                                 
2
 Cardine, E. 1970.  Gregorian Semiology.  Solesmes p10 

3
 Hiley,D. 1997. Western Plainchant, a handbook. Oxford. p411 



 

3. 

 

embellishment in the second half, so the simple neumes and more complex neumes are both evident. 

In none of the examples is anything more given of the related psalm than an incipit for the priest or 

cantor(s) 

 

Expecta dominum viriliter age 
 

The First Phrase ï Expecta dominum viriliter age 

 

 

 

 
< the RHS margin neumes here from 

pt DŔs are the incipit for the psalm 

verse to follow. Or saecula 

seculorum. An aide memoire. 

Ex. 1  Winchester 

 

The neumes in this example are all written in a line level with the lower case text, in a hand that can 

differentiate thick and thin lines, at a slight inclination from the vertical, (in fact parallel to the Noyon 

example below) and the first phrase shows the clivis and torculus, and both forms of the single note 

virga and punctum.  The torculus over dominum bears an uncanny resemblance to a modern quaver, 

and resembles those in a later Noyon manuscript (BL Egerton 857 fo.52v ).
4
 So there is a genealogical 

link to Laon, though the comparable Laon 239 neume is an extraordinary formation (nicknamed an 

ñescargotò by Rankin).
5
 There is no tractulus or episema evident, so the punctum and virga operate 

with no reference to duration, but do differentiate stepwise pitch, as with ódominum viriliterô. All this 

resembles the GT reading. 

  
The torculus stresses the first syllable 

naturally and the punctum following 

dance lightly over the next  syllables 

 

 

The punctum, virgae outline the rise and 

fall of the melody which could be sung 

marking the meaning of manliness. 

Ex.2 Winchester 

 

The neumes operating above bear a relationship to those in the older Noyon manuscript with the same 

text here. Again a very similar torculus and the virga hinting at pitch over viriliter . 

 

 
Ex.3  Noyon 

 

 

 

 

                                                 
4
 Hiley,D. 1997 Western Plainchant, A Handbook  p410-411 a facsimile of a page from a Noyon Gradual. 

5
 Rankin,S. The Escargot of Laon - The title of a conference paper given in January 2009  but as yet unpublished. 



4. 

 

Of equally venerable age is the manuscript Chartres 47, in Breton notation according to Cardine.
6
  The 

hand betrays less assurance with musical script. Where the previous scripts showed virga and punctum 

in the opening phrase, here itôs the tractulus marking a lengthening of the words, underlining ówaiting 

upon the Lordô.  There is a rather mean, squarish and truncated clivis and torculus, but the hint of 

melodic outline with virga and punctum over viriliter  is discernable. 

     
Ex.4  Chartres 47 

 
 

Einsiedeln (Ex. 5 below) uses the notation of St Gall, again but a horseride distant so there must have 

been contact between the two scriptoria. This same fragment bears crude decoration of uncial, not the 

work of a gifted calligrapher, but a working document nevertheless. The lines of text are well spaced 

to accommodate neumes, and again the melodic outline of viriliter  is suggested with the use of virga 

and punctum. The clivis over ñpecò bears two ñsò / ñrò marks (sursum- ascend higher) and this would 

have served to remind the cantor to leap a fourth from the opening note to C, the common reciting 

note. Dominum bears a simple torculus.. 

 

 

 

 

 
torculus over ñdomò 

     Ex. 5 Einsiedeln 

 

 

Laon 239 (9
th
 century) had an idiosyncratic formation of neumes. I have yet to discover why this 

differs from that of Noyon which is so close by. The opening of the Introit is thus: 

 

 

 

 
porrectus 

      Ex.6 Laon 

 

The Laon punctum, called uncinus now, has a different shape, and requires more written hand action 

than the dot or dash of other styles. The neumes run on a level above the text except sometimes where 

a rise and fall in melody is suggested. Viriliter  is outlined for such. The curious modified Laon 

torculus sits over ñpecò and its more basic form over ñdominumò so there is variation in detail of 

melodic outline between scriptoria. 

                                                 
6
 Cardine,E. 1970. Gregorian Semiology  (trans. R M Fowells), Solesmes. 
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Then from a quite different angle comes the example from Montpellier/Dijon. This work dating from 

the 11
th
 century, has sparsely drawn neumes with vertical orientation, set above a line of alphabetical 

notation to define pitch. The scribe has spaced his words for the music, setting syllables apart where 

need be, and leaving ample space for embellishment, and the lines of text are sufficiently wide apart to  

give the two lines of musical notation due space. The scribe is not a gifted calligrapher but it is 

readable. He has a preference for virga, but he will use the punctum and tractulus, distinguishing light  

from heavier emphasis. The lettering in the first phrase fixes a stepwise movement. This lettering runs: 

f-g-h-i-k-l-m, part of a double octave system of note names running from low a to p, (A-aô in modern 

terms) discussed in Hiley.
7
 

 
 

 

Near vertical virga, 

clivis and torculus  

 

 

 

extended torculus. 

 

Lettering g-m 

kk= double duration 

Ex. 7 Dijon 

 

 

The Sarum Antiphoner example  (7 below) of the same fragment has square notation on four (usually) 

staff lines with a C clef. The scribe has ruled the page throughout for the text, and has subdivided these 

lines for staves. Sometimes he seems unsure which lines are the four to be used. In transcribing the 

melody into this notation, the nuances of duration, stress and verbal sense that have been variously 

suggested in the older neumes, have been lost, in favour of defined pitch. The text concedes nothing to 

the music notation at this point. Arabesques can be cramped over a syllable ï as over ñageò below. 

The Winchester version and the later Sarum both suggest the same outline at this point. 

 
 

The scribe has a style 

that has yet to decide 

finally what constitutes 

óon the lineô or óin a 

spaceô. 
 

 

The last syllable of 

expecta, second syllable 

of viriliter,  first and last 

of age, lengthened by 

the added tail. 

      Ex 7. Sarum 

 

 

et confortetur cor tuum 

 
The second phrase of the Introit, et confortetur cor tuum, draws a little more embellished writing. 

 

In Winchester we find: 

 

 
Ex. 7 Winchester 

                                                 
7
  Hiley.D. Op cit. p387 
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Here first, is the light liquesecent cephalicus over ó&ô(to give a slight emphasis to the first note and 

lightness to the second) a simple punctum followed by virga suggesting a step up, a podatus over óteô, 

the strong syllable, but no real indication of the size of the leap, and back down via a punctum. Tuum  

has a torculus and an extension ï maybe distropha. At this point all sorts of discrepancies show up in 

the other examples. 

 
Ex. 8  Noyon 

 

Noyon (above) -  et has a cephalicus. con clearly has a virga rise, but the two dots alongside may just 

be unrelated marks on the paper. Tuum has a longer first note, a squared podatus, and is followed by a 

tristropha at a lower pitch. On both occasions where the squared podatus is used in Noyon, the GT 

version contains a leap up of a 4
th
. 

 

 
Ex. 9  Chartres 

 

Chartres ï Here et appears to use a virga and cephalicus, and the subsequent virga, tractulus, and 

podatus vaguely rise and fall. Tuum has a tractulus suggesting that the first note is lengthened, then 

rises and falls back to a lengthened tristropha. 

 

 

 

 
Ex. 10  Einsiedeln 

 

Einsiedeln ï Instead of a cephalicus, there is an augmented virga over et, and a drop to a punctum. 

Over ócorô is a virga strata, the ócô just discernable above, a quickened lighter movement. Tuum has a 

punctum then torculus unlike Laon, then a distropha over the last syllable, effectively a tied note, 

treated so in the Solesmes performance style. 
 

 

 
Ex. 11  Laon 

 

Laon ï There is a cephalicus over et, ñdance over this word,ò and a vague pitch outline over 

confortetur. Over tuum- is a strong higher podatus leap and ónormalô (n) duration indication and two 

puncta with tractulus then uncinus, all meaning the melody had a sustained moment with óuô rather 

than óumô as opposed to the distropha in G. 
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Ex.12 Dijon 

 

Dijon ï The cephalicus over et drops a third (h-f). The mark over the letters (arrowed) perhaps also 

suggests a lightening of the second note. A similar mark also sits over the i-k of cor, suggesting the 

second note k be lighter, leading to a natural emphasis on tuum. In the Hansen transcription, the first 

example of this becomes a liquescent note, and the second example does not feature.   Then following 

is the first quilisma in the neumes which follows down from a podatus, the pitches exactly defined, to 

cover the semitone c-b/ k-i. And a tractulus/oriscus like mark sits over the letters to be discussed 

below. Hansen has quilisma sitting thereafter on all the b/i notes. 

 

 
Ex. 13 Sarum 

 

Sarum ï The lengthening or lightening of emphasis is no longer apparent, while pitch is unambiguous, 

despite the scribeôs foibles over on-line/space issues. The quilisma again does not feature. 

      

óTuumô / ñtuamò in the above examples has afforded particular interest. There are subtle variations in 

melodic outline, and of stress and duration. Tuum at phrase-end has embellishment underlining your 

heart. Here is the first use of distropha and tristropha which are effectively tied notes, and quilisma. 

Because the Dijon example has a mark on the pitch alphabet line as well where the scribe writes a 

quilisma, this suggests to me that quilisma is a pitch performance issue, and could well be a microtonal 

slide such as still exists in the chant of the Chaldean Syrian Orthodox Church, whose living chant has 

remained an oral tradition even today ever since the time of St Ephraim (4
th
 century). The sound is part 

moan, part wail, and having started such chant, there are more in the last phrase of this work. 

Interestingly there are two different pitch profiles for tuum. That of Dijon, transcribed in Hansen, has 

the neumes come to rest on b, whereas GT rests on C. This is an interesting detail which differs again 

in Sarum (above), where there is effectively a changing note figure about C. The Dijon community, 

while in central France, was close to the Rhone River running south to the Mediterranean, and may 

have had more contact with the other Christians about the Mediterranean. Hansen has discussed the 

dual notation of the Dijon work, and draws attention to its sensitivity to microtones with the quilismas, 

(including those descending) and also discrimination of b/bflat (as i/i ) in its alphabetical notation.
8
 

The ears of those living about the Mediterranean must have been especially discriminating of 

microtones as they will have had occasional contact with both Byzantine and Arabic music. 

 

 

 

 

 

                                                 
8
 Hansen, F.E. ed.  1974. Tonary of St Bénigne of Dijon, Copenhagen  pp 16, 29, 51 



8. 

et sustine Dominum 
 

The final phrase of the introit ï et sustine Dominum - becomes rather more melismatic, and there are 

quite some differences in outline and detail between the scriptoria. Sustine has much of this 

embellishment to highlight the meaning, ie to ówait upon the Lord.ô The Winchester example with an 

inappropriately placed blot is as follows: 

 

 
Ex. 14 Winchester 

 

The phrase opens with two porrectus at similar pitch that seem to have evolved from the St Gall 

neume, now elongated as if two parallel virga. Three quilismas are noted, the first between a punctum 

and virga over ti-, and the second following a podatus subbipunctis on ne, and the third on the middle 

syllable of dominum, a quilisma then torculus resupinus. Finally there is a clivis on the last syllable. 

 

Detail in variation in the other examples seems to centre over the use of quilisma and the opening 

porrectus. 

 

 
Ex.15 Noyon 

 

Noyon ï The opening two porrectus are not unlike the Anglo-Saxon neume, upright parallel lines, and 

may be possibly be interpreted as the second setting higher than the first, or taking a bigger step. The 

melisma over ïtine clearly shows two quilismas, the first between two virga, the second following a 

pes subbipunctis (which has a lengthened first note.) The neume shape here seems to be unique, but 

with a suggestion of what is being attempted in the Dijon script below. Dominum begins with a 

punctum on the level, and then another punctum leads to a quilisma, and the curious double tail which 

must represent the falling two notes of a climacus. A clivis finishes the figure. The GT version has two 

porrectus but not at the same pitch, and two of the next quilismas, but none on dominum. 

 

                 
Ex. 16 Chartres 

 

Chartres ï There are two porrectus again but no further detail over et sus. The melisma over ïtine does 

not bear the same detail as other samples. With high resolution/enlargement of jpeg, there is a possible 

quilisma (arrowed, maybe more enlargement might clarify this), and there is a kind of podatus and a  

falling duplet. Dominum begins with a tractulus, then scandicus/climacus, a virga and finally a 

torculus. This chant seems to not be as defined as the others. 
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Ex. 17 Einsiedeln 

    

Einsiedeln ï The two opening porrectus are on a level, but the first has ócô above (celeriter) and the s/r 

meaning higher. It is difficult to discern what the marks above and below this second neume might be.  

The second syllable ïti bears a virga and lengthened trisptropha and it does not look like the 

transcription of a quilisma shown in GT. Then the melisma continues below the text, (2
nd

 clip) a trap  

for the unwary, and these two neumes are as transcribed. The first is a podatus subtripunctis marked 

with episema to lengthen the two notes and the following three falling are also marked with tractulus ï  

all highlighting the meaning ó wait upon the Lordô. The next bears a quilisma leading to a podatus 

subbipunctis. Dominus uses what seems to be a mixture of either a scandicus with episema, or 

climacus. The last syllable is a lengthened clivis. 

 

 
Ex. 18 Laon 

 

Laon- The second porrectus is set markedly lower than the first, and this is reflected in the GT square 

note transcription being a tone lower, but in fact the hand transcription of Laon in GT barely shows the 

difference. There is a Laon quilisma following the uncinus on ïti-, and this rolls on to a melisma 

stacked above this using a pes subbipunctis, leading directly to yet another quilisma and pes 

subbipunctis. Dominum begins with an uncinus, moving to a scandicus and two falling uncinus, which 

may also be a podatus subbipunctis as in GT, and then a clivis to cadence. 
 

 

 
Ex. 19 Dijon 

 

Dijon ï There is but one porrectus which sits over ó&ô, while sus has a punctum, quilisma and virga. 

Over ïtine is a single virga step, a torculus leading to several quilismas ï three in a row going up and 

down, and shown thus in Hansenôs transcription. The bold black dot over these, I think, relates in ink  

strength to an insertion in the line above. Several scribes were at work here. Pitch is clearly stated 

along with the performance of quilismas at other points. Dominum has space for its melisma, A  

downward quilisma follows the scandicus, then a clivis, and a final clivis over the last syllable. 

Notably, the quilismas invariably occur at the b-c (i) semitone. 
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Ex. 20 Sarum 

 

Sarum ï There is but one porrectus again, over et, and sus has two clivis running stepwise g to c. The 

quilisma detail of Dijon or second porrectus of Noyon has gone. The melodic outline is reduced over ï

tine to the briefest of melisma. Not a great deal is made of waiting upon the Lord. Dominum appears 

now with a punctum, a podatus, climacus, punctum and clivis. 

 

My thought so far, in view of these examples, is that the Anglo-Saxon script of the Winchester 

Gradual in Harley owes much to that of Noyon, with a hint of Dijon especially in the placement of 

quilismas around the b-c semitone in formation with the podatus subbipunctis, and not a lot of 

reference to the style of Laon. This is somewhat more specific than Rankin who supports the influence 

of northern French manuscripts on the Anglo-Saxon.
9
 In the preface to her edition of the Winchester 

Troper she writes: 

 
At some point in the later tenth century, knowledge of a way of notating music practised in northern 

France was learnt in England. Then, in a prominent insular centre (able to communicate its new 

knowledge of musical notation to other centres) a way of using that French model was developed in a 

calligraphically very distinctive form. The chances that the centre was Winchester are high: a number 

of the extant notated sources using this type of notation and copied before the middle of the eleventh 

century have a Winchester origin or connection.  

 

 

Part II  - The Communion neumes compared (though lacking Winchester). 

 

Chartres 47 has been abandoned for this examination, and replaced by Klosterneuberg as a manuscript 

of similar age and stage to Sarum. The text for this part of the Proper is short and from Psalm 24(25) 

last verse. (Redeem me God of Israel from all my troubles. Redime me deus Israel ex omnibus 

angustus mei.  )  One can only think that from the fulsome and extensive preparation for the 

communion which is the preceding Offertory, the actual Communion is short, to the point and over 

quickly.  The chant proper to cover this part of this Mass is in the authentic G mode ï Mixolydian, the 

7
th
 mode. 

 

The style overall is neumatic with occasional melismas of no great length on words of significance 

which may also be at cadential points  ï deus, Israel, omnibus, angusta and mei. That on mei is the 

longest leading to the final 

 

Two strands of performance practice seem to have been acknowledged in the GT version, which then 

stands as a compromise. The chant in the first strand, from Einsiedeln and Laon, has common usage  

though not identical, as does that from the other group, Dijon and Sarum. Noyon seems to be afloat 

between them. As yet there is no Winchester material.  This should exist in the British Library on the 

back of the manuscript copy of the rest of the mass with its right hand side material chopped off.  It is  

 

                                                 
9
  Rankin, S ed. 2008. The Winchester Troper.  London. p23 


