II. The Notation.
Litterae significativae. The notation of the proses. The organal script.
Marginal readings. Transcription examples. Concordances.

trans. Rob C. Wegman

Just as English book illumination in the tenth century proceeded from French examples,
and the script abandoned its insular peculiarities and adopted instead France’s Carolingian
minuscule — all of this in connection with the Benedictine reforms — so does the musical
notation of the Anglo-Saxon period, of which few examples survive apart from CC and Bo,
betray strong dependence on West Frankish examples.

To my knowledge, the earliest witnesses to Anglo-Saxon notation predating the copying of Bo are, in
probable chronological order:

1. London Society of Antiquaries 154; fragment of a Missal (originally bound together with the so-called
Winton Domesday Book, 12th c.). 26 single leaves, 245 mm X 170 mm, writing block 225 mm x 150
mm; heavily cropped and partly mutilated. Winchester, Old Minster, last third of the 10th c.; cf. N.
Ker, Medieval Libraries, p. 200. Neume notation (evidently contemporary) on fol. 18’-19" = Benedictio
cerel in Sabbato sancto Paschae.

2. Rouen Bibliothéque municipale Y 7 (369), formerly kept in the monastic library of Jumiéges.
Benedictional from Winchester, New Minster. End of 10th ¢. Neume notation on fol. 95-118’ passim.
Cf. H. A. Wilson, The Benedictional of Archbishop Robert, HBS 24, 1903. PalMus III, 178 b.

3. Cambridge Corpus Christi College 473 (CC), chief corpus.

4. Rouen U 107 (1385), formerly kept in the monastic library of Jumiéges. Herein is neumed (aside from
the later addition on fol. 94°) the hymn Awxilium domine for S. Swithun fol. 28’. Winchester, Old
Minster, beginning of 11th c. N. Ker, Medieval Libraries, p. 201. Hesbert, L.es manuscrits musicaux de
Jumieges, p. 38 ff., planche I. PalMus III, 182.

5. Rouen A 27 (368), formerly kept in the monastic library of Jumiéges. Pontifical from Saint-Germans in
Cornwall (?); 11th c., second quarter. — Hesbert, Les manuscrits musicaux de Jumiéges, p. 14 £, planche
IT, ITI. PalMus III, 178 a. — For the date: F. Wormald, English Drawings, p. 79 f.

6. CC Alleluia cycle fol. 2°-8.

7. Oxford Bodley 775 (Bo), chief corpus.

Among the rich comparative materials offered by the tomes of the “Paléographie
musicale”, H. M. Bannister’s “Monumenti Vaticani di Paleografia Musicale Latina” as well
as the standard works on neumes by P. Wagner, G. M. Suiiiol, and more recently — sadly
unpublished — S. Corbin, one is surprised above all by the notational kinship between CC
and the “Manuscrit du Mont Renaud”, of which a complete edition in facsimile appeared
in tome 16 of the “Paléographie musicale”. This Gradual plus Antiphonal originates,
according to the research of G. M. Beyssac, from the scriptorium of Saint-Denis, and was
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copied in the first quarter of the 11th century’2. The musical notation was entered only
subsequently, but not at a significantly later date than the text?.

The notation of CC is graceful and fluent. The neumes are leaning slightly towards the right.
The virga ranges from straight to slightly curved [ {. In the curved form, the initial pressure of the
feather upon contact occasionally results in a slight thickening; the straight virga, however, remains slender

and headless throughout. In addition one sometimes encounters the so-called virga iacens -~ .
Podati are written in either round or angular fashion J J; one encounters besides ! , and as scandicus "

The clivis may likewise be angular '{ (in CC only in the organum fascicle); in most cases, however, it is
rounded, without swerving rightward on the downstroke ﬂ . Clivis and pes remain unthickened at the ends.
The horizontal stroke in the angular forms 7 ] is slightly thicker because of the initial pressure of the

feather upon contact.
In the same way we can distinguish two kinds of torculus and porrectus: the rounded forms '/’/l////{
and the angular ones _ﬂ /1/ ; this latter 1/ is found only in the organum fascicle and is rare even there.

The climacus, being prefaced by a curved virga, either arranges the puncta perpendicularly or allows
them to wander toward the bottom right; occasionally the lowest punctum is replaced by a virgula

/’_ /-. /'- . One encounters besides F .

Liquescentes are represented by o A 0 P v 4 ~r

The oriscus w appears frequently, and with it the composite ornamental neumes: the virga strata (virga
with oriscus) f", the pes guassus (oriscus with virga) ‘J, the salicus (punctum, oriscus, virga) , , the pressus
(virga, oriscus, punctum) (' , the quilisma (punctum, oriscus, virga) './ -/

The two forms of the pes stratus, ‘” and 0/, are used without distinction.

In addition there is the trigon, often expanded to four or even five puncta «'», .

Whereas the neume script of the “Manuscrit du Mont Renaud” has a certain busy
quality (lack of writing space frequently forced the signs to be pressed together or to be
written one above the another), the script in CC looks clear and evenly balanced. Since CC
was designed from the start to be supplied with neumes, the scribes as a rule had no trouble
finding space for the neumes. (With regard to the notation of the proses, however, cf.
below, p. 89 ff.)

The neume repertoire and the neume forms in the old repertory of Bo are in agreement
with those in CC. The clivis is encountered only in rounded form; the podatus is written in
either round or angular fashion. The ductus of the script appears more tightly controlled,
larger and — when the text scribes had left sufficient space — fundamentally more ample and
for that reason more comfortably spaced out. Just as in CC, the virgas, the upstrokes of the
podati, and the downstrokes of the clives are leaning slightly towards the right and are
persistently kept neatly in parallel. The comparatively large format creates an impressive
and, in contrast to CC, almost monumental aspect. It should once more be emphasized that

72 Revue de Musicologie 39/40, 1957, p. 131-150.
73 Additions and corrections in later hands may be distinguished from the notation by the first hand: cf.

PalMus XVI Introduction, p. 26 ft.
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CC, with its writing space of 116 X 59 mm, takes up only little more than half of the
writing space of Bo, while having the same number of 16 lines.

CC and Bo are adiastematic manuscripts, that is, the intervals are not recorded in the
notation. The virga signifies a higher note and the punctum a lower note, relatively
speaking, reflecting the acutus and gravis from which these neumes were derived’*. If one
compares the melodies with the corresponding, securely diastematic readings in later
sources, it turns out that the succession virga — punctum means a descending step, and the
succession punctum — virga an ascending step. Although CC and Bo are notated in campo
aperto, that is, without lines, the connections between virgas and puncta as well as the
graphic appearance of the neumae compositae usually offer a clear picture of the melodic
movement.

Litterae significativae

Both codices contain a series of supplementary letters with melodic, rhythmic and
articulative meanings: the /litterae significativae, whose invention Ekkehard IV of St Gall
ascribed to the singer Romanus? and which Anselm Schubiger for that reason called
“Romanus letters”. However, their use is not restricted to manuscripts from St Gall or
southern Germany; one frequently encounters them in northern French sources, and in
isolated cases also in southern French and Italian sources from the 10th to 12th centuries.

The following litterae significativae occur in Bo and CC: a = altius elevetur [it should be
lifted higher|, b = secundum litteras quibus adiungitur ut bene id est multum extollatur vel
gravetur vel teneatur [that according to the letters to which it is attached it should be raised
or weighed down or held well, that is, very much], d = deprimatur [it should be pressed
down], e (or eq) = equaliter [equally], f = cum fragore seu frendore [with a crashing or
gnashing sound|, h = wt tantum in scriptura aspirat, ita et in nota idipsum habitat [that as
much as one breathes as when it 1s written, thus one also lingers on the note], iv (ivs, v, io,
ios) = iusum vel inferius, iusum valde (iorsum, iosum) [downward or lower, very much
downward], | = levare [to raise up|, m = medtocriter [moderately], s = sursum [upwards], t =
trahere vel tenere [to draw or hold].

7+ H. M. Bannister, Monumenti Vaticani di Paleografia Musicale Latina I, Introduzione p. XXI; cf. P.
Wagner, Einfiihrung in die gregorianischen Melodien II, p. 117.

75 Casus monasterii S. Galli caput III (Monumenta Germaniae historica scriptores II, 1829, p. 103).

76 Notker Balbulus gives the explanations that follow in his letter to Lambert: GS I, 95; J. Froger,
L’epitre de Notker sur les “Lettres significatives” — Edition critique, Etudes Grégoriennes 5, 1962, p. 23—
71. The problems of transmission and authenticity of this letter, the provenance and meaning of the litterae
are dealt with extensively by J. Smits van Waesberghe, Muziekgeschiedenis der Middeleeuwen II,
Verklaring der Letterteckens (Litterae significativae) in het gregoriaansche Neumenschrift van Sint Gallen,

Tilburg 1939-1942.
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e, iv, v, io, 1, m, s, t appear frequently. The following are encountered only sporadically:

Bo (added later) fol. 164, line 13 Not attested in CC.
Bo (added later) fol 164’, line 12 Not attested in CC.
Bo (added later in supplements, CC (added later): fol. 33°, 1. 5;
or in the old notation): fol. 135, 1. fol. 84°, 1. 13.
5; fol. 164, 1. 14, 15; fol. 183’ 1.
14.
f  Bo (later additions): fol. 164, 164’ CC fol. 16°, 1. 10; fol. 41, 1. 10;
passim fol. 53, 1. 6; fol. 84°, 1. 9; fol. 85,
1. 13.
h  Bofol. 124, 1. 2; fol. 124°, 1. 8; fol. Not attested in CC.
125, 1. 4.

Bo (later additions): fol. 135
passim; fol. 159, 159 passim; fol.
164, 164’ passim; fol. 179, 1. §;
fol. 183, 1. 1, 2; fol. 88, 1. 8; fol.

188, 1. 16.

ivs Bo fol. 34, 1. 4; fol. 55, 1. 5; fol. ios CC fol. 181, 1. 8.
124,1. 15, 17.

eq Bo fol. 53, 1. 5, 6; fol. 55 passim; CC fol. 147°,1. 12.

fol. 55", 1. 1.

What degree of precision do the supplementary signs have, and what 1s their value for
the purposes of transcription? In order to determine this, we will compare their use in the
Sequentiaries (CC fol. 81-88’, Bo fol. 122-129) with the corresponding, diastematically
rewritten melodies in the prose fascicle of Bo (fol. 136 ff.); the diastematic Prosary of the
manuscript London BM Cotton Caligula A. XIV. may serve for further comparison. We
arrive at the following results:

1 (levare) and s (sursum) indicate that the note thus marked is higher than the preceding
one; s and | have the same meaning, and are used indifferently (cf. s in Bo fol. 125°, 1. 15, at
the corresponding place 1 in CC fol. 84°, 1. 8; s in CC fol. 27, 1. §, analogously 1 in Bo fol.
19°, 1. 8 etc.). If s follows 1 either directly or after a short distance, then the note marked s
requires an ascent beyond 1.

iv, io (iusum valde, iosum) indicate that the note in question is lower than the preceding
one. iv and io are used synonymously (cf. Bo fol. 122°, 1. 3; initially iv, upon repetition of
the same section i0). v (valde) has the same meaning as iv in Bo and CC.
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1, s, iv, v do not denote any interval in particular; they may indifferently signify the fifth,
fourth, third or second. Their actual determination is guided by the tonal space of the
melody in question. If the note preceding | or s lies at the upper boundary of the tonal
ambitus, then 1 and s indicate mostly a step of no more than a second, but iv a larger
downward leap. If] conversely, the neume marked 1, s, iv, 10 or v 1s preceded by a lower
note, then 1 or s denote leaps of a third, fourth, or fifth, and io and v usually only the
descending step.

e (equaliter) signifies notes of the same pitch. In this regard e is either positioned twice,
after the first and before the second neume, or written only once between two neumes.

t (trahere, tenere) is often placed on the final note of a clause and evidently calls for a
lengthening of the note thus marked. Like t, the letter m (mediocriter) has rhythmic
significance. This may be inferred from those places where m accompanies notes of the
same pitch, and consequently the intention cannot be that the melody should rise or fall
(CC fol. 85°, 1. 11, 1. 15 etc.). However, since m also occurs in combinations with 1 (Im: CC
fol. 85, 1. 2; fol. 162, 1. 13), with s (ms: CC fol. 74, L. 2) or with iv (miv: CC fol. 85, 1. 12, 13;
ivm: CC fol. 86, 1. 3), it is natural to suspect that m can be used also in a melodic sense,
moderating the effect of the signs iv, 1 and s. Still, the occasional appearance of the letter
combination It (CC fol. 85 1. 12, 14) shows that such double signs may have combined
melodic and rhythmic significance. Since it is only in relative terms that iv, io, | and s
indicate the degree to which the melody rises or falls, we are unable to conclude with
certainty that m does indeed have melodic significance.

h, remarkably, is used in two opposite senses. In the old repertory of Bo, in the
Sequentiary, h occurs three times (fol. 124, 1. 2; fol. 124°, 1. 8; fol. 125, 1. 4). In these cases
the note in question is higher than the preceding one — by a whole tone in the first and
third passages, and by a minor third in the second. It seems that h, along with 1 and s,
indicates here a melodic rise. But perhaps Notker’s definition may also be applicable: ut
tantum in scriptura aspirat, ita et in nota idipsum habitat; for we are dealing, in each of these
three passages, with melismas on the word Alleluia. In the additional trope and prose layers
of Bo, it is in the opposite sense, that is; as a sign for a descending interval, that h
(humiliter?) is used (fol. 135 passim), or added later to the original notation (fol. 164, 164’
passim). In these passages, iv or io do not occur; but d (deprimatur) is encountered in an
analogous sense (fol. 135, 1. 5, fol. 164, 1. 14, 15).

The frequency and distribution of the /itterae significativae in Bo and CC varies
according to plainchant genre. They are found only rarely in the Alleluias of Bo and CC or
the Tractus and Offertoria of Bo. Conversely, some of the tropes, the majority of the
sequences, and particularly the organa in CC, contain a rich quantity of supplementary
signs. Here they are often not restricted to a handful of sections, but rather distributed over
the entire piece, and sometimes in such numbers that almost every note carries a sign. Yet
the manuscripts do sometimes differ. Among the sequences in Bo, for example, the
melodies of Tractus iocularis, Berta vetula, Domine refugium, Scalam ad caelos and Planctus
cigni are almost or entirely devoid of signs; in CC letters have been added to the first three
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of these sequences, but at least 24 melodies, on the other hand, have remained unsigned?’.
Sometimes it is the younger manuscript Bo, at other times the older CC, which has been
more precisely signed. One notator might deem the graphic appearance clear enough,
whereas the other has clarified the melodic cursus with supplementary signs — or vice
versa. Thus the litterae significativae give the impression of an auxiliary script that
individual to the particular notator, who usually was probably the Cantor or Succentor.
This interpretation is confirmed by those signs that were added only subsequently, and
hence by later users.

Despite the merely relative nature of the evidence, and despite the ambiguity, about
which Johannes Affligemensis already complained in chapter 21 of his Musica™, this
individual auxiliary script does provide valuable explanations in some cases. It is of
particular value to the transcription of the organa — there will be more to report on this
below.

The Notation of the Proses

In the cyclic transmission of sequences and proses in the oldest sources, fundamentally
three kinds of notation can be distinguished?: the south German manuscripts, principally
those from St Gall, tend to write the melisma along the margin, in accordance with the line
division of the prose text. Since the graphic appearance of the melismatic notation clearly
highlights the movement and coherence of the melody, as well as the placement of the text,
scribes generally dispensed with the writing of individual neumes above the syllables,
especially in those sources that are clearly the oldest. The manuscripts do not contain
special Sequentiaries that impose their own grouping on the melodies. The exception is the
codex St Gall 484, which transmits the tunes without proses and, in curious fashion, writes
them going up from bottom to top.

Conversely, the Aquitanian sources notate the individual neumes for each syllable
diastematically, without adding the melismatic distinctions to the proses. Still, more than
half of the manuscripts with self-contained Prosaries contain the same melodies also in
their own Sequentiaries®). The codex Paris BN lat. 1119 (11th c., second half?) is the
exception as to the manner of notation of Limousin sources; here melismas are inserted in
the proses (the manuscript does not have a Sequentiary of its own), and indeed in such a

77 The first leaf of the sequence fascicle in CC (fol. 81 recto and verso) is severely worn. The sequences
Musa, Beatus vir and Chorus are unreadable and cannot be included in our inquiry.

78 CSM 1, ed. J. Smits van Waesberghe, p. 139.

79 Cf. the work of H. Husmann, Sequenz und Prosa, Annales Musicologiques 11, 1954, p. 61-91; G.
Reichert, Strukturprobleme der dlteren Sequenz, Deutsche Vierteljahrsschrift fiir Literaturgeschichte und
Geisteswissenschaft 23, 1949, p. 227-251; B. Stiblein, Die Unterlegung von Texten unter Melismen,
Tropus, Sequenz und andere Formen, KongreBbericht New York I, 1961, p. 12-29; id., article “Sequenz”
in MGG.

80 According to the inventory of J. Chailley in: Etudes Grégoriennes II, 1957, p. 163-188.
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fashion that, in continuous script, each verse is followed by the corresponding melisma, for
which the appropriate space has already been reserved in the verbal text. This third kind,
which may be called “alternatim notation”, is found also in the codex Paris BN lat. 9449
from Nevers (around 1060), which assigns the tropes and proses in the Gradual, as well as
in the later additions to our manuscript Bo (fol. 130’-134, 182182, 184186, add. 11th c.,
second half). The Prosary of the codex Laon Bibliotheque municipale 263 (end of 12th c.)
may also be reckoned in this group; although it is only in one single prosa that the verses
alterrnate with the corresponding melismatic sections (fol. 39°-40), in three cases the prosa
is preceded by the complete sequence melody (fol. 34°-35’). We can observe something
similar in the codex Cambrai 78 (around 1200), where the melismatic scheme follows the
individual proses without division. The 12th-century Prosaries in the manuscripts Paris
BN lat. 13252 from Saint-Magloire, Paris BN lat. 10508 from Saint-Evroult, and Paris BN
lat. n. a. 1235 from Nevers do not contain melismas. — The manuscripts Paris BN lat. 1087
from Cluny (11th c.) and the codex Metz Bibliotheque municipale 452 (12th c.) present
exceptions to the French transmission, since the sequences are written here along the sides
of the proses, following the custom of St Gall.

No northern French prose manuscripts from the 10th century have survived. This is all
the more regrettable since it is northern France that happens to have been a center for the
poetic composition of proses, and the practice of composing them may in fact have spread
from here to begin with. Because of the strong dependence of the Winchester tradition
upon the mainland, the notation of the sequences and proses in Bo and CC allows us to
draw conclusions about the old manner of notation in the parental monasteries of northern
France.

Bo and CC each contain an old Prosary, and in addition the melodies, gathered together
in a closed repertory. The Sequentiaries immediately precede the Prosaries. In CC there is
no heading prefacing the Sequentiary and Prosary. In Bo there is a hexameter couplet
announcing the Sequences:

HIC TIBI CANTORI SUNT CUNCTA SEQUENTIA PRESTO
QUAE CIRCULO ANNORUM MODULANTUR ORDINE PULCHRO

[Here are all the sequences that are sung in the year cycle, in beautiful order, ready for you, o
singer. |

The Prosary in Bo was given the rubric HIC INCIPIUNT PROSAE. [Here begin the
proses. |

In Bo, moreover, five sequences were included at the appropriate place in the troped
Gradual: Fulgens praeclara for Easter, Pascha nostrum for the Sunday after Easter, Eduxit
dominus for the 4th Sunday after Easter, Cythara for Ascension, and Pretiosa for All Saints.
The melodies are repeated in the Sequentiary. (For this, see below p. 144 £.)

[88]



The proses in the old layer of Bo are notated in single neumes, which were partly
rewritten in diastematic fashion at a later point. Lone literae significativae appear, as
additions made by later Cantors. In a few places, short groups of melismas are found over
the syllabically written text; these gather together and clarify the notation of the single
neumes (fol. 138, 1. 5; fol. 158, 1. 1, 2; fol. 177, 1. 9; fol. 181, 1. 7). Among the proses that
were added later, the ones that are especially remarkable are those that place the melismas
between the verses, for which space was reserved already in the verbal text. This kind of
notation is encountered on fol. 182182’ for the prosa 4/ma cohors (the neumes of the prosa
were scraped away at a later point and are now almost unreadable; the melisma appears
mostly in the middle of the double versicle between both verses), fol. 184°-186 for the
proses Psalle lirica carmina (the neumation of strophes 1-6 b was scraped away; the
melismatic section precedes the verse or verse section in question), Dic nobis and Concinet
orbis (the same kind of melismatic division). The proses on fol. 130’134 contain
intermediate space in the verbal text, but the melismas were never entered.

Contrary to the notation of the old corpus of Bo, which is plain and mostly syllabic, the
melodic cursus of the proses in CC is indicated much more precisely, namely 1) by the
frequent insertion of melismatic distinctions, 2) by pitch letters. The scribes of the text had
left no space for the additional melismatic notation. Accordingly the melismas had to be
crammed, with some difficulty, between the verses, continued over the beginning of the
verse, and sometimes carried upwards, either obliquely or perpendicularly. Not all verses
were provided with their melismas in regular fashion. In the case of 10 proses one
dispensed with the additional melismatic notation3!, and 8 proses position the melisma
before the first half-strophe or verses without pendant®?. In a further group, the
corresponding sequence section stands before or above every single verse or verse section®’.

81 Gloriosa dies adest (fol. 90); Oramus te (fol. 91); Laus armoniae (fol. 917); Prome casta contio (fol. 98);
Pange turma corde (fol. 98°); Rex emnipotens (fol. 99°); Benedicta sit (fol. 100°); Ecce pulchra (fol. 116);
Precamur nostras (fol. 122); Alme chorus (fol. 129). However, Gaudet clemens dominus (fol. 113”), Aulae plebs
etherea (fol. 133”) were left without neumes.

82 Fulget dies tocunda (fol. 177"); Laude canora (fol. 127); Laudent condita (fol. 128); Gloria resonante (fol.
129); Laude resonet (fol. 130); Stans a longe (fol. 131); Laus inclita (fol. 132°, at the 5th double versicle, the
sequence section is placed before 5 a and also before 5 b); Laus surgar (fol. 132”). T use the terms “verse”,
“versicle” and “half-strophe” synonymously, and likewise “double verse™, “double versicle” and “strophe”.

8 Caelica resonent (fol. 89; no melismas from verse 10 onward; verse numbering after AH); Nato canant
(fol. 93); Epiphantam domino canamus (fol. 94); Claris vocibus (fol. 95); Alle celeste (fol. 103); Sanctus petrus
(fol. 104°); Agmina leta (fol. 106); Laude iocunda (fol. 107%); Arce superna (fol. 108”); Aureo flore (fol. 109’; no
melismas from verse 12 onward); Hac clara die (fol. 111); Salve porta perpetua (fol. 112); Candida contio (fol.
112°); Regnantem sempiterna (fol. 1227); Qui regis sceptra (fol. 123); Nostra tuba (fol. 123°); Christicolarum
sacrosancia (tol. 124); Promere chorda (fol. 126); Consona caterva (fol. 131°); Aule celestis (tol. 131°); Laude
pulchra (fol. 133).
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In the last group, finally, the melismas are placed before the verses just alone or as short
incipits,

The notation of the proses in CC is complemented and clarified by pitch letters. By
indicating the pitches with exactness, these letters provide the earliest secure readings of
the prose melodies altogether, at least in part®5. Usually they are placed above the neumes
of the first half-strophe as well as of the verses without pendant, albeit in no way
systematically or completely®. Often they are entered on the first note of a double verse or
placed on the first note of the prosa. They occur besides as tonary letters; in that case they
stand clearly demarcated on the outer or inner edge, at the beginning of the relevant
strophe?’.

There is something particular about the system of pitch letters. For it does not belong to
the family of Boethian or Guidonian letter scripts, in whose scales the semitones between
the second and third, and fifth and sixth steps; rather it is analogous to our major scale,
with the semitones between the third and fourth, and seventh and eighth steps. This
system was familiar from treatises on the measurement of organ pipes, on the division of
the monochord and on the tuning of organs (Hucbald, Notker Labeo, Bernelinus, amongst
others). Hugo Riemann called it the “Frankish” letter script, and interpreted it as a form of
instrumental notation8, However, nothing was known of any musical records outside the
writings of theorists. CC appears to be the only source that confirms the practical use of
“Frankish” letter notation®’.

S Pura deum laudet (fol. 92); Fulgens praeclara (fol. 90); Exulta caelum (fol. 1017); Alme celorum (fol.
114°); Ave pontifex haedde (fol. 118°); Mirabilis deus (fol. 119°); Arguta plectro (fol. 119%); Alme hiesu (fol. 121);
Salus aeterna (fol. 122; complete melismas from verse 6 onward); Celum mare (fol. 125; script and single
neumes were later retraced and rewritten in approximate diastematic fashion).

85 The following are among the oldest readable sources for prose melodies, because of their diastematic
notation: Paris BN lat. 1118 (from southern France), Paris BN lat. 1120 and lat. 1121 (both from St
Martial); for the dating, see J. Chailley, Etudes Grégoriennes 2, 1957, p. 163 ff. Cf. also the list by B.
Stiblein for the article “Saint-Martial” in MGGQG, and further the source list in Bannister-Hughes, Anglo-
French Sequelae, p. 17 . — On English soil, CC 1s the earliest at least partially readable source; Bo does not
contain pitch letters; the diastematic renotation of some melodies dates from the 12th c.

36 The following proses have been supplied with pitch letters: Caelica resonent (fol. 89); Nato canant
omnia (fol. 93); Epiphaniam domino (fol. 94); Claris vocibus (fol. 95); Fulgens praeclara (fol. 96); Rex
amnipotens (fol. 99°); Alle celeste (fol. 103); Agmina leta (fol. 106°); Laude iocunda (fol. 107"); Aureo flore (fol.
109%); Hac clara die (tol. 111); Salve porta perpetua (fol. 112); Candida contio (tol. 112°); Alme celorum (fol.
114°); Ecce pulchra canora (fol. 116); Arguta plectro (fol. 119%); Promere chorda (fol. 126); Alma chorus (fol.
129); Aule celestis (fol. 1317).

37 Caelica resonent (fol. 89); Claris vocibus (fol. 95); Fulgens praeclara (fol. 96); Rex omnipotens (fol. 99°);
Alle celeste (fol. 103); Alme celorum (fol. 1147); Alma chorus (fol. 129); Stans a longe (fol. 131).

8 Studien zur Geschichte der Notenschrift, Leipzig 1878, p. 28-38, the relevant sources in the
Appendix, p. 291-310. Cf. the essay by J. Smits van Waesberghe, Les origines de la notation alphabétique
au moyen-ige, Annuario musicale 12, 1957, p. 3—14, which points to an illumination definition of the scale
in Hucbald’s De institutione harmonica which is lacking in Gerbert Scriptores.

3 There 1s an overview of the dissemination of pitch letters of the 9th—13th centuries (in which CC i1s
however not included and the significance of tone scales remains open) in: S. Corbin, Valeur et sens de la
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In accordance with the range of the prosa melodies, the scale encompasses two octaves,
and the letters have the following significance:

A(a) B (b) C(c) D E (e) F (e) G

our pitches
C d e f g a bt (bb)
c’ d’ e’ f g’ a’ -

Upper-case and lower-case letters are used without distinction for both the lower and
higher octaves.

Plate 1, CC fol. 89, brings together the three types of notation: the accent neumes upon
each syllable, the pitch letters and the melismas. These are placed before each single verse
and they provide the complete melody. In each case, the pitch letters are added only to the
first half strophe. The letters on the border show the mode. — In the rest of the prosa on
fol. 89’90 (not shown here) the melismas and mode letters are lacking. It is only the pitch
letters that are placed in the first half strophe.

Melismas and pitch letters are not always used at the same time for the purposes of
notation, as 1s the case in the prosa Caelica resonent. It should once more be stressed that
neither letters nor melismas are introduced consistently and completely in every piece. One
way of notating does not necessarily call for the other, but neither precludes its use. The
melismatic distinctions in the Prosary of CC were not planned in advance by the scribes of
the verbal text; but they do in each case originate —like the pitch letters — from the same
hand, the one which also entered the single neumes. The melismas may be added in the
margin, inserted at the beginnings of the verses or written in sections over the lines (cf. CC
fol. 108’ = Plate 3). This reminds us of the original meaning of the melismas: they serve as
an auxiliary means to the musical script. The scribe has attempted to clarify the imprecise
text of the single neumes by a graphically clearer notation in groups. This is also the
purpose of the letters, with their precise indication of pitch. We will examine elsewhere
whether the double and triple notation may provide clues to performance practice?’. Let
the following description suffice for now.

The various different ways of recording the melodies make it possible to draw the
following conclusions regarding the chronology of the prosa notation in Bo and CC. At
first the proses were notated only syllabically, with single neumes. One can identify a
second stage in the addition of singular melisma distinctions to some of these syllabically
notated proses. Since this second notation had not been taken into account in the writing of
the verbal text, there were unavoidably difficulties of space. In the third notational stage

notation alphabétique a Jumieges et en Normandie, Jumieges Congres scientifique II, 1955, p. 913 ff. —
Codex Engelberg I 4/23 contains a paean on organ playing with Frankish letter notes, cf. E. Buhle, Die

Blasinstrumente des frithen Mittelalters, Leipzig 1903, p. 98 f.
9 Chapter IV.
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the intermediate space necessary for the melismas was already left in the verbal text, in
order to prevent this problem; in this way one arrived at an alternatim notation.

We can trace this development with the help of Plates 2-4, CC fol. 91, CC fol. 108, and
Bo fol. 185’. The prosa Oramus te (CC fol. 91) shows the first stage with its exclusively
syllabic notation. The proses in the old layer of Bo are also written in this way. But single
neumes and melismas are combined in the prosa Arce superna (CC fol. 108’), with the
melismatic section on the verse Patronum quem benedictum exorat being divided, the
beginning being written before the verse in the margin, but its continuation being written
directly above the line. One encounters this procedure only rarely in Bo, and there it is
limited to short melismatic sections, which lie above the corresponding syllabic single
neumes and gather together its notation. Plate 4 (Bo fol. 185’), which shows the conclusion
of the prosa Dic nobis quae sunt, illustrates the third notational stage. The writer of the text
left a space of a few centimeters before each double versicle, for the melismatic group signs,
though occasionally not enough to accommodate the melisma cleanly. In line 4, for
example, the melody of the subsequent double versicle had to be compressed and at the
end written straight upwards. We find this notational stage in the additions to the
manuscript Bo%l.

The question remains whether this chronology, obtained from Bo and CC, may be
assumed for French, and especially northern French, manners of notation in general,
whether, in other words, the fully written-out, continuous alternation of melisma and
syllabic notation represents a secondary form of prose transmission. The few sources we
have do speak in favor of this. For the alternatim notation does, as a matter of fact, appear
relatively late: the codex Paris BN lat. 1119 seems to be the earliest witness2. And if
melismas are included in manuscripts at all, in the 12th and the beginning of the 13th
centuries, when the independent Sequentiaries had long since disappeared, then they
appear in alternation with the syllabically notated text. It seems, then, that a more recent
performance practice originated in this form of transmission, in which the textless melisma
resounded in alternation with the syllabic section. But we will concern ourselves with these
issues in another context?.

The organal script

Cf. Plate 6, 7a + b, 8§ a + b, CC fol. 153-155, ORGANA SUPER SEQUENTTIA (OrR
43-50); along with this, the base melodies Plate 5, Bo fol. 122, with the schemata Musa,
Beatus vir, Tustus ut palma.

The graphic appearance of the organa departs from the notation of the base melodies.
The predominance of virgas and puncta, and of groups of simple neumes, and the

91 Cf. the comments above, p. 88.

2 For the dating, see H. Husmann, Tropen- und Sequenzenhandschriften, p. 126 f. .
93 Chapter IV,
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stereotypic closing gestures (punctum — oriscus — virga) make up the distinctive

characteristics of the organal script.

If we line up the base melody and the organum against one another, we arrive at the

following score for the sequence Beatus vir.

Lo o L
or [CC fol. 153 ( J oL N
O - ; — :—\. "'H\. —
BGHU Nr; ’:1'- . —
GM AT Te U ia

Bo fol. 122 | J P I pt ‘"o

fode p o
— L~ e\ v v .

2 r:': e —— + - — - ] L —

N N L L T Ak
\ v
, :,l' Hi v ‘“[ d [,{1 i [! -L_\ ot

;] e e '

L N N T I b O Yt
A
( d by e e
>".'V_ " v — -o-"'\. e - L o .

4 /" ——=* g o0
T A L V)
NI o L T I

o~ -, 4“:’ v v

5 f'/'}: [ ] [] [ ] - - [ ] [ ] 5 - — - . - - - - ::
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ot d gy
v v — 1 v
6,}c.*-4‘ll==:._l‘o.‘i‘_a-;"'o'_:
J f [; [ d L _f", o Il ('1 Il d
D
? !-[\': .d_‘\; .”_‘. . &

foJe

The result is a “note against note” setting; yet there are some deviations: the organalis
contains some orisci w for which there are no corresponding notes in the base melody, for
example in the closing gestures, where the three-part formula punctum — oriscus — virga
. ,.; usually corresponds only to the penultima and finalis in the base melody. Yet the
reverse may also be true, for example, when there is only a single note in the organalis to
accommodate a virga strata [* in the cantus (1. 4-5). In one case there are even three virgas
in the organalis against a single virga in the base melody (l. 6, end). The typical closing
gestures which ascend over the oriscus are found not only at the endings of complete
distinctions but also in the inner text; they articulate the organum in discrete, short
sections. Countless /litterae significativae complete the picture: 1 (levare), iv (wusum valde), e
(equalis), t (tenere) and m (mediocriter). d (duplex) calls for the repetition of the preceding
distinction; x (simplex), on the other hand, stands for a single, unrepeated part.

The neumae longiores of the base melody correspond to short ligatures and groups of
single notes in the organalis. The three-note climacus /- mostly receives a tripunctum (l. 1,
2, 3,4, 5, 6) or 1s supplied with a trivirga (1. 3, 4, 6). Similarly there is a trivirga against a
scandicus .," (L 1). The flexa on the word A/leluia in 1. 1 corresponds at first to a bipunctum
(likewise also in 1. 4, 7), thereafter to a bivirga. If one disregards the groups of single
neumes, then the two parts mostly run in parallel; however, sometimes the notation clearly
calls for contrary motion, as in the middle of 1. 4, where the scandicus in the base melody is
answered by a virga with flexa in the organum.

There can be no doubt as to the meaning of the groups of single neumes: they represent
notes of the same pitch. Just as note repetitions in the plainchant notation of the wvoces
principales are normally written as strophici (of puncta and virgas), so also does the organal
script employ the customary signs for the stationary notes in the organum. These puncta
organica — as we will call the groups of single neumes in the organal script — reveal a major
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criterion of the compositional style: the abidance of the organal accompaniment on certain
support notes.

That it is correct to interpret the puncta organica as notes of the same pitch is confirmed
by the diastematic or approximately diastematic organa entered as supplements in the
manuscripts Rome Vat. Reg. 586 fol. 87” and Vat. Reg. lat. 592 fol. 78’, 79 from Fleury as
well as in the codex Chartres Bibliothéeque municipale 4, fol. 19. On the basis of their
notation we would date the voces in the Chartres codex to the middle of the 11th century,
and the organa in the Vatican manuscripts to the latter half. These pieces are transmitted,
just like the Winchester organa, as single parts, that is, not in score.

The notation of the three voces organales for Gradual Responsories in Vat. Reg. lat. 586
fol. 87’ (Plate 9) is related to the organal script in CC. Both there and here the overall
picture is determined by single neumes and strophici. The grouped single notes are written
closely together each time, and separated from the following note signs by a larger
intermediate space. In the Vatican source the relative height of a particular group, and its
pitch relationship to neighboring notes, is apparent from the diastematic arrangement,
going up or down or persisting on the same step. Clives, podati and torculi may preface the
strophici, but they may also stand alone, separated from the strophici. Litterae significativae
are found only occasionally; the graphic differentiation of pitch has obviously rendered
them obsolete. Only in two places, in the second responsory on saba and at the beginning of
the third responsory, do we find the letter 1 (levatur). In copying the verbal text, the scribe
skipped every second line to leave it free for the notation. No special note line was drawn,
but the scratched lines served as orientation. There is no clef. Although the correct position
of the organum can only be determined through vertical alignment with the base melody,
the notation as such is clear enough to allow the strophici to be recognized, without any
doubt, as notes of equal height. (Cf. the transcription of these pieces below, p. 172 ff.)

Contrary to the added organa in the Vatican manuscript, the voces organales of the
Winchester manuscript are still notated in campo aperto. Yet here, too, a certain tendency
toward diastematicism can be clearly discerned. It is true that the signs are not positioned
on lines; however, there are occasional shorter sections for which the scribe evidently
envisioned a line in his mind, and accordingly placed the notation on differing levels (e.g.
Plate 6, 1. 8, 9).

He proceeded with clear intentionality in his choice of single neumes, of virgas and
puncta. As a rule the virgas are higher than the puncta. This allows us to recognize that the
succession punctum — virga denotes an upward step, and the succession virga — punctum a
downward step. The base melodies in our manuscript were also notated in accordance with
this rule. With the help of the tropes, sequences and proses we can observe that the virga
generally indicates a higher note than the preceding one, and the punctum a lower one.
The same is true for the single neumes in the organal script. However, there is an

% Catalogue: p. 65 ft., 63.
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exception when the strophici are arranged exactly at the level of the virga head |***, and
hence should evidently repeat the pitch of the virga (Plate 12 b, 1. 4, 7, 12 etc.).

The scribe joins the puncta organica with ligatures in the same clear way: L~~~ | J" |
J..., I , 1... _[*+++ The overall graphic picture makes clear which note of the
ligature, the high one or the low one, is to be repeated; sometimes it seems that some
middle pitch, skipped in the ligature, may also be meant. We note in this connection that
the form _Jy; does not occur at all and that 7°** is rare, but that we do find, correctly, |, ..
or T, in accordance with the rule that the virga denotes the higher, and the punctum the
lower note. If the lower note is extended from the flexa, then the normal reading is /?- -~
or ]...,whereas /M evidently shifts the strophici upwards.

The strophici are joined together in groups of two or three puncta or virgas. If however
there are four or more notes on the same step, then they are usually divided in groups of
two and two, three and two, or three and three notes. With regard to this, the scribe tends
to insert the clarification e (equalis) between groups (e.g. Plate 6, 1. 11, 14). Yet in many
cases he evidently considered that indication to be redundant, for it is apparent already
from the course of the base melody — as is to be elucidated below — whether the stationary
notes should persist on the same step or not.

To clarify the position of the puncta organica, the scribe employs the litterae significativae
e (equalis), iv (iusum valde), 1 (levatur), s (sursum), 1s (levatur sursum) and m (mediocriter).
These letters are of particular value to the decipherment of the organal script. Alleluia ¥.
Angelus domint descendit (OR 64, Plates 10 a + b) shows the by now familiar picture: the
predominance of single neumes and puncta organica, the typical closing gestures as well the
large number of litterae significativae. Remarkably enough, the first strophici at the
beginning of the separate sections, the bivirgas at the words Alleluia, Angelus and
Respondens, have been supplied straight away with letters. This is most noteworthy indeed:
at least the indication Is at the beginning of the piece cannot apply to the melodic, vertical
progression, for of course the organum starts here. Now there are, on occasion, /litterae
significativae also on the first notes in plainchant melodies in the two Winchester codices: 1
(levatur), when the melody begins at the top boundary of the tonal ambitus, iv (iusum
valde), when it begins at the bottom boundary (cf. CC fol. 24, 24°, 30°, 49, 50°, 56’ etc.). In
the first instance we may assume the same for the organa. When we vertically align the
organum and base melody, it emerges that l-beginnings are called for in the organalis
precisely when the base melody rises up from a low range, but iv is used when the base
melody descends. With this, the /itterae significativae acquire a secondary meaning: they
may signify the directional distance from the base melody, and thus apply indirectly to the
note-against-note writing. The first note of the vox organalis may be marked also by the
letter e (equaliter) (fol. 166, OR 71 Alleluia V Laudate dominum ommes gentes): here the
organum and the base melody are evidently meant to start in unison. In this connection we
refer back to the third responsory Gloriosus deus in the Vatican manuscript Reg. lat. 586 fol.
87’ (Plate 9): here, too, the letter 1 clarifies the entry of the vox organalis over the base
melody.
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To gain closer insight in the position of the puncta organica and the meaning of the
litterae significativae, we present here all the organa whose first note is clarified by
supplementary letters. We take the base melodies from reliable English sources in the
Benedictine tradition: the Worcester Antiphonal (Paléographie musicale XII) for the
melodies of the Office, and the Worcester Gradual (Worc) and the manuscript Oxford
Bodleian Rawlinson C. 892 (Rawl) for the Mass pieces. In each case we will place the
organal neumes of the Winchester codex against the base melody. We present their
proposed transcription in x-shaped notes. In accordance with the preceding observations,
we transcribe the strophici as notes of the same pitch, the succession virga — punctum as a
downward step, and the succession punctum — virga as an upward step.

a) |- (orsl-andIs =) beginnings [97]

U

or 17 CCfalmel M. . L peer

6M ccrolsgl Lo 1

k.Sucerdos dei ex cel si

or 54 CC fol®2( ' |V e in /!

GM: CCfol 27l -/ [ I J ]

Fregi’rin fer ni portas

PN i
or 59 CC fol. 154 Geom W N [
GM: Rawl fol 12 = X -

. (¥ Te martirum)
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or 62 CC fol164

GM: Worc fol.320

or 64 CC fol 164"
GM: Worc fol. 322

or 69 CC fol.166
GM: Worc fol. 322"

or 72 CC fol.166
GM: Worc fol. 322

or 90 CC fol1#

GM: Raw! fdl. 130' |

orl02 CC fol 473 [

GM: Raw! fol. 144

(o op e
TR X X R e e X
Al e lu io

(X Angelus domini descendit)
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Al e lu i
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Al le lu ia

. (¥ Surrexit altissimus)
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vt Choltp| U L B
GM: Worc fol. 344 =2 -
Alle lu i
| (¥ Beatus vir sanctus martinus)
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GM: PalMus XI[,27 =
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b) iv-and io - (orios =) beginnings *

or8 CCfol136 [ . .. W =2 . .

GM: CCfol 56| U & et M4 . 7/

Ado ne us kyr ri us

or53 CCfol162' [woom= === 1 11 .

GM: CCfol 281 4 I -Ip Py

Post  quam foctus ho mo

* The beginning of or 25 Tractus "Vidi supra montem" is not included since | am unable to locate

the base melody.
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or 84 CC fol.169'
GM: Worc fol. 345 |

Al lelu ia

or108 CC fol17

. (¥ Vos qui secuti estis)

GM:Worc fol. 328" |
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we o LM
-+ ﬁij-ﬁe—l
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or109 CC fol 475

GM: PalMus X1 |
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. e ) 1, N

GM:PalMus XI396

or122 CC fol478'
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GM: PalMus XI159 |

K Benedictus do minus
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or134 CC fol182
GM: PalMus XI160 |

or 143 CC fol185
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ca
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or 40 CC fol.450'
GM: Wore fol. 314

‘' m "
or 41 CC fol.151 ol i Wi |l
GM: Worc fol. 316" &£ =

or42 CCfolas2 | 11 I L LY
GM: Rawl fol19' [EE -

Domi ne

However hypothetical the transcriptions may at first appear, with respect to individual
note-combinations, the letters at the opening neumes do reveal that the accompanying
voice may enter above, below or on the same pitch as the base melody, and similarly may
proceed above, below and even in unison with the base melody. The combination of
strophici and /itterae significativae at the beginning of a setting yields in addition another
insight: the puncta organica, now above the base melody, then under it, usually seek the low
range of the organum when the principalis descends, but the high range when the base
melody rises. The puncta organica are, in a certain sense, scaffold notes of the wvox
principalis. They may set the top and bottom boundaries to the base melody. But this range,
once chosen, need by no means be maintained for the whole piece — in which case one
could distinguish between organa that sound consistently above the base melodies and
others that resound under it —, rather there are appropriate changes in the course of the
base melody. Each vox organalis consists of several clearly articulated sections; and each
time the range of the organum is defined only for the duration of such a short period. It is
defined afresh in each section, by the melodic motion and by the tonal ambitus of the base
melody.

The litterae significativae added to the notes at the beginning of the organa show this
auxiliary script in a new meaning not thus far recognized: since they usually denote the
high range of the accompanying voice when the base melody rises, but call for the deep
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range of the organum when the principalis falls, they must signify the distance from the
base melody. Their significance for voice-leading can also be demonstrated in the course of
pieces.

The organal voice of the Gloria trope Ave deus summe trinitas (OR 19) notates the verse
Da pacem tuis famulis CC fol. 140’ as follows:

;j"“/ 1-# / we f / W e /' f f’
S am - b o P 1 &
T e .

mmrac:muf Tuf;[ufc[mnznuf
oy el
Da.fmemauf u[zro[rme ma(u?)
Lm.mm Tuf; A[affmuf
Hf ,,.,/rr ‘_/f!hll
oﬂm:fe{t ﬁlcm-:mx bie atindecerna.
oo Ll P2 f[

ﬁauLL I fa’uxf:e*

The two virgas on the word tuis have been supplied with two /itterae significativae each: the
first virga carries 1 (levatur) and e (equalis), and the second s (sursum) and e (equalis). In the
case of the second note, at least, there can be only one letter that pertains to the melodic

progression; the other must denote the distance from the base melody. I transcribe the
passage as follows:

CC fol. 440" Jord o o ey sty Y
Aus or 19 '%?'“"“-- . e e —————
Tu solus do minus| Do pa cemiuisfamu lis
GM: Paris lat. zl"“ﬁ' S e e e
121 fol.55 E
CC ol 60 N I R LI o

Just as in all the other organa on Gloria tropes, the individual sections of the Gloria in
excelsis deo (or the incipits leading into the Gloria melody) are notated with the same signs
as the principal voices in the first part of the codex CC and in Bo. One may infer from this
that the Gloria in excelsis deo as such was always sung monophonically. Only the tropes
show the characteristic traits of organal script, and accordingly should be performed in two
parts. — After the Gloria section Tu solus dominus the organum begins equaliter. The base
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melody descends, the strophici define its bottom boundary and are evidently meant to
reach the unison with the base melody at the end of the ligature. It follows that the /lstera
significativa e carries its usual melodic significance here. Now the base melody rises over a
to ¢, and from there to the final d. In accordance with the observation that the organalis
defines the top boundary to the rising base melody, the following interpretation seems
reasonable: the organum leaps over the base melody (/evatur) and anticipates the fifth (the
penultimate of the closing gesture) as the boundary and target note; the letter e calls for the
repetition of the stationary notes; once again the puncta organica flow into the unison with
the base melody. s (sursum) clarifies the distance to the base melody, and is used in a voice-
leading sense. To put it more correctly: it confirms the indication equaliter and means:
since the organum persists on the same step, the accompanying voice will remain under the
base melody.

OR 146 K. Audiebam sonum alarum presents the following notation on the word
Sfirmamentum:

L
P G gl
fir ma  men tum

The strophicus on the syllable men is clarified on the left side by the litterae significativae 1
and e. Here, too, there can be only one letter to signify the melodic progression, the other
must apply to the distance from the base melody. I deem the following transcription to be
the correct one’’:

Le
CC fol.184' oo ST N s
Aus or 140 e e
fir mao men tum
e O e e e

The base melody ascends on the syllable men. The bivirga calls for notes of the same pitch.
The organum anticipates the target note (e), accordingly it lies a third above the base
melody, thereby retaining at the same time the pitch of the final note of the preceding
section. This is what the connection between the /itzerae 1 and e seems to want to express.
However, if the litterae significativae can occur in a double sense, then it seems that the
resolution of the organal script may become even more complicated, as one should verify in

95 Cf. Plate 11; complete transcription below, p. 158 ff.
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every case which meaning is intended, intervallic or melodic. Yet this conclusion may be
qualified. For it turns out that in each case, the intervallic meaning confirms the melodic
sense, and clarifies the position of the puncta organica as boundary notes of the base
melody®.

The third major feature of the organal script — beside the predominance of single
neumes and the pervasive use of strophici — are the closing gestures. From the graphic
appearance it is evident that, fundamentally, two types of conclusions may be meant: either
the penultimate is lengthened by the oriscus ( |, ), or it is carried into the final as a
salicus ( _,.’, .! ). In both cases, the organum proceeds towards the final from below. It
remains uncertain whether the first formula may be interpretated in this way, namely, that
the final repeats the extended penultima. In any case, the closing note is always indicated
by a virga; the punctum is never found as a final note. It is not apparent from the notation
at what distance from the base melody the vox organalis closes, whether above the base
melody, for example on the fifth above, or under, as on the fourth below, or in unison.
Occasionally the final note is supplied with /litterae significativae. Yet these do not provide
certainty, for in every case they may refer to the melodic interval, like the closing gesture
from the third below or second below. The letters 1 (levatur) and s (sursum) are found
mostly to the left of the finalis (e.g. fol. 138 passim; cf. however fol. 155 = Plate 8 b, 1. 6);
on the other hand, e may also occur to the right, namely when the following section is
introduced again by the letter e on the first note (e.g. fol. 135, 1. 5 and 11; fol. 136, 1. 1).

We must leave the problem of the closing gesture and the closing interval open for now,
and will come back to it later, when we consider organal theory.

We frequently encounter the letter t (tenere) in the organal script, which calls for a
sustaining of the note thus marked. Its preferred use is on the final note of closing gestures,
either at the end of settings, or in the inner text on the closing note of individual organum
sections. It may also often serve as a sign for the last note of a strophicus, in successions of
virgas as well as puncta (fol. 153 = Plate 6, 1. 7, 1. 13, 15, etc.), or occur at the end of a
ligature (fol. 176 = Plate 12 b, marginal note Ipsum; fol. 165 = Plate 10 b, L. 4 etc.).
However, t may also accompany a single note (fol. 142’ 1. 3; fol. 162, 1. 12 etc.) and even —
which is especially remarkable — the first note of a new section?’.

The single neumes punctum and virga have melodic, but evidently no rhythmic,
significance. For the puncta of the base melody may be answered by virgas in the organalis,
and vice verse, virgas by puncta. The melodic meaning excludes a rhythmic one. Beyond
that we find the letter t quite frequently placed especially on puncta (fol. 140, 1. 14; fol. 153
= Plate 6 passim etc.). The virga iacens is the exception. It occurs in two forms, as — or as —
. Both signs are often supplied with the letter t. In partially diastematic parts the level

% Further attestations of fitterae significativae with intervallic meaning: fol. 136, 1. 3; fol. 136, 1. 6; fol. 1377,
1. 7; fol. 146, 1. 13; fol. 153 (Plate 6) 1. 3 from bottom, cf. the transcription on p. 157 (Plate 10 b) 1. 13
beginning ({fogueretur), etc.

%7 Relevant passages on p. 106.
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form of the virga iacens usually appears at the same height as the preceding note (fol. 153 =
Plate 6 passim; fol. 164’ = Plate 10 a, 1. 1; fol. 165 = Plate 10 b, 1. 13 etc.). This suggests
that the level virga iacens (or better: punctum planum) signifies a drawn-out note on the
same step.

The letter t may be substituted or complemented by m (mediocriter). However, it often
remains unclear whether this letter truly provides a rhythmic and not perhaps melodic
indication. Other litterae significativae with rhythmic meanings (such as ¢ = celeriter) do not
occur in Bo and CC.

The frequent use of the letter t bears witness to a richly differentiated rhythmic
performance style. If one examines, with the help of Bo and CC, the occurrence of this
letter in the base melodies, it turns out that its placement in the base melody and the
organum is often the same. Both there and here, the t 1s placed upon the final notes of
sections; in the base melodies it occurs mostly on the last note of a neuma composita and it is
precisely these notes that usually become the target notes and finals of the individual
organum sections. One could say, in that case, that the mora of the base melody determines
the organal target note, and that the movement comes to rest in the pure sound of the
target note. However, in other passages in the voces organales the base melodies remain
without signs, particularly when the indication t appears in the course of the sections. For
that reason it is difficult to verify if here, too, the rhythm of the organa confirms the
rhythm of the base melodies, or whether, in the joining of the voices, the power of the
sound summoned a new sense of movement which contradicted, perhaps even eliminated,
the autochthone rhythm of the base melody. Theorists (Musica encheiriadis, Scolia, Cologne
treatise) make it clear that organum was performed slowly and with a certain breadth
(modesta morositate). In the Paris treatise it is even commented: huius generis melos tam grave
ut dictum est esse oporteal tamque morosum ut rithmica ratio vix in eo servari queat®. In other
words, it was scarcely possible any longer to guarantee the original rhythm, probably — or
so we may add — because polyphonic musical practice gradually took away the melodic
sense from the rhythm of the base melody. The notation does not allow us to decide to
what extent this may be true also for the Winchester organa. On no account should we
envision organal performance as being necessarily equalistic — that is, as proceeding in
equal note values.

In the organal script one sometimes encounters the letter t at the beginning of individual
sections. Perhaps one should understand these indications in some places in the sense of a
tempo indication for a group of neumes (for example fol. 154 = Plate 7 b, 1. 13 at the
beginning of the distinction at the beginning of the line and then, repeating, at the puncta
organica marked with iv; further fol. 154°, 1. 16 and fol. 155, 1. 6; Plate § a + b). In other
places, however, it seems that it is only the first note that was meant (for example in single

8 The places are brought together in E. .. Waeltner, Das Organum, p. 265. Cf. the discussion in W,
Kriiger, Die authentische Klangform des primitiven Organum, p. 12 ff. and p. 7 with a reference to the
relevant work of Jammers, v. Ficker and Georgiades.
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sections of the organa on Gloria tropes: fol. 139’ 1. 12; fol. 140, 1. 14; fol. 141, 1. 15; fol.
142, 1. 2; fol. 142°, 1. 16)%.

Marginal readings

The richness of the /litterae significativae, the partial diastemacy, the precise choice of
single neumes — the virga for ascending, the punctum for descending steps — bear witness
to the scribe’s efforts at careful notation. It is the marginal readings that show how
important it was to him to add precision to his writing. For these 50 entries in the margins
of the chief corpus of organa, written in the same hand as the main text (the later additions
add 3 more marginal readings!®); have a double significance. Some of them offer melodic
variants to the main text; others evidently have the task of clarifying the original version,
that is, to improve the notation of the chief text.

For example, the marginal reading for terra on fol. 175’ (Plate 12 a) can be explained as a
correction of the original notation.

1§

IR
version in the main text:
ter ra
o _ poo s I
version in the margin: ]
ter ra

In the middle of the melisma the scribe has emended the incorrect succession punctum
inferius — punctum superius (see § ) into punctum — virga and has divided the clivis (3) into
two single notes (virga — punctum). The two notes of equal pitch are clearly indicated as a
bivirga. The version in the main text and the marginal reading present the same melodic
gesture; the entry in the margin clarifies the original graphic appearance.

fol. 175’ marginal reading for erit

version in the main text:

1. Tt T v
e pit

ion in the margi g | pltsesl PR £
version in the margm: "ot
I I

% In this same sense also in the first part of the manuscript: fol. 34°, 1. 15; fol. 38°, 1. 7; fol. 48, 1. 13, 15; fol.
50, 1. 13; fol. 517, 1. 12; fol. 65, L. 14; fol. 69, 1. 4, 9; fol. 69°, 1. 8; fol. 87, 1. 1; fol. §7°, 1. 1.
100 To OR 168 (2), to OR 171 (1),
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This marginal entry likewise offers no melodic variants, apart from the orisci on the
penultimate in the first two closing gestures (arrow 1), but serves instead to clarify the main
text. Just as in the marginal reading for ferra, it is the scribe’s concern to indicate the
ascending step by a virga (arrow %), the descending one by the punctum (%) and to arrange
the repeated notes at the same height (%).

On the other hand, the marginal readings for david and iustus on fol. 175, and to Ipsum
on fol. 176, constitute true melodic variants.

version in the main text: r J 1.
da vid
| _J! Jl
version in the margin: ,
& da vid

Instead of the flexa subpuncta, the last three notes are notated with a podatus followed by a
virga: the descending melody has been replaced by an ascending one. But it is noteworthy
that the marginal reading contains only seven notes, instead of the eight in the main text.
Since the base melody (after PalMus XII, 1) also contains eight notes, one may suspect that
a second virga is missing from the marginal entry after the first podatus, that is, that the
bipunctum of the main text should have been replaced by a bivirga.

.. . [Ln
version in the main text: WAEN
iu  stus
WL ol / 2
version in the margin: iU stus
The second version deviates from the main text. The clivis has now been lengthened by

the oriscus, whereas in the main text the flexa 1s followed by a salicus. After the concluding
note there is an oriscus in the main text, and a cephalicus in the marginal reading.

|

| p—

. - . . l
version in the main text: m’ Lypgesoml !nj “Tu.l N " .-J o _’ ."J ,J
1 v

-]
Jpsum b d
e . e t -t L n-u‘.u’
version in the margin: Llftl./\/ Ju, .1_'_,th ",J '°f‘
. 10
sum

[108]



The succession tripunctum — oriscus — virga (§) has been replaced by the four-note
torculus resupinus: instead of a repetition of notes there is now a sweeping melodic turn.

The double meaning of the marginal readings — verified here for fol. 175" and 176
(Plates 12 a + b) — is confirmed by the other marginal entries to the organa: either they
clarify the main text or they offer a second melodic version. It is noteworthy, in this
connection, that corrections to the orthography predominate at the beginning of the organa
corpus (in the marginal readings to the Kyrie organa), but melodic variants increasingly
later on. It also happens on occasion that a marginal reading has both meanings, as if the
scribe had wanted to fixate a second melodic version as well as confirm its context in
another notation, or vice versa. The §, ¥ (= vel), which the scribe sometimes places before
the glosses (fol. 165, 177°, 178’), may also refer to the two meanings.

Transcription Examples

In according with the discussions in the preceding sections, the following rules are, for
the moment, accepted as valid for the transcription of the organa:

1. The puncta organica, that is, the strophici of the organal script, are notes of equal pitch.
This is attested by the related notation of the approximately diastematic organa from
Fleury as well as by the chant notation of the base melodies, in which the strophici
likewise indicate notes of equal pitch.

2. In some of the shorter passages, the Winchester organa may no longer be notated in
campo aperto, but with reference to an envisioned “blind line.” This is particularly true
of the succession of diverse groups of puncta organica as well as their connection with
ligatures.

3. Just as in the notation of chant melodies, the succession virga — punctum calls for a
descending step, and the succession punctum — virga for an ascending one.

4. 'The litterae significativae may apply either to the melodic progressions or indicate the
distance from the base melody. This second meaning is particularly evident in the
indications of height at the beginnings of organum sections as well as in the position of
the puncta organica. The position of the organum relative to the base melody 1s made
visually clear by the supplementary letters.

5. The organum consists of single, relatively short sections which are articulated by the
stereotypical ascending closing gestures. Although note against note writing is
generally the rule, there are exceptions in the closing gestures, since the merging of the
organalis into the final note is frequently delayed through the insertion of an oriscus.
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or M Cristus natus est nobis. (Vgl. Tafel 12b) [110]
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or 64 Alleluia.X Angelus domini. X Respondens. (Vgl.Tafel 10a+b )
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Transcription of OR 111 Invitatorium Cristus natus est nobis.

We take the base melody from the Worcester Antiphonal, PalMus XII, 27.

Cristus: there 1s a littera 1 (levatur) on the bivirga of the beginning. It requires the
organum to enter above the base melody. The opening interval can be inferred from the
subsequent course and conclusion of the first section. The bipunctum that follows the
bivirga has the same height as the virga heads, and thus implies the repetition of the
preceding pitches. If the organum begins on the fourth above, that is, on g, then it will
reach a unison with the base melody immediately before the closing gesture. The organal
closing gesture itself is placed on the syllable -stus and evidently merges once again on the g
of the base melody; thus the puncta organica at the beginning set the top boundary to the
ascending base melody, which is the pitch of the final note. The second part venite
confirms that this interpretation is correct, for its beginning is analogous to that of the
section Cri—, and its opening interval is indicated by the /littera significativa e (equalis) which
applies to the preceding final note (likewise g).

natus est nobis: the organum must abide on the step of the first finalis, in accordance with
the indication e (equalis). The next section concludes on the fourth below, and thus also on
g, since the principalis veers upward. The virgula, being lower, indicates a ductus parallel
to the base melody. 1 directs upward (it is not unusual for the top boundary of the base
melody to be set at the distance of a second; cf. e.g. the opening notes of ¥. Da pacem tuis
Samulis in OR 19 above p. 103, secured by the /ittera e, and also of the section memorie in OR
118 below p. 117). iv (iusum valde) calls for a lower range. The subsequent bivirga causes
the melody to rise (or are we meant to conjecture an equalis? In that case the subsequent |
on the trivirga could be better explained). The separate virga iacens, the final note of the
first part, directs upward, parallel with the base melody, and is sustained.

venite adoremus: The second part of the piece begins equaliter with the preceding final
note. This time the puncta organica have been clarified by two bivirgas. Just as in the
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section Cristus, above, the organum remains stationary until the ascending base melody has
reached a unison with it. iv directs the melody into the lower range. The organum runs
parallel with the base melody and remains in the lower range until the end.

Transcription of OR 64 Alleluia. ¥. Angelus domini descendit. ¥. Respondens autem.

We take the base melody from the Worcester Gradual (Worc), fol. 322°. Structure of the
base melody:

Alleluia: ABA;
V. Angelus: A>CBs ABA DBA,
Y. Respondens: A3CiB2 ABA BA,

It appears from the notation that melodically identical sections of the base melody are
accompanied each time in the same manner.

Section A: Is (levatur sursum), on the bivirga at the beginning, calls for the organalis to
enter above the base melody. The mode and ambitus argue in favor of the fifth above. The
two strophici are written at the same height (cf. et accendens and also nazarenum). The flexa
leads one step down, and the melody persists on the new step until the first closing formula
(cf. the letters e [equalis] on lapidem and nazarenum). 1 consider it unlikely that the flexa
might be aiming for the fifth above, that is, to the note d: in that case, the first section
should end on the fourth below; yet an occursus from the fourth below is rare, and is found
at most at the end of an entire piece (cf. Guido, Micrologus Cap. XVIII, 30; on this, below
p. 122 £.); once again the unison is required, since zusum valde 1s written at the beginning of
section B (cf. revolvit). Section A may be divided into three parts: a) ascent of the base
melody up to g: the organalis defines the top boundary; b) ascent of the base melody from
a to f: the organalis states the bottom boundary; ¢) closing gesture: the organalis reaches the
final note (unison) after the base melody.

Section Ai: 1 on the bivirga once again requires the organalis to enter above the base
melody. The organum remains stationary on the initial note until the unison with the base
melody. The virga after the oriscus which is notated separately and marked by a t (trahere),
means a note of the same height (cf. the conclusion of the first verse, where the pertinent
note still belongs to the strophici). The podatus should evidently ascend from the fourth
below (cf. the /itterae io at the conclusion of the second verse); the note b natural must be
accompanied by a g (f is not an option because of the tritone, on which below p. 126); the
organum merges through a salicus into the final note.

Section Az: the organum repeats the final note of the preceding section (littera ) and
once again meets the base melody in a unison (-/us). Right before this, however, the
organalis briefly left the stationary note in contrary motion against the base melody: thanks
to the cephalicus there is a closing gesture like that in section A. The scandicus on domini
enters particularly low in terms of its graphic appearance (does m have here the meaning of
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iv? Cf. the incipits p. 101 f.). It is apparent from the melodic course in the next section C
that section A; closes on the fourth below (cf. ib1).

Section Aj: the base melody has the same beginning as in sections A, A; and A». The
litterae e secure the transcription of Respon-. It remains open to question whether the voices
should really run in parallel at -tem, whether it would not be better to transcribe the
podatus as c-e and accordingly close section A3z on the fourth below. The context speaks for
the plausibility of the solution offered here.

Section B: it must begin below the base melody, as is apparent from the iv on revolvit.
One may understand this indication in terms of voice-leading (that is: below the base
melody) or in terms of melodic (that is: lower than the preceding note): in neither case
could there be question of any opening interval other than the fourth below. The torculus
and podatus call for parallel accompaniment in the organalis. The second note of the
podatus must be repeated: this is made plausible by the graphic shape J. If the next clivis
were to begin on the same note, then the organalis would set a boundary to the base
melody, which descends from g over f to d, on the step of the target note. The closing
gesture, introduced by io or iv, ascends towards the base melody from below.

Sections B1 and B;: these sections, too, are introduced by the indication iv. In section By,
the iv i1s notated in contradictory fashion over a virga, yet the parallel motion leaves no
doubt that the intended accompaniment is in fact on the fourth below. In B1 no occursus can
take place, obviously because of the note f in the base melody: the organum persists on the
target note of the principalis.

Sections C and Ci: the base melody is identical, except for the podatus subpunctus in
section C and the climacus in C;, as well as the closing formula which ascends in one case
and descends in the parallel passage. The transcription of the organalis of Ci can be
accepted as securely established. I also consider the parallel thirds, at the beginning of the
climacus, to be correct, since the b natural can only be accompanied by a g below, and the
three puncta once again set a boundary to the base melody at the pitch of the target note.
To judge from the notation, Ci departs from C. The two bivirgas are clearly positioned on
different steps. Were this not the case, then it would be better to transcribe as follows:

m,
LU R MCTERTEEA. [ o [t
:—\‘ - ) } T % & & & :‘-\o - !j._l:\._l._._}_

A —— - - p—

do mi ni descen dit
: — — I /:’_\'- e — |
T U o 4 & s & * 3 bl ] e € 0 I
2

that 1s, to let A, conclude just like section A, and to resolve the beginning of C in
accordance with the reading in C.
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Section D: it begins below the base melody, and concludes on the fourth below, as is
made plausible by the parallel melodic turn on super, which is likewise introduced by iv.
The transcription of sedebat is determined by the context.

Cf. the transcription of this piece by Marius Schneider, Geschichte der
Mehrstimmigkeit II, Appendix Example 101, and the relevant stylistic analysis of the
Winchester organa in the main part p. 21 ff., as well as that by Ewald Jammers, Anfinge
der abendlindischen Musik, p. 11 ff., especially p. 20 f. — Schneider transcribes the
beginning of the piece (section A) as a set of parallel octaves, but then, on Angelus (section
A3) as note repetitions: the c of the base melody is accompanied by the twelfth g”. At the
repeat of Section A (et accendens, the verbal text is unfortunately lacking in Schneider), the
opening note of the base melody, which restates ¢’, is duplicated at the octave until the base
melody reaches f, and then continues in parallel fifths with the principalis; however,
Schneider does leave open the possibility of continuing in octave parallels like those at the
beginning. Further on in the transcription, parallels on the fifth (above) and octave (above)
also occur. The final notes of the organum sections are also made up by fifths and octaves.
According to Schneider, the “fundamental harmonic form” of the Winchester organa is
“the parallelism of the fifth, interrupted only by isolated octaves. This interruption of the
parallel fifths occurs when the upper voice ascends in discant from the fifth to the octave.”
(P. 21; cf. the examples Nos. 5, 6, 7, 10, 37, 49, 107, 113, 116 in the appendix). The
Winchester organa — or so Schneider writes — emphasize “the pentachordal part of the
tonality”. He qualifies them as “a homophonous group”. The “homophonous group
(Winchester Troper) presents a bitonal fifth parallelism (parallelism of the tonality circle)
which originally arose, presumably, from a type of pure heterophony created by melodic
variants, which is easily interrupted by discanting divergences towards the octave” (p. 55).
— Ewald Jammers has questioned this interpretation (Anfinge, p. 12 ff.). It is not parallel
fifths and octaves but rather note repetitions that determine its transcription. Jammers has
correctly recognized the organa as accompanying voices that have the character of a drone.
The strophici (as puncta or virgas) represent notes of the same height, which may sound
above or below the base melody. My own transcription fundamentally confirms Jammers’s
interpretation, but greatly departs from it in the detailed solutions. The differences pertain
above all to the determination of the particular locus of the organum section as well as to
the closing gestures. According to Jammers (p. 21) the organal voice possesses “great
liberty as to locus: ranging from the octave below to the fifth of the principal voice”. I am
unable to concur with this. The melodic course of the organalis is, much rather, narrowly
tied to the course of the base melody, and does not descend further down than the fourth
below the principalis. The locus of the puncta organica 1s dependent on the ascents or
descents of the base melody. The claim that they “repeat themselves in other ranges, which
are mostly higher in the introductions, and lower in the conclusions of the sections” is
disproved by the iv incipits. It is true that it is precisely the Alleluia melodies that
frequently begin with melodic ascents; in these cases the puncta organica set the top
boundary to the base melody; that i1s also why 1 incipits are so frequent in the Alleluia
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organa. — Jammers, like Schneider, presents transcriptions only of sections. Often,
however, the uniquely correct solution can be arrived at only through a comparison with
parallel passages. Both Schneider and Jammers failed to notice that corresponding sections
of the base melody are persistently accompanied in the same way. The parallel passages add
up to a unified picture that is often unambiguous. Cf. for this p. 117 f. below as well as
Chapter III: Der kontapunktische Stil.

Transcription of OR 118 k. Psallite domino.

GM: PalMus XII; 396. — The beginning of the base melody Psallite / domino consists of
two halves that are identical except for the variant at the beginning (at first dced, in the
second half ddcA). The organal script of the second half is more precise; we therefore
begin with the latter.

domino: the puncta organica, supplied with the letter iv, set the bottom boundary to the
descending base melody. A second group of puncta joins it at a graphically higher level
which is indicated by 1 (levatur). This breaks the fundamental rule that an ascending step
can only be indicated by the succession punctum — virga. One would have expected a
bivirga instead of the bipunctum. However, the reason for the departure from the rule is
evidently the following: the organalis should stay beneath the base melody; the meaning of
the puncta has to do with voice leading. The closing gesture makes it likely that this
solution is indeed the correct one. The organalis moves toward the finalis from below and
merges into a unison d (before the syllable -mi-). The final note can only be d: the
following group on -mino sets the bottom boundary to the descending base melody; it is
introduced in contrary motion by a flexa whose probable first note is d. The parallel
passage in the part Psallite once again proves that the first note of the flexa and the final
note of the preceding section are equalis.

Psallite: iv at the beginning of the piece calls for the organum to enter below the base
melody. If the fourth note of the base melody had not been d but rather A, as in the parallel
passage, then the organalis should also have begun on A, in order to set the bottom
boundary to the base melody. The graphic appearance of the organalis speaks against the
assumption that d might be a reading particular to our source, that is, the Worcester
Antiphonal, and therefore not binding for the base melody of the organum in CC; for the
puncta organica at the beginning conclude, unlike the section domino, with the ascending
gesture oriscus — virga. I consider it probable that the organum starts at the distance of a
second from the base melody, and sets a boundary to the base melody at the second below.
An analogous upper boundary, at the second above, is required at the transition
confitemini/ memorie.

Memorie: the organalis starts at the same height as the preceding final note, and thus sets
the top boundary to the ascending base melody. This is also the case at the syllable -¢; the
bivirga marked with 1 is evidently to be read in a voice-leading sense: after the preceding
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puncta, which set the bottom boundary to the base melody and are marked by iv, there is
now a top boundary to the ascending base melody. However, the parallel passages make it
likely that the organalis should persist on d. The transcription of the remaining part of the
piece is evident from the context.

Concordances

Organa over identical base melodies constitute concordances. We have observed in the
transcription of Alleluia. ¥. Angelus domini descendit. ¥. Respondens autem that the organal
notation is repeated for every corresponding section of the base melody, in other words,
that identical sections of the base melody call for the same accompaniment. This
observation is not restricted to parallels within a single setting, but is true also of complete
pieces whose base melodies, although texted differently, are melodically identical; like the
Alleluias OR 56 Dies sanctificatus and OR 57 Video caelos apertos'©®', OR 58 Tustus ut palma, OR
76 Factus est and OR 105 Dilexit andream, OR 75 Ascendens cristus and OR 96 ludicabunt sancti
nationes'V2, OR 78 Paraclitus and OR 95 lusti epulentur, OR 80 Verbo domini and OR 103 Post
partum, OR 85 Levita laurentius and OR 90 Laetabitur iustus. If one moreover takes into
account the parallels within these settings, we arrive at a large number of concordances.
The multiple transmission of one and the same organal section renders transcription more
feasible. Often one passage is notated more clearly, and another in its turn supplied with
lLitterae significativae. The various parallels add up to a unified and often unambiguous
picture.

The concordances concern also the parallel settings of the later additions to the
manuscript. The notation shows that the organa OR 169 Alleluia ¥. Domine deus salutis meae
(fol. 190), OR 170 Alleluia ¥. Deus iudex (fol. 190”) as well as the processional antiphone OR
171 Cum sederit filius ¥. Venite benedicite (fol. 197°) agree with the identically named
settings in the chief corpus (OR 107, OR 108, OR 126) excepting only a few melodic
variants!®3. It is doubtful that it was these particular divergences that made it necessary to
enter duplicate copies in the manuscript’s appendix. Since tropes and proses are also on
occasion doubly transmitted in Medieval manuscripts, in other words, are found on the one
hand in the chief part and on the other occur as later additions, even though there is
usually no apparent reason for the double transmission, I consider it plausible that prior to
the copying of these organa — which were entered only a little later than the chief corpus —
the scribes did not verify whether the pieces in question were already included in the first
part of the manuscript. The analogous settings of the same base melodies as well as the

101 T'ranscriptions of OR 56 and OR 57 below p. 160 ff.

102 T'ranscriptions of OR 75 and OR 96 below p. 165 ff.

103 Transcriptions of OR 107/169, OR 108/170 below p. 170 ff. The variants in OR 171/126 concern the
notation of the syllables sede, angelorum, aeternam.
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concordances in the later additions allow the general conclusion that sections could be
supplied with polyphony only in a very particular way, which tolerated hardly any melodic
deviation, and that the polyphonic idiom, consequently, was subject to the most tightly
fixed rules.
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5. ¥ Dicant nunc iudei [zurAthiphon: Christus resurgens]
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Oxford Bodleian Library Rawlinson C.892 fol. 67'68

¥ Dicant nunc iudei [zur Antiphon: Christus r*esurgens]
-Konkordanz zu Chartres 109 fol. 75 Nr. 5 -
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Plate 1: CC fol. 89
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Plate 2: CC fol. 91



Plate 3: CC fol. 108’
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Plate 4: Bo fol. 185’
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Plate 5: Bo fol. 122
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Plate 6: CC fol. 153
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Plate 7a: CC fol. 153’
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Plate 7b: CC fol. 154
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Plate 8a: CC fol. 154’
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Plate 8b: CC fol. 155
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Plate 9: Rome Vat. Reg. lat. 586, fol. 87’
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Plate 10a: CC fol. 164’
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Plate 10b: CC fol. 165
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Plate 11: CC fol. 184’
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Plate 12a: CC fol. 175
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Plate 12b: CC fol. 176
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Plate 13: CC fol. 177
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Plate 14: London BN Royal 15 C. VII fol. 54
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Plate 15: London BN Royal 15 C. VII fol. 54’
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Plate 16: Bo fol. 26’
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Plate 17: Bo fol. 100
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Plate 18: Bo fol. 62
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Plate 19: CC fol. 60
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