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Abstract

This article considers the problem of the Western European medieval monody analysis techniques. The works
of Russian and foreign authors were studied, which allowed us to understand the peculiarities of formation,
the modal structure and other aspects of Gregorian choral. It was found that the studies on the techniques

of analysing the Gregorian chant from different angles and in correlation with the related fields date back to
the late 14th century. A synthetic relationship between the choral melody and the choral notation as a factor
allowing to identify the main range of intonational formulas of the liturgical medieval monodia was disclosed.
Keywords: Western European medieval monody, Gregorian chant, monodia analysis techniques, choral

melody, choral intonation formula, medieval studies.

Introduction

The historical and artistic importance
of Gregorian chant has determined the
interest of many researchers to it. The
genres, forms, musical fixation methods,
and handwritten musical liturgical sources
of the choral monodia have been studied
separately.

The fundamentals of a special
technique of analysing the Gregorian
melodies were laid in the medieval
music theory and developed in the works
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of modern researchers. So, the first
theoretical information about the way
of chanting a canonical text following a
particular model (psalm tone theory) are
set out in the Treatise on Tone Colours by
Jacob of Liége (14th century). This model is
still used in the modern musical science to
analyse the Gregorian monody (E. Werner
calls it "the arc theory").

In the domestic musicology, the
medieval monody analysis was studied
by Y. Kholopov, V. Kartsovni, I. Lebedeva,



N. Efimova, L. Diachkova, R. Pospelova,

Y. Pushkina, and E. Zagnitko. This place a
special focus on the modal structure of the
Gregorian choral. These authors propose
the analysis techniques allowing us to
study the peculiarities of the Gregorian
choral melody and formation, as well as to
trace the relationship between the choral
melodies and choral notation. The most
important task in the reading of medieval
notation is to restore the true sound of the
monophonic chant of Gregorian horal.

Methods

The basic principles of this study are
based on the use of general and special
analysis techniques (integral musicological
analysis), i.e. historical, cultural, analytic,
functional and structural, intonation, and
genre-specific.

Results

The melody of Gregorian choral had
a non-personal character, displaying
the sacred nature of the liturgical rite.
Gregorian chant language was Latin as the
language remote from everyday speech
and, therefore, perfectly appropriate for the
prayerful purpose of Gregorian chant.

The melody was based on the simplest
psalmody, including both short intrasyllabic
chants (sometimes only in cadences)
and long jubili. In this regard, the music
theory distinguishes between three types
of chants in Gregorian singing, namely
syllabic (1-2 sounds per syllable), neumatic
(3-4 sounds per syllable) and melismatic
(an unlimited number of tones per
syllable). The predominance of a certain
type of chant depended on the liturgical
purpose of chanting (daily or holiday) and
its functions in the liturgy structure. The
syllabic type includes the recited cheers,
psalms and most of officio antiphons; the
neumatic type is mainly represented by

introits, communion and some ordinary
(mandatory, daily) chants of the mass,
while the melismatic type includes long
responsories of the officio and mass
(graduals), paths, hallelujah, offertories
etc.

Each type of chants is characterized by
a certain type of the balance between text
and melody. During psalmody, as well as
neumatic singing the verbal text prevails
over the melody, in jubili, a melodic chant
dominates (as is known, sequences
appeared in the 9th century from the
practice of jubilation chant captions).

The melody of Gregorian choral is
characterized by formulary, fluidity, and
deployment variability. Since the two
approaches to the mode understanding
(mode-modal and formula singing) are
relevant to the medieval monodia, the
main structural component (term by Y.
Kholopov) amenable to analysis can
be assumed the formula of singing,
instead of an individual sound, which is
associated with oral origin of the choral
genre. [1]. According to |. Lebedeva,
"melodic formulas are associated with
the notion of typed melodic fragments
making up the artistic whole of the tunes
of some medieval monadic traditions."

[2, 11 p.] Thus, the structural features of
the choral melody are determined by its
inherent intonational formula manifested
in variability and combinability of identical
motifs.

Discussion

Following the text, the Gregorian choral
melody is divided into lines combined into
larger structural constructions, verses.
The unity of the whole is achieved by
the common nature of modal singing,
and the structure of lines and verses is
determined by the motivic formula and is
defined by the logic of "initio - mediation
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— differentiation" triad, adopted by H.
Liegskiy to analyse the psalm tones.

The similarity of the logical formula of

i m: d with Asafiev’s i: m: t triad cannot

be ignored. However, these seemingly
similar chains fix the qualitatively different
phenomena, and Asafiev’s theory cannot
be unambiguously applied to the analysis
of medieval Gregorian monody. [3, 8 p.]

The theory of the medieval monody
formularity discussed above is widely used
in the study of music Gregorian chant
abroad (P. Ferretti, L. Traitler, E. Cardin,

W. Apel) and successfully adapted to

the domestic musicology (Y. Kholopov,

V. Fedotov, N. Efimova, |. Lebedeva, Y.
Moskva, A. Zhdanova, Y. Razlomova et al.).
[4,39p.]

The choral rhythm, which was caused
by the accent of stressed and unstressed
syllables in the service texts and included
subtle rhythmic nuances (e.g., a small
extension or reduction in duration, slight
accents within groups of short sounds
etc.), which were not recorded in writing,
deserves special attention. By the 12th-
13th century, the Gregorian choral rhythm
has levelled off, the choral became slower
and smooth, and was named cantus
planus, smooth singing.

As is known, the choral has long existed
exclusively in the oral tradition, without
the aid of written characters fixing the
exact pitch of sound. However, since the
11th century, after the reform by Guido
of Arezzo, the singing books have fixed a
linear notation called choral in the musical
theory of the following centuries.

Choral translation from the authentic
forms of record into modern notation
has long been failing to render the
pristine beauty of Gregorian chant,
reach rhythmic and motive formulas.

The melodies were simplified, seemed
too primitive and monotonous. One of
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the first fundamental studies of the 20th
century offering the choral deciphering
methods as close to an authentic record
as possible was the Gregorian Choral by W.
Apel. It is remarkable that the researcher
differentiates between characters into the
groups in the same way as in the neumatic
notation. The characters from the first two
groups determine the motion direction, the
third group of characters is associated with
designation of articulatory features, and
the fourth contains the indication of the
tune rhythm.

The groups of note characters also
reflected a formula structure of the chorale
melody, although the “melodic formula
- graphic formula” interaction is more
evident in the neumatic notation, where
each character contains a particular
melody.

The melodic formularity studies of V.
Kartsovnik, |. Lebedeva, N. Efimova, R.
Pospelova, V. Fedotoy, I. Chizhik, Y. Moskva
et al. are closely connected to W. Apel’s
concept. [9]

V. Kartsovnik raises the issues of
medieval modal system in the works
dedicated to the Gregorian hymnography
and early neumatic notation based on the
ancient singing manuscripts. I. Lebedeva
theoretically enshrines the formulaic
structure of the Western European
monody on the example of second mode
“alleluia” analysis, using the modern
music catalogues as a research base. P.
Ferretti has developed, probably, the most
perfect theory of melodic formulas. [6,

28 p.] He identified them as a kind of
typical melodic turns, performing the mode
“life program” and deploying them over
time, as measured by the verbal “syntax.”
Another productive work was performed by
Traitler, who writes about the existence of
a “formula-creating system” in connection
with the study of the choral oral existence.



This system, in fact, is mechanically

identified with a typical melodic movement.

On the basis of early Latin music-
theoretical treatises and notographic
sources, N. Efimova examined the
initial stage (8th to 10th century) of the
doctrine on Western modality, where she
has focused on the study of intonation
formulas of the antiphonal psalmody in
connection with ordering of the singing
repertoire. P. Pospelov in his Western
Notation of the 11th to 14th Centuries. [7]
Major Reforms (Based on the Treatises)
examines the categories and terminology
of the Gregorian modal system in line with
the study of primary sources, namely the
treatises by G. of Arezzo, I. Tinktoris and
other music theorists.

The concept of melodic movement
figures developed by the Ukrainian
researcher, |. Chizhik, proved to effective
when applied in the course of medieval
monodia analysis (within a single algorithm
with notation). Proceeding from the
musical system groups, it offers isolation
of the primary “melody shapes” (MS)
detected using the principle of correlation

References:

of the reference and non-reference tones.
I. Chizhik believes that the main forms of
movement can be considered singing for
and a direct movement to the “target.” [8,
889 p.]

The issues related to the study of choral
notation were highlighted in Gregorian
Choral Modality Based on the Franciscan
Mass by Y. Moskva, which shows that the
meaning of modal melodic formulas and
typical melodic movement is not limited
to shaping. Their combination creates an
“intonation dictionary of the era” [5, p. 17]

Conclusion

Thus, the problem of the Western
European Monody Analysis Technigue,
clearly stated for the first time at the end
of the 14th century by Y. LiegsKiy, is still
within the focus of numerous foreign
and national scientists. To date, the
abundant conceptual material has been
accumulated, but the researchers still
have a set of tasks awaiting the further
consideration and addressing in the near
future.

1. Kholopov Y. Harmony. Theoretical course. — M.: Music, 1988. — 510 p.

2. Lebedeva I.G. On the study of formulaic structure in the choral monody of
the Middle Ages (concerning Leo Traitler’s concept) // Musical culture of
the Middle Ages. Theory. Practice. Tradition. — Leningrad: Music, 1988. — P.

11 - 23.

3. Apel V. Gregorian choral (summary by T.S. Kyuregian) // Gregorian choral. —
M.: Moscow Conservatory, 2008. — P. 8 — 37.

4, Efimova |.N. About the mode intonation formulas of the Western European
monody (based on the medieval musical-theoretical treatises) // Musical
language, genre, style. Problems of theory and history. — M.: Moscow
Conservatory, 1987. — P. 39 — 56.

5. Moskva Y.V. Gregorian choral modality based on the Franciscan mass. —
M.: Moscow Conservatoire, 2007. — 655 p.

6. Ferretti P. Estética gregoriana ossia tratto delle forme musicali del canto
gregoriano. —Roma, 1934. — 367 p.

7. Pospelova R. Western notation of the 11th to 14th centuries. Major reforms
(based on treatises). — M.: Kompozitor, 2003. — 416 p.

8. Chizhik I. Order and melodic fundamentals of Gregorian monody //

Research bulletin: a collection of research articles and essays dedicated
to the anniversary of N.O. Herasymova-Persydska. — Issue 78. — Kyiv:
Tchaikovsky NMAU, 1997. — P. 88 — 105.

59

Central Asian Journal of Art Studies N3|2018



L. ®epopak
XapbKOBCKUI HaLUMOHaIbHUI YHUBEPCUTET UCKYCCTB MMeHU U. 1. KoTnapeBcKoro
(XapbKoB, YKpauHa)

METOAbl AHAJIU3A 3ANAAHO-EBPONENCKOW CPEAHEBEKOBOH MOHOAUM

AHHOTauMA

B naHHOM cTatbe paccMoTpeHa npobiema MeTofoNorMM aHannaa 3anajHoeBponencKon cpejHeBeKoBOM
MOHOAMK. MiccneaoBaHbl TPyAbl OTEHECTBEHHbIX M 3apyOeXHbIX aBTOPOB, NO3BONSIOWME NOHATL CreLuduKy
dopmMoo6pas3oBaHus, NagoBoe CTPOEHUE U Apyrne CTOPOHbI FPUIOPUAHCKOro xopana. BeiicHeHO, 4To
uccnepoBaHus, NOCBALLEHHbIE METO4AM aHann3a rpuropMaHCcKoro xopana B pasninyHblX pakypcax 1 B
COOTHECEHWUW CO CMEXHOM NpobnemMaTnkomn, 6epyT cBoe Havano B KoHLe XIV BeKka. PackpbiTa CUHTETUYECKAS
B3aMMOCBS3b MEXAY XOpasibHON MEeSIOAMKOW U XOpanbHOW HoTauuen Kak daKTop, MO3BONSAIOWNA BbIABUTb
OCHOBHOW KpYr MHTOHaLMOHHbIX GOPMYN NIUTYPru4eCcKon CpeaHEBEKOBON MOHOANN.

KnioueBble cnoBa: 3anajHoeBponencKas cpejHeBeKoBas MOHOAUS, TPUTOPUAHCKKUIA Xopas, MeToabl
aHanM3a MOHOAMU, XopabHas MeNoANKa, MHTOHaUMOHHasa GOpPMYNbHOCTb Xopana, MeLUEBUCTUKA.

L. ®epopak
W. . KotnsipeBCcKui atbiHAarbl XapbKOB YATTbIK OHEP YHUBEPCUTETI
(XapbKoB, YKpauHa)

BATbIC-EYPOIAJIbIK OPTAFACBIPJIbIK MOHO4USAHbI TAJIAAY DICTEPI

AjpaTna

Byn makanagza oprtaracbIp/iblKk MOHOAMACBIHBIH 6aTbiCEBPONanbIK Tanjay agicCHamacblHbIH Macesneci
KapacTblpbliFaH. Popma KypbinbIMAbIK €peKLLeniKTepiH , NafaTblK KYPbIbIM XOHE TPUropuaH XopasblHbiH,
6acKa KblpnapblHaH TYCiHyre MYMKiHAIK 6epeTiH, OTaHAbIK XaHe WeTeNnaik aBTopnapabiH eHOeKTepi
3epTTeniHgi. lpuropuaHibiK XopanibiH, 9pTYPIi KepiHiCTepi aHe CoFaH YKcac Macenenepi tangay agictepiHe
apHanfaH 3epTreynep XIVracbipaaH 6actay anatbiHbl alKblHAANAbI.

Xop MenoaMKachl MEH XOp HOTaLMACH apanbifbiHAa CUHTETUKANbIK ©3apabannaHbiC, MUTYPrusanbIK
opTaFacblpiblK MOHOAUACBIHbIH, MHTOHALMANLIK GopMynanapbiHbIH HETi3ri WeHOepPiH aHblKTanTbiH GaKTop
peTiHae aHbIKTayFa MYMKIHAIK 6epai.

TyniH cesaep: OpTaracbIp/iblK 6aTbiceyponasblK MOHOAMACHI, FPUropuaHablK xopan, MOHOAMS Tanaay aaicTepi,
xopaniblk menoauKka, xopasa MHTOHaUMUACBIHbIH, GOpMYNAblFbl, MeAUEeBUCTUKA.
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