SINGING GREGORIAN CHANT
Pitch and Mode
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Gregorian chant is prayer sung in unison. To make chant, we have
to control three things: pitch, rhythm, and expression. To help us
control pitch, it would be useful to have a way of representing
pitches and the moments we sing them (pitch events) graphically.
To that end: let's say the line above represents one pitch. If we
want to sing “kyrie eleison” on that pitch, we can indicate the

A basic tutorial. syllables we want to sing by placing marks on the line above them.
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To indicate any more elaborate a melody, we need a way of
indicating a variety of pitches, and in a precise way. We can begin
to do that by using both lines and the spaces above and below
them. To indicate a pitch below the pitch indicated by the line, we
simply draw a mark below the line. That still is rather limiting,
isn't it? What if we want our melody to drop below that lower
pitch? Or higher than the space above the line?
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The solution of course is to add more lines. A collection of lines is
called a staff. With a staff, we can indicate a greater variety of
pitches. Unfortunately, there is still a problem. The above pitches
could be sung several different ways, depending on what we think
their exact relative differences are. Right now, the staff and its
marks do not tell us.
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Moving the marks onto different lines won't solve the problem
either, because we would just be exchanging one set of unspecified
differences for another. So what should we do, specify the exact
differences between every single mark? That would be tedious.
We need a way that is more efficient. To find it, let's step back and
look at the full range of pitches used in Gregorian chant.

Ié- i-son.
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How this set is generated is an interesting question, but for now
let's specify that the difference in sound between each pitch will be
constant, and let's call that difference a whole step. However, let's
admit a few exceptions where the sound difference will be less
than a whole step, and let's call those differences half steps
(indicated above in red).
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Singing Gregorian Chant

This range of

pitches and its (Mo

particular s B

!
placement of Ar ,‘—. ]'
whole and half a7 !

steps corresponds
exactly to the
arrangement of
white notes on a
piano, as shown.

ABCDEFGABCDEFG
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Instead of letters, let's give these pitches names. The names in the
above graphic is called “solfeggio” and has been in use as a pitch-
naming system for many centuries. Notice that half steps only
occur in two places: between MI and FA, and between TI and DO.
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If a given melody only ranges a small distance from low to high, it
would be ungainly to draw all these lines. It would also be tedious
to write solfeggio names on every single mark, or indicate where
whole and half steps occur in every instance. What can we do to
indicate what we need without so much trouble?
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Answer: select only the four lines we need to encompass the range
of pitches our melody requires, and (this is the stroke of genius)
indicate which of the lines represents DO. By doing this, all our
problems are solved! Marking DO effectively implies what all the
other pitches are, and exactly where the whole and half steps
occur. This mark (it looks like a C) is called the DO clef.
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Returning to our original melody with DO indicated on the top
line, we can now sing it confidently. We know that it starts on RE,
that the distance between the second and third pitch is a half step,
and that the distance between the penultimate and last pitch is a
whole step. Sing it. It sounds rather serious, doesn't it? But what
if it isn't what we want? What if the distance between the second
and third pitch is supposed to be a whole step?
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Simple: move the clef down a line. That makes the bottom line
FA, and if you refer back to the illustration of all the pitches, you'll
notice that the distance between the second and third pitch from
FA is a whole step. In addition, you'll also see that the distance
between the penultimate and last pitch above is a half step. Our
melody now sounds rather different, rather festive, perhaps. The
location of half steps evidently creates different effects.
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We could move the DO clef down to the third line as well,
preserving almost the same arrangement of whole and half steps,
but indicating DO on the third line is not as common as a clef to
indicate FA, shown above. Why use it? Simply a matter of visual
convenience: chants using the FA clef often range around FA, both
above and below it.
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Now let's return to the business of how Gregorian chant illustrates
pitch events on these lines and spaces. In chant, pitch events are
indicated with marks called neumes. More than one neume
associated with a given syllable is called a melisma. As you can
see, neumes can have different shapes. These shapes have names.
Let's learn the names of the basic neumes, those which affect the
order in which we sing them, and those which affect how we
express or articulate their pitches.
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The basic square or diamond shape is called a punctum. Note that
some punctums are connected to each other by a vertical line. For
example, the third neume above (called a podatus) combines two
pitches, one on top of the other. The bottom pitch is always sung
first.

The dots adjacent to some neumes above are rhythmic and expressive marks, not
pitches. Ditto for the short vertical lines underneath some neumes.
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Consecutive punctums on the same pitch, placed close together,
are called a bistropha (two punctums) or tristropha (three
punctums). The number of punctums indicates duration: two
indicate twice the duration of one, three indicate thrice the
duration, etc. Some scholars recommend distinguishing each
pulse with a little push of your diaphragm, something called
repercussion. Others recommend a slight crescendo.
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Singing Gregorian Chant: Torculus and Clivis

Singing Gregorian Chant: the Porrectus

Notice there are two punctums to ) ) ) (XI) XIL s,

the right which are also connected A neume which looks like a tipped-over

by vertical lines (in red), but the Z is called a porrectus. It denotes three

bottom punctums are placed to the () | L pitches: you sing the top left pitch first,

right of the top punctums. Are ] 5 1 =I then the bottom right, then the top right. ]

these podatuses? No, the first is a ) D6- mi-nus

torculus. the second a clivis. The porrectus in the bottom staff spans a «

There's no singing problem: you o greater distance between its second and

follow the usual principle of Careful phrasing 1s very third pitch, but it is sung in the same

singing pitches from left to right. important to making chant order: left, down, up.

Showing their connectivity with a S(;und like an integrated piece cae-li et

line suggests their connection to a Ol music.

group of neumes, called a phrase.
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Singing Gregorian Chant: Liquescents
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The neume in red is like a podatus in
that it is composed of two pitches, but
notice that the top pitch is smaller in
size. This is called a liguescent neume.
The smaller pitch is always sung after
the bigger pitch, even if it appears below
it. It's also sung more softly. Sometimes
the liquescent pitch indicates that you
should sing the smaller pitch on a
consonant sound, such as the # sound in
hosanna.
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Singing Gregorian Chant: the Quilisma

The squiggly line in red is called a
quilisma and also denotes a sung pitch. In
this example, the quilisma connects the
punctum to its left to the porrectus to its
right.

s

Chant scholars have different interpretations as to how the
quilisma should be sung. One common view is that it should be
treated as having less the duration of the preceding pitch, and
that one moves through it quickly and lightly to the next pitch.

q [} [ ] ] [ i []
) - g

. , | ;
Sa—t t
‘

) ) N ] ) ill
) - g

O
miércoles 16 de septiembre de 2009

O
miércoles 16 de septiembre de 2009

20




Singing Gregorian Chant: the Custos
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What looks like half of a note at the very end of a staff (above, in
red) is called a custos. It is not sung. Instead, its purpose is to
indicate the first pitch of the following staff. It is a “cue” note —a
courtesy to singers.
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The hollow, b-shaped mark above (the second mark after the clef)
is not itself a pitch; instead, it lowers the adjacent pitch in that
space by a half step. This is called flattening that pitch, and the
mark is accordingly called a flat sign. It applies to every pitch in
that space, in that phrase. (Notice that the flat sign returns later, in
“eleison.”)
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You can now read this Kyrie, which is an excerpt from Mass VIII
(De Angelis) in the Kyriale Romanum. Since DO is the second
line from the top, the chant begins on FA. Take care to flatten TI
by a half step. We call the flattened pitch TE. Also, a point about
rhythm: the dots above indicate that the pitches to their left are to
be lengthened a bit. This confers a phrase-like feeling to parts of
the chant and invites us to perceive melodic structure and rest.
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In the Gregorian tradition, pitches are organized into four groups
based on four pitches called finals: they are RE, MI, FA and SOL.
Notice that in each case the placement of half steps differs. Such
differences give each group of pitches a unique set of expressive
advantages.
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Singing Gregorian Chant: Mode I

] o whole RE
v — . TVTE™

_, whoie SOL *™'"*—reciling or "dominant"” pitch
half * T

T[] whole M1
AET

tonic or "final" pitch

This first mode is based on RE. Notice that its third pitch is a half
step above the second pitch. Note also that TT can often become
TE (flattened), and that between the seventh pitch (DO) and the
final (RE) there is a whole step. This arrangement of whole and
half steps gives the mode its characteristically serious sound.

Be aware that chants in this and other modes may form themselves around a
reciting tone five steps above the final. (Modes III and IV are exceptions.)
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Singing Gregorian Chant: Mode I, descending
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reciting or "dominant” pitch = whole g .
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tonic or “final" pitch

Mode I viewed in descending order. It is useful to get into the
habit of singing modes in descending order as much as in
ascending order because the tendency of our voices is to go flat as
we sing them. It is very desirable to resist this tendency and
develop good pitch accuracy. One way to do this is to check your
accuracy on the third and seventh pitches: these tend to fall flat.
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Singing Gregorian Chant: Mode I, example
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P arce, Démine, * parce pépu-lo tu- o,

[

N —
" a R a—la .
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ne in ztérnum i-rasci-ris no-bis.

“Spare thy people, O LORD, be not angry with us forever” (Joel
2:17). Part of a litany sung during Lent. Note the heavy use of
FA (the minor-sounding third) and LA (the reciting tone).
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Singing Gregorian Chant: Mode I, example

In sollemnitatibus
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per virgo, ~ felix cali porta.

A hymn from the ninth century. “Hail, star of the sea, mother of
God, ever virgin, happy portal of heaven.” Notice that the
highest note of the chant illustrates the word szar. This is musical
illumination of the text, something at which chant excels.
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Singing Gregorian Chant: Mode II (plagal)

LA
n g omole SOL o
|' [mg] whote MI halt
T whote Lt=]
TuTE hw bo
LA MW

Mode II has the same pitches as Mode I, but visually its melodies
tend to range both above and below RE. This is called the mode's
“plagal” range. Every mode has a plagal range.

Notice the change of clef.
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Fi- li- us me- us es tu,
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go ho- di- e gé nu- i te.

“The Lord said to me: You are my Son, this day I have begotten
Thee.” The Introit antiphon for the night before Christmas.
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Singing Gregorian Chant: Mode II, example Singing Gregorian Chant: Mode 111
“Give peace, 2 ———| ~—§ - [ po_nhele RE ™%
O Lord, in 35 i - 8 P v — whots T1 "
our times, D —— — g SOL
a pa-cem, Démi-ne, * in di- é-bus no- whotd M1 |
becauge ? ’ tonic or "final" pitch
thereisnone b ome
other who ﬁ——t—n—n—h 5" | . .
fights forus, — "t =—n Mode III (and its plagal range, Mode IV) are based on MI. Notice
but only ] . P . how the first step from MI to FA is a half-step. This is unusual.
stris, qui- a non est 4-li- wus qui pugnet There i . o .
You, our ere is also no consistent reciting tone. It can be difficult to
God.” - - sight-read chants in these modes because of these two features, but
f“':""“—"-' ] | they do give Modes III and IV a rather unusual sound and make
S them expressive in a strangely beautiful way.
pro nobis, ni-si tu De- us noster.
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Singing Gregorian Chant: Mode III, example
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Singing Gregorian Chant: Mode III, example

A famous chant, the TANTUM ERGO

m v_san - aa | W T | Tantum Ergo is part of . e —a NS
' . f — another famous chant, it !
K Yeri- ¢ * e-lé- i-son. bis Christe e-lé- i-son. bis K¥- P ange ling}la gloriosi. T a..nt:m er'.o- sacraméntum * Vene-rém
. . . 5 Again, notice how . g ur
1] - m_m " an _ = . 2 a
" e e | major and assured the CH A S S L
I e ] . . CRl] a - —
- — . — entire chant sounds until 1 :
ri- e e-lé-i-son.  Kf-ri-e  e-I¢ i-son. the final word cérnu- i, Et antiquum documéntum Novo
) ) “defectui” (defective). 5 — ——i
From Mass XVI in the Kyriale Romanum. Notice how the The half-step movement D {'Tr_ } LR R el S
. . LR} . a n- L] L]
melody cente?rs around TI and SOL (sound}ng major”) toward MI gives the cedat ri-tu-i; Prastet fides suppleméntum Sén-
before plunging mysteriously down to MI in the final final word a sense of .
phrase. incompleteness — A !
another illumination? o B71
su-um de- féc-tu-i.
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solis ortus cdrdi-ne  adasque terra limitem

Christum candmus prin-ci- pem, natum Mari- a Vir- gi-ne.

“From the sun's eastern rising, to earth's remotest boundaries, let us sing
of Christ the King, born of the Virgin Mary.” A good example of Mode
III's beautiful, contemplative character, this hymn has enjoyed traditional
use during Lauds on Christmas morning.
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Singing Gregorian Chant: Mode 1V (plagal)

n
' | A Wwhole Tl
e ot SOL ™
e [ I Gl
DQ whole tonic or “final” pitch
g hal

Mode 1V is the plagal range of MI.
This mode is unusual also because one finds it notated with three

clefs: DO on the top line, DO on the second line, or (rarely) FA on
the second line.
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vé- nimus cum mu-né-ri- ' bus' ad-o-ra-re Démi- num.

“We have seen His star in the East, and we have come with gifts
to adore the Lord.” The communion antiphon on Epiphany
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from Mass X, o A
Kyrlale / \ -gnus De- i, *qui tol-lis pec-c4-ta mundi : mi- se-
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ré-re no- bis. Agnus De- i, *qui tol-lis pec-ci-ta mundi :
.
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mi- se-ré- re no-bis. Agnus De- i, *qui tol-lis pec-ca-ta
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Singing Gregorian Chant: Mode V Singing Gregorian Chant: Mode V example
[ L
o FA “Where love is found to ! e ]
] [ whoie RE """ b thentic. God i | i
"] | o whole TI Pal I_'reulmg or "dominant” pitch ¢ authentic, od 18 - bi cd-ri- tas est ve-ra, De-us i-bi est.
[S5] whote SOL “hol® there. Therefore when Where love is found to be authentic, God is there.
EA
T - we are together, let us 3 et ,
tonic or "final” pitch ] fats ne [
take heed not to be } 1
Modes V and VI, based on FA, are quite common and festive. divided in mind. Let !V- Simul ergo cum in u-num congregémur :
Note the use of TI as the fourth step. In a major scale, the fourth there be an end to . P —— S—
step would represent a half-step up from LA. Here, it is a whole bitterness and quarrels, e T - y I
.. 3 3 s S t i- vi-da s ve- .
step, giving the mode an unusually buoyant, suspended sound. an end to strife, and in A i
However, TI is not always used. Frequently it is lowered to TE, our midst be Christ our : — P it : ]
. . I . God')’ =
which results in the familiar sound of a major scale. V. Cessent idrgi- a ma- ligne® cessent Ii-tes.
[
L] s a I .
The DO clef in Mode V is placed either on the first or second line. . L] L
S h
Y. Et in mé-di- o nostri sit Christus De- us.
. L t ! t . 9 —+ ot lJ - t
tf. [} i' ] l.illl l-. lr‘ ‘Jl. - L} kf w ? ] l.!lll --. -r‘ .Jl. - . B
O ] O ]
miércoles 16 de septiembre de 2009 39 miércoles 16 de septiembre de 2009 40




les}
e

Singing Gregorian Chant: Mode V example

The first verse of a
famous chant written by

ADORO TE
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curious and useful fact about
music. Notice that its mode
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Singing Gregorian Chant: Mode V example
This chant illustrates a 5 = S — P S— . .i,‘!

0
S alve, Regf-na, * mater mi-se-ricérdi- =;

St. Thomas Aquinas. — - - is stated to be V, but its final ,
q A -déro te devé-te, la-tens Dé- i-tas, * is on DO. What gives? E—" —n = a __H_i_]
| ot " i i
LTS a, -] T n n Fa—
aI;lfd;ILGO?, (}CV(i.utlant ' b- - * . { It turns out that. melodies vi-ta, dulcé-do et spes nostra, salv:. Ad
ore 1hee, truly p ?se qua sub his fig- ris ve-re 1a-ti-tas: ti-bi se ba§ed onone pitch can be
underneath these veils: all .« n shifted entirely and based on ~ §—z—0——+—z—0—3———————*—
my heart subdues itself b another pitch -- and yet — A . E—
: - ) 5 o L
before Thee, since it all ibici . é retain its original pattern of te clamdmus, éxsules fi-li- i Eve. Ad
before Thee faints and cor me- um to-tum stbi-cit, qui-a te contém- whole and half steps.
1 . - . (i
fails.” o 1 - — g ]
: TA‘ — L._._‘_H This is called transposition. S "
plans totum dé- fi-cit. te suspi-rdmus, geméntes et flentes  in hac
0 ’ H n 0 v H n
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i K:‘!‘ [} ? [ [} i an [] [ i i & L] b K:‘!‘ [} ? * i an [] N [ i i & . [}
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Singing Gregorian Chant: Mode V example Singing Gregorian Chant: Mode V example
Here, the melody of “Salve [ 0 e — i] “Hail, Queen, Mother of .
Regina” has been shifted from . - n—a ™ el mercy, our life, sweetness, and ¥ ] H _:F' T H |
its original base on FA to a . g 4 8 our hope, hail. To you we cry, "y ” Al ] T I
new base on DO. lacrimé-rum valle. E-ia ergo, advocéta exiled childrep of Eve; to you osténde. O cle- m;;ls’ o pi- a
H . } we send our sighs, mourning
Since the melody's pattern of L SO - I — and weeping in this valley of f—rn— 1 il
whole and half steps remains B . T tears. Turn then, our advocate, —ﬂﬁ-—g LN . H
nostra, illos tu-os mi-se-ri-cérdes écu-los ad " Y B E
the same, we can say that the your eyes of mercy toward us. o dulcis Vireo Mari- a
melody has been transposed 4 1) it —a ] And Jesus, blessed fruit of thy 8 '
from FA to DO. —a i H . s £ . womb, after this our exile,
L how to us. O clement, O
. nos convér-te. Et Iesum, bene-dictum fruc- s R . e .
The mode remains the same. . loving, O sweet virgin Mary.
LI - . . [ f
- e Cal n’ ] |
a1
= .
tum ventris tu-i, nobis post hoc exsi-li- um
N Qf 0 T . ? . ! . - : i[ i " l. . - ‘i - i 1 Qf 0 T - ? . ! - i[ i 5 ll . . ‘i - - -
B ’ H n 0 ’ H n
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Singing Gregorian Chant: Mode VI (plagal) Singing Gregorian Chant: Mode VI example
= oo = : I
TITE hiw '
i a
— 0 r L
m b Dfinal or "tonic’ pitch —a T - | T — a | ! *
DO .i
Al-le-lu-ia,  al-le- lu- ia, al- le- lu- ia.
Mode VI is the plagal range of FA.
A good example of Mode VI is this familiar Alleluia.

5 Ef.l . i.! . l.il" —— .P. J:.. . W i Ef.l . i.! . l.il" —— .ru J:.. 3
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Singing Gregorian Chant: Mode VI, example

s
“My soul 6 N

> i — N -
magnifies the —a— a o-®

LO_TFL and my M -agni- fi-cat * 4nima me- ¢ Déminum.
spirit exults in "

T 2 i

God my savior. Yt

'Y a_.’..-._._—

—

V. 2 Et exsultdvit spi-ri-fus me- us*in De-o

Y a-a a
—-———l—-i—-!—n—-‘

sa-lu-id-ri me- o.

% 1 I ]
Sa—t t
‘

) & Ililll- & J:
) - g

O
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Singing Gregorian Chant: Mode VI, example

6 &

P —— —
_._! L A—0a—A L] A L

:,__.:::.—'_;i

L audi-te Déminum, omnes gen- tes, * col-

f

5—-——-—-.—-—-—-»—:—; —_—

aO—m-
Q—R

laudate e- um, omnes pépu-li.

“Praise the Lord, all you nations, praise Him together, all you

peoples.”
—— _— . . .
] [} i ] [ - ! (] .- : & r\- - - '\
]

O
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Singing Gregorian Chant: Mode VII

whole

hatt FA

E whole ™"
] no whole

v L, whote TI P2 reciting or “dominant” pitch

|50L| whole

tonic or "final” pitch

Mode VII, based on SOL, is very common and sounds very “major”
because of its arrangement of whole and half steps. It is like a major
scale but does have a whole step between its seventh pitch and its tonic
(which is not the case in a major scale). Still, it is usually considered
bright and festive in character. The DO clef is usually placed as above; it
can also appear on the third line.

Singing Gregorian Chant: Mode VII, example

a |

u ) [

;__E_i a_A ll.ﬁ_ .
i} s a '

l u es Petrus, * et super hanc petram

I ——
+

®di- fi-cibo Ecclé-si- am me- am.

“You are Peter, and on this rock I will build my church.”

§

Tt PRI . ! &t PRI . ’
]‘ [} i ] [} . ! (] [ : [] o - Jl - = L} ]‘ W i ] [} . ! (] [ s & . . Jl . [}
® ' H n ® ' H n
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Singing Gregorian Chant: Mode VII, example

“You will sprinkle

Singing Gregorian Chant: Mode VIII (plagal)

] ey whole RE
] | o whole TI Plf
ke SOL| et
whole M it tonic or “final” pitch

The last mode, Mode VIII, is the plagal range of SOL. Again, placement
of clef can vary.

Notice that in all plagal ranges, the dominant or “reciting” tone has not

been marked as such. This is the case because in plagal ranges, the
dominant or reciting tone does not follow a set pattern.

§

e

e ) ) Ilill [ ] i

WE

- 0 ] 0] R
T

,
. — 5 T =
me with hyssop, [ E——— fa P r—
Lord, and I shall [ .
o] * i- 7SS0~
be cleansed; you -SPERGES me, * Domi- ne, hyssé-po, et
will wash me and I S——T —
. [ - d P
I shall be whiter LS E— 5 Ta L
» ! !
than SHOW' On mundé- bor : lava- bis me, et su-per ni-vem de-  al-
Sundays in Easter, Ad libitum -
i i 3 PO .
itmay besungin 1 PRl O
place of the LI=— S L
penitential rite. bé- bor. Ps. 50.Mi- serére me- i, De- us, se-cndum magnam
[] IT
Anmaw A |
T T T . “
—
mi-se-ri-cér-di- am tu- am.
L Il I {
P — | ;
]‘ [} i ] [l - ! (] o : ] - Jl . B
' L w

O
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Singing Gregorian Chant: Mode VIII example

“Come HOly 8 & .._._._}__ --—————-—i

Spirit, Creator N

L
blest, and in . - ot 'E' -
>V e-ni, cre- &-tor Spif-ri-tus, * mentes tu-

—_——

Singing Gregorian Chant: Mode VIII, example

“O Saving Victim, 8
opening wide the gate

of heaven to all below. O
Our foes press on

a1t
i

[ ]
Li”"ﬂlg"',i:fi_'!'—i—:i"_‘r_i_ =

+

sa- lu- td-ris hdsti- a,* Quae ce-li

our souls take from every side; Thine : L . . .
up Thy rest; - _ aid supply, Thy AT * P i_[-:!_FELH
come with PO NN S ——Lr : A strength bestow.
Thy grace and L ¢ .—Ii— i L pandis  &-sti- um, Bella premunt hosti- li- a:
L 4.
: . . ’ . [ s a s
heavenly aid 6rum vi-si-ta, imple su-pérna gra-ti- a, To d?hy great name be [ Ei“;“‘u—ﬁi : Y, i
to fill the endiess praise —a—F | " L [
hearts which Immortal Godhead, .
carts whic :—1 . One in Three; Oh Da ro-bur, fer auxi- li-um. Uni  tri- né-
Thou hast *_E — a—ata— - ,
[N a__ n e grant us endless length & e A
made.” TR . £ davs. T 6 o PR WS o P {
qua tu cre- asti, pécto-ra. ot days, In our true LR I®
native land with i
Thee.” (trans. E. Caswall) que Démino  Sit sempi-térna glé-ri- a, Qui
b Ef.' 5 i-' o ..ii.. --'. .P' ‘J:.. - W b Ef.' 5 i-' o ..ii.. --'. .P' ‘J:.. i
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Singing Gregorian Chant: Mode VIII, example Singing Gregorian Chant: First Review
I.  Gregorian chant is prayer sung in unison.
A .  a—wm II. The melody is composed of pitches arranged on a four-line staff.
Y SN e N gi—:—ﬁ!— S III. Pitches can be given solfeggio names to aid one's memory and are
o S R distinguished from each other by whole or half step sounds.
vi-tam sine término  No-bis donet in pé- IV. In chant, all pitches are presented as relative to a reference pitch:
s either DO or FA.
L] re e E V. Based on visual considerations, the placement of clef can differ.
. - — VL. In the Gregorian tradition, pitches are grouped into four sets based
tri- a. Amen. on their final pitches: RE, MI, FA, or SOL.
VII. Each set of pitches has a “plagal” range.
VIILThese four main sets and their respective ranges means that there
These are the last two verses of “Verbum Supernum,” one of the . o » P &
five Eucharistic H . by St. Th Aquinas for th are eight Gregorian “modes” of melody.
1ve Eucharistic ymns written by St. Thomas Aquinas for the IX. Because the placement of whole and half steps differs from mode to
feast of Corpus Christi. mode, each mode has a different set of expressive advantages.
| EJ . —s f lE t { | EJ . —s f lE t {
]‘ [} i ] l.!ll l-. .r‘ .Jn.. = L} ]‘ W i ] l.!ll --. -r‘ ‘JI.. [}
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