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Preface

Some things nevarhangelt is dear to me that with a lifetime of involvement with psalmody, albeit
mai nly Anglican <chant and in Coverdaleds Engl

teaching chantdiffers little from that of the choir trainer of a thousand years back. &firatl the
singes must know the tuné (or the harmonypy heartand that secure, all attention can be given to
the manynuances afforded by the tekigcauseonveying the full sense diat isthe most important
task And this gives rise to a psaltelidd with detailed2B pencil markinggo aid this interpretation.
Some of thesenarksare not so different from that of our early neumas the singers of thienth
century did not have the same text availahilitiie issue of the neumes being used asunderstand
modernnotation for singers, or as reminders for cantath immense memory skill€anbe explored
later.

The Harley110 manuscriptcontainingthe Winchester Propers of the Ma#®e starting point for this
essay,date from the mid 1 certury scriptorium at Winchestegbout which little is knownand
containexamples of Angl&saxon neumeshey are parchments of 265 x 120 mm, witlenty lines

of textand neumessing210 x100mm on the pagevhich is roughly our A5 sizbut muchlonger,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 statleattthis particular manuscriptlong to Par®

ff 1r-v; 56rv. and areleaves from an EnglisAntiphonal from the first half of the Ficentury The

whole collectioncomesfrom the Benedictine Abbey of Christ Church Canterbiwhich is not St
August i ne d whicMweasamstnext goor): And consequently these documents may have
escapedb ot h H e n attentiod lwikhl tige sdissolution of monasteriesd later, Cr o mwe | | 6 ¢
attention as the cathedral was the seat of the Archbishop of Canterdmulperhaps off limitsand
from thence via Sir aBdatherscadRobert iGaeywE 9724) tb becdng O )
foundation manuscriptef the Bitish Library Collection.They are written in a confident, strongly
formed hand with sufficient spacings betweenititdvidual words forfairly easy reading, and show
some attempt to provide extraase for the melodic embellishmis as neume3he scribe has also

!Christ Church Canterbury is the Cathedral Church. St Au
working relationship with the cathedral, certainly on special occasions such @sittbéthe Holy Roman Emperor in
1416.
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provided good space between the lines of text fovénrgcal full use of neumes. There was planning
and understanding evidemterhaps not a lot of experience of musiat with the edsof the notion
thatmelodic outling rise and faJland syllablesire embellishety music

Neumations for this one Mass Proper have been sourced from Laon 239 and Einseideln from
Palaeographie Musicale, Chartres 47, Noyon, Montpellier/Dijon, Harl€y (Winchester), Sarum
Antiphoner, Hansends transcription of Dijon, a
Einseideln neumes alongside the Solesmes soqudeel edition. The Hansen and the Graduale Triplex

and Offertoriale Triplex are usexb 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.

Chartres47 is a 1¢" century manuscript and uses Breton notation, and according to Cépdid)e
presents some rhythmic signs todhe samplédias 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 fesvise suffered with time, and the scribe

has left no gaps between words, and no allowance for melodic shapea descendamf the Laon
neumes (Noyon being but a dayo6s horseride fr
manuscript from Noyoyi All of these monastic scriptoria were located in the north of France,
basically lle de Franceand were either Cluac or at leastBenedictinehouses all of them not far

from houses in the south of Englainbbutad ay 6 s s alittlé distargcejn céntralFeance washe
monastery at Dijon, in the mountainp the Rhae Valley. Chant was provided for these monks in the
Tonary of St Benigne, with a notation that differs again. The origDiggh neumesand its
transcriptionby Hansenare included,as are Eingdeln and Laonneumeswith their Solesmes
transcription. Eingdeln was a monastery fBwitzerland not far from St Gall angsed the St Gall
notation.

The task of this essay is to explore the similarities and differences in notation andnpeder
practicesuggestedy these manuscriptgto build familiarity with the notationpnd to draw some
conclusions about the influences upon Arglxon notation of the ¥icentury, exemplified by
Winchester and to outlinesome of the finer interpretans of thesearticularneumesHowever, 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
Klosterneubergin Part I, and later attention was drawn to the implications of ASgioon
neumation.

Part | T An exploration of the Introit and the neumes involved across the various sources

The t ex tDomiduBipliercageaet confortetur cortuum,etst i ne Dcommes froon mo6
Psalm 2614 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 Domindime
WinchesterGradualhas had the lef hand mar g-ini sumi sei 9Exwi th it
Introit is in the authentic mixolydian ealei with a modest range frorf to e. The first half of the

melody is simple neumatic writing anchored abdyuand falls tdfinal G with somewhat ma

% Cardine, E197Q Gregorian SemiologySolesme10
® Hiley,D. 1997 Western Plainchant, a handbadBxford. p411
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embellshment in the second half, sethimple 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 therpriest
cantor(s)

Expecta dominum viriliter age

TheFirst Phrasé Expecta dominum viriliter age

< theRHS marginneumes here fron

; pt D R are the incipit for the psaln

I,j J’J f ,,ﬂ,,f verse to follow Or saecula
seculorumAn aide memoire.

: dommum umlittr asc d( conﬁ)
il ;
’ ndﬁz nc ommum. pk Dﬁ f

Ex. 1 Winchester

The neumes in this example are all written in a line level with the lower caséntexhand that can
differentiate thick and thin linest a $ight inclination from the verticakin fact parallel to the Noyon
example belowpnd the first phrase shows the cliaisd torculusand both forms of the single note

virga andpunctum The torculusover dominumbears an uncanny resemblance to a modeaver,

and resembles dise in a later Noyon manuscrifL Egerton857 fo.52v )! So there is ajenealogical

link to Laon, thogh thecomparableLaon 239 neumeis an extraordinary formatiofnicknamedan
fescar got & THerg is RoatradtulusOr Eema evident, so the punctum and virga operate

with no reference to duration, but do differentistepwisep i t ¢ h, dasi wu mh Allghisi | i t €
resembles the GT reading.

The torculus stresses the first syllak .P 1A

naturally and the punctum follong d The punctum, virgae outline the rise ai

Otnlmlm um fall of the melody which could be sun

marking the meaning of manliness.
Ex. 2W|nchester

dancelightly over the nextsyllables

The neumes operating abovear a relationshipo those in the older Noyon mascript with the same
text here. Agaira verysimilar torculus and the virga hinting at pitoberviriliter .

f f "- l '. , ‘ {
3 T |
DOMINY weytlieps!

Ex.3 Noyon

“ Hiley,D. 1997Western Plainchant, A Handboq10411 a facsimile of a page fron\myon Gradu
® Rankin,S.The Escargot of LaonThe titleof a conference paper given in January 2@0® as yet unpublished.
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Of equally venerable age is the manuscript Chartres 47, torBnetation according to CardifieThe

hand betrays less asance with musical scrip@Vhere the previous scripts showed virga and punctum

in the opening phrase, here itds untheel itmiarcg ud was
upon t he L oa rdtdermean Jghaeshamd triunsated clivis ad torculus, but the hint of
melodic outlinewith virga and puncturoverviriliter 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 theawcriptoria. This same fragment bears crude decoratianaidl, not the

work of a gifted calligrapheiut a working document nevertheless. The lines of text are well spaced

to accommodate neumes, and again the melodic outlingilder is suggestedavith the use of virga

and punctum. pEdhebedi §i s wo Vv B s O astendihiglter) ame thik would s ur
have served to remind the cantor to leafourth from the opening note C, the common reciting

note Dominum bears aimpletorculus..

i d

Ex. 5 Einsiedeln

Laon 239 (9" century) had an idiosyncratic formation of neumes. | have yet to discover why this
differs from that of Noyon which is so close by. The opening of the Introit is thus:

| L
Q}ﬁ/‘ A R o "‘.’ ,' ;2,«— porrectus
. _.;.:wél’.»dommum Predt Agw

oL
Ex. 6 Laon

The Laon punctum called uncinus nowhas a different shape, and requires merigen hand action

than the dot or dash of other styles. The neumes run on a level above the texs@xetippesvhere

a rise and fall in melodys suggestedViriliter is outlined for suchThe curiousmodified Laon
torcul us pes®i tags thorg kasic férm ovefidominund s o t her e detal ofvar i .
melodic outline between scriptoria.

® Cardine,E1970Q Gregorian Semiology(trans. R M Fowells Solesmes.
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Then from a quite different angle comes the example framtpellie/Dijon. This workdating from

the 11" century,hassparsely drawmeumes with vertical orientatipset above a line of alphabetical

notation todefinepitch. The scribe has spaced his words for the music, setting syllables apart where
need beand leaving ample space for embellishment, and the lines of tesaféicently wide apart to

give the two lines of musical notation due space. The scribe is not a gdtegrapherbut it is
readableHe has a preference for virga, nawill use tre punctum and tractulus, distinguishing light

from heavier emphasis. The lettering in the first phrase fixes a stepwisgmant.This lettering runs:
f-g-h-i-k-I-m, part of a double octave systeshnote namesunning from lowato p,(A-a® i n mode
terms) discussed in Hiley.

; 2 LR i |
Near verticalvirga, " . | $ i gl fiss I f/<—\ extended torculus.

clivis and torculus ~ S: ok Lmi ) t : : L ml kL “u& Lettering gm
AR ,Xpmﬁzxdo minam wrilier AQe K double duration
: 1 : i X

";"4&...13 &
Ex. 7 Dijon

The Sarum Antiphoner examplg below)of the same fragment has square notation on four (usually)
stafflines 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, stredsvarbal sense that have besriously
suggested in the older neumes, have been lost, in favour of definedlpikctext concedes nothing to

the music notation at this poirArabesques can be cramped over dabléi as oag@®r bl ow
The Winchesteversion and the later Sarum both suggest the same outline at this point.

The scribe has a styl |
that has yet to decid Vi+
finally what constitutes £
6on t he I
spaceb.

The lag syllable of
expecta,second syllable
of viriliter, first and last
of age lengthened by
theaddedtail.

Ex 7. Sarum

etconfortetur cor tuum

The second phras# the Introit et conforteturcor tuum drawsa little more embellished writing.

In Winchestemve find:

EaEgr 2
Gc’con%rrrnzr

Ex. 7 Winchester

" Hiley.D. Op cit p387
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Herefirst, is the light liguesecentephalicuso v e&dto give a slight emphasis to the first nated
lightness to the second si mpl e punctum foll owed by vieG ga s
the strong syllablehut no real indication of the size of the leapgd back down via a punctumuum

has a torculus and an extensiomaybe distropha. At this point all sorts of discrepancies show up in
the other examples.

% T ITg Jm;

vrean furteney cd tiuim
Ex. 8 Noyon

Noyon (above)- ethas a cephalicusonclearly has a virga rise, but the two slalongside may just

be unrelated marks on the papEuumhas a longer first note, a squared podatus, and is followed by a
tristropha at a lower pitchOn both occasions where the squared podatus is used in Noyon, the GT
version contains a leap up of 4.4

Chartresi Here et appears to usa virga and cephalicus, and the subsequent virga, tractulus, and
podatus vaguely rise and falluumhas a tractulus suggesting that the first note is lengthened, then
rises and falls back to a lehgined tristropha.

| ExlOElnS|edeIn

Einsiedelni Instead of a cephalicuthere isan augmented virga ovet, and a drop to a punctum.
Ov ecoorbia virga strata, thécdjust discernable above, a quickened lighter movenfeanimhas a
punctum hen torculus unlike Laon, themdistropha over the last syllable, effectively a tied npote
treated so in the Solesmes performance style

] e oii” / { ‘[ .4 : /
» ,/ ; - Py ¥ < : 3%
a{(’cﬁrq@ymwrtm> xzm 1
| Ex. 11 Laon -

Laon i There is acephalicus overet, Afdance over awdue pitchvootlne ogvéer an
conforetur. Overtuumisa strong higher podatus |toagndtecrd Or
punctawi t h tractulus then wuncinus, al | med nn atgh &€r
t ham 6as opposed t.o the distropha in G
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bE B G I'< ) Lﬂu S
& . cmmFoLw i cor. T um
Ex.12 Dijon

Dijon i The cephalicus ovest drops a thirdh-f). The mark over the lette@rrowed)perhaps also
suggests a lightening of the second note. A similar mark also sits oviek tifecor, suggesting the
second notd be lighter, leading to a natural ehgsis ontuum In the Hansen transcription, the first
example of this becomes a liquescent note, and the second example does not Tdaaréollowing

Is the first quilisma in the neumes which follows down from a pejahe pitches exactly defined, t
cover the semitone-b/ ki. And a tractulus/oriscus like mauits over the letters to be discussed
below.Hansen has quilisma sitting thereafter on allth@&otes.

e 4
S *“‘ Z

Ex. 13 Sarum

Sarumi The lengthening or lightening of emphasis is no longer apgawhilepitch is unambiguoys
despite the s ciinebpade ssudsolhebglilsmagaindoeas not feature.

Oruund/ tudind in the above examples has afforded particular interest. Thegeilatlevariations in
melodic outline,andof stress and duratiomuumat phrasesnd has embedihment underliningyour
heart.Here is the first use of distroplaand tristrophawhich are effectively tied noteand quilisma.
Because the Dijon example has a mark on the pilghabetline as well vherethe scribewrites a
quilisma, this suggests to me that quilisma is a ptatiormancessue, and could well be a microtonal
slide such as still exists in the chant of the Chaldean Syrian Orthodox Church,lmingsehant has
remained an oral tradin even todagversince the time of St Ephraitd™ 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 foum That of Dijon transcribed in Hansen, has

the neumes come to rest bnwhereas GT rests db This is an interesting detail which differs again

in Sarum (above), where there is effectively a changing note figure @bdite Dijon community

while in central France, wadose to the Rhone River running south to the Mediterraneanmagd

have had more contact with the other Christians about the Mediterratfeasen has discussed the
dual notation of the Dijon work, and draws attention to its sensitivity to microtomieshei quilismas,
(including those descendingnd also discrimination di/bflat (as il ) in its alphabetical notatich.

The ears of those living about the Mediterranean must have been especially discriminating of
microtonesas they will have hadccasimal contact with both Byzantine and Arabic music.

® HansenF.E. ed.1974.Tonary of St Béigne of Dijon Copenhagen pp 16, 29, 51



et sustine Dominum

The final phrase of the introit et sustine Dominumbecomes rather more melismatic, and there are
quite some differences in outline and detail between the script®ustinehas much of this
embellishmento highlight the meaninge to dvait uponthe Lordd The Winchesterexample with an
inappropriately placed blot is as follows:

JUHU!MHUU 1uuu (R g

ﬂmc' ommum.

Ex. 14 Winchester

The phrase opens with two porrectus at similar pitch that seem to hawedevam the St Gall
neume, now elongated as if two diglavirga. Three quilismaare noted, the first between a punctum
and virga oveti-, and the seconibllowing a podatus subbipunstonne and the third on the middle
syllable ofdominum a quilisma then torculus resupinus. Finalhere isa clivis on the last syllable.

Detall in variation in the other examples seems to centre over the use of quilisntiaeamning
porrectus.

r*- % »ﬁ
o7 J’('
"?ﬁ—‘rﬁﬂn\rdn 1IN,

Ex.15 Noyon

Noyoni The opening two porrectus are not unlike #rgglo-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 oveii tine clearly shows two quilisng the first between two virga, thecgand following a
pessubbipunct (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 bdlmminumbegins with a
punctum on the level, and then another punctum leads to a quilisohée curious double tail which

must represent the falling two notafsa climacusA clivis finishesthe figure The GT version has two
porrectus but not at the same pitch, and two of the next quilismas, but ndamiorum.

Ex. 16 Chartres

Chartres There are two porrectus again but no further detail evseus The melisma ovéitine does
not bear the same detail as other sampléth high resolution/enlargement of jpeg, thes@ possible
quilisma(arrowed, maybenoreenlagement might clarify thisandthere is a kind of podatus and a
falling duplet. Dominum begins with a tretulus, then scandicus/climagua virga and finally a
torculus. This chant seems to not be as defined as the others.
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Einsiedelni The two opening porrectus are on a level, but the firstd@edove (celeriter) and ther
meaning higher. It is difficult to discern what the marks above and below this second neume might be.
The second syllabléti bears a virga and leriggned trisptropha and it does not look like the
transcription of a quilisma shown in GT. Then the melisma continues below the t&glip)2a trap

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

with episema to lengthen the two notes and the following three falling are also marked with tractulus
al | hi ghl i ghtwahygpont he mMmemddngThe next apedatuss a
subbipunctis Dominus uses what seems to be a mixtureetther a scandicus with episema, or
climacus. Thdast syllable is a lengthenetivis.

7o "’/ -'/.{r*/
azgz‘ damzmmz

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, bufant the hand transcription of Laon in GT barely shows the
difference. There is a Laon quilisma following the uncinusi iy and this rolls on to a melisma
stacked abve this using a pes subbipusgctileading directly to yet another quilisma apéds
subbpunctis. Dominumbegins with a uncinus, moving to acandicus and two falling uncinushich

may also be a podatus subbipunctis as in GT, and then atcloaslence.

o -"i«J‘v‘f N _'

L b Lilah ol ey poy :

\,‘c\, fuf ane d:’,,,{‘ hsb mfgx'
Ex. 19 Dijon

Dijon T There is lnt one porrectusvhich sits overé&§ while sushas a punctum, quilisma and virga.
Overitineis a single virga step, a tolas leading to several quilisraa three in a row going up and
down, and shown thus in Hansend?as,lIthinkaemaesiminkpt i on
strength to a insertion in the line abov&everal scribes were at work heRstch is clearly stated

along with the performance of quilissiat otherpoints.Dominumhas space for its melisma

downward quilisma follows the scandicus, then a clivis, and a finaiks ativer the last syllable.
Notably, the quilismas invariably occur at the (i) semitone.
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Ex. 20 Sarum

Sarumi There is ot one porrectus again, ovetr andsushas two clivis running stepwisgto c. The
quilisma detail of Dijon or second pectus of Noyon has gone. The melodic outline is reducediover
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 othese examples, is that the An@axon script ofthe Winchester
Gradual inHarley owes much to that of Noyon, with a hint of Dijespecially in the placement of
quilismas around thé-c semitone in formation witlthe podatus subbipunctisand not a lot ©
reference to the style of Laohhis is somewhat more specific than Rankin whpportghe influence

of northern French manuscripts on the Argkaxon® In the preface to her edition of the Winchester
Troper she writes:

At some point in the later tenttentury, 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 wasatbuelap
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 conimatt

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

Chartres 47 has been abandoned for this examination, and replaced by Klosterneuberg as a manuscrif
of similar age and stage to Sarum. The text for this part of the Propertiassddrom Psalm 24(25)

last verse. (Redeem me God of Israel from all my troulfkesliime medeus Israel ex omnibus
angustus mei.) One can only think that from the fulsome and extensive preparation for the
communion which is the preceding Offertoryetactual Communion is short, to the point and over
qtldickly. The chant proper to cover this part of this Mass is in the authentic Ginvidelydian, the

7" mode.

The style overall is neumatic with occasional melismas of no great length on wordsifdasiga
which may also be at cadential pointsdeus, Israel, omnibus, angustad mei. That onmeiis 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 comprosa. 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 existBritish Library on the

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

° Rankin, Sed.2008.The Winchester TropeiLondon p23



