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Abstract: 

This thesis examines the historical and musical context of the Antiphonarium, a Dominican 

chant book from the sixteenth century current housed in the University of Arizona Special 

Collections Library. Designed to be read by both laypeople and experts, this thesis first explores 

the history of the Dominican Liturgy before 1529 and the general structure of Gregorian chant 

notation and performance. It then examines the Antiphonarium specifically, focusing on its 

physical characteristics, its formatting and notation, and its writing and art styles. An analysis of 

three important chants from the Antiphonarium is also included, highlighting the historical and 

musical depth contained within the chant book. Finally, it briefly looks at the modern 

significance of the Antiphonarium, and of Gregorian chant music more generally. The purpose 

of this thesis is to provide insight into the significance of the Antiphonarium and chant books 

like it. By providing historical and musical context, as well as physical and musical analysis, it 

shows that chant is an historically and aurally rich music, and that the ancient chant books that 

contain it deserve careful study and attention. 
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Introduction 

 A library can be a magical place if you know where to look, and a special collections 

library especially so. In the Special Collections Library at the University of Arizona, there are 

numerous books, documents and manuscripts that can fascinate a layperson and mesmerize 

someone with the right interests. One such book is the Antiphonarium MS 135, an elephant 

folio manuscript of Dominican chant music from the sixteenth century. Nearly 500 years old, 

this chant book is remarkably well preserved, its parchment pages only minimally damaged, 

and nearly all of its music and writing entirely legible. This volume is undoubtedly a precious 

resource, a snapshot into the way books were made and music was sung hundreds of years 

ago. Yet, within the walls and operating hours of the Special Collections Library, the 

Antiphonarium can be accessed by anyone. That such an amazing resource is so readily 

available to those who know what to look for is a testament to the valuable work that Special 

Collections does. 

 In this paper, I will dig deeper into the significance of the Antiphonarium. By exploring 

the history of the Dominican Order of the Catholic Church, who originally made and used this 

chant book, I will give context to its content and greater significance. Through an overview of 

Gregorian chant notation and performance practice in relation to the chant book, I will show 

how its music operates, and place it more firmly in a musical context. A breakdown of the chant 

book’s physical characteristics, including its state of repair, its use of formatting, and the style 

of its text and art, will provide further insight into the history of the tome’s creation, use, and 

preservation. I will also analyze several important chants within the chant book, revealing their 

historical and musical depth. Finally, I will explore briefly the chant book’s importance in a 
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modern context, and the many ways its influence can be positive and profound in the present 

day. 

 Overall, in this document I will show – for both a general and a more specialized 

audience – how the Antiphonarium is not just an excellent musical source, but also a telling 

look into the world of Chant in the sixteenth century. This chant book provides a wealth of 

information about the European musical practices of the time, particularly that of religious 

groups like the Dominican Order, whose dedication to its liturgy and music is well-documented 

throughout history. The music of the chant book, the way that music is recorded, and the 

context in which it was once performed all provide crucial insight into a time long past and an 

ancient tradition that lives on even today. 
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Section 1: Background on Dominican Chant 

Part 1: A Brief History of the Dominican Liturgy Before 1529 

 The information in the following section summarizes what is found in A History of the 

Dominican Liturgy 1215-1945 by William Bonniwell.1 While investigating the history of the 

Dominican Order and its liturgy and music, I found this book to be an indispensable resource. 

Bonniwell’s knowledge of the Dominican Order’s history, and the thoroughness of his research 

and commitment to accuracy, are evident in his work.  See his book for any information about 

the Dominican Order’s history outside of the Antiphonarium’s context, or since the time of its 

creation in 1529. 

 Early Days of the Dominican Order: 

 The Dominican Order was founded by Saint Dominic as the Order of Preachers. 

Established as an Order of Canons Regular by Pope Honorius in 1216, the Dominican Order was 

created to help convert religious heretics through effective preaching. For Saint Dominic, this 

meant creating an order that emphasized study of religious texts, as well as regular attendance 

to the daily public mass, and participation in singing the Divine Office. Dominic’s hope was for 

members of the Dominican Order, through regular study and exposure to the order’s 

community, to become adept preachers whose focus was the faith and well-being of common 

people. Dominic fought for his order to be specifically established as an Order of the Canons 

Regular, so that public official service would be part of daily life for his order’s members. This 

                                                        
 1. William Bonniwell, A History of the Dominican Liturgy 1215 - 1945 (New York: Joseph F. Wagner, Inc., 
1945), 21. 
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was on top of his emphasis on regular study, which shows how crucial he believed both aspects 

of religious life to be. 

 Because of the Dominican Order’s focus on public service and the Divine Office, its 

liturgy held particular significance. A wealthy man from Toulouse named Peter Seila joined 

Dominic’s Order in 1215, donating a building he owned for the order to use. Until 1217, this 

was the order’s primary residence, and so the few but devout friars that made up the early 

Dominican Order all used a single liturgy. Because the order’s reach was limited this early in 

their history, the liturgy they used was likely the Roman Rite used in Toulouse. 

 In August of 1217, Saint Dominic returned to Toulouse from meeting with the Pope in 

Rome, having secured his order a designation as an Order of Canons Regular. Upon arrival, 

Dominic told his friars to travel to other parts of Europe to spread the influence of his order. He 

sent members to Paris and Spain, ordered a couple to stay in Toulouse, and Dominic himself 

moved to Rome, where the Pope had given him the ancient church of St. Sixtus. In time, 

Dominic would turn this church into the center of the Dominican Order. 2 

 This move created multiple divides in the Dominican liturgy. Being a new order that 

hoped to establish itself in different areas, Dominican Friars in different regions adopted local 

liturgies to better fit into their new communities. The liturgy that they had shared in Toulouse 

had likely not belonged to them anyway,3 and it was regular practice for preachers to adjust to 

                                                        
 2. For more detail regarding Dominic's life and his work to establish the Order of Preacher, see Jean 
Guiraud, Saint Dominic (London: Duckworth, 1909), 65. 
 3. According to Bonniwell, 21, this is the most likely case, and no manuscripts exist that suggest 
otherwise. 
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local customs and liturgies. While this largely worked in the short term and at a small scale, 

however, the division in liturgies became more and more extreme as time passed. Only four 

and half years after the Order of Preachers began to spread, their numbers had expanded from 

seventeen to over 1,000. The more members there were and the farther they spread across 

Europe, the more different the liturgies became between churches. 

 This difference in liturgies was a common problem for religious orders in this time 

period; St. Benedict, for example, put in significant effort to keep his order’s liturgy unified. For 

the Order of Preachers, though, the problem was even more serious. While most orders had 

their monks stay primarily in one place, the Dominican Order emphasized study, and so 

committed itself to sending students to foreign countries and unfamiliar places so as to expand 

their knowledge. Since the order also focused on participation in Mass and the Divine Office, it 

was expected of these travelers to take part in the liturgy wherever they were, a daunting task 

when the liturgy is different everywhere. 

 Although the exact dates are unknown, credit is often given to St. Dominic himself for 

proposing a unified liturgy before his death in 1221. Jordan of Saxony, the master-general of 

the order after St. Dominic, almost certainly worked toward a single liturgy for the order during 

his term, from 1221-1236. By 1245 at the absolute latest, a uniform liturgy for the Order of 

Preachers had been created and adopted throughout the order.4 Yet, likely because of outside 

influence, this liturgy was changed once again. 

  

 

                                                        
 4. 1245 is the most likely date based on existing sources. See Bonniwell, 61. 
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 The Work of the Four Friars and Humbert of Romans: 

 The Roman Court, the liturgy of which was very complicated before the 12th century, 

decided to simplify its office in the early thirteenth century. The Franciscans then made this 

simplified office even more straightforward, and in 1241 this streamlined edition of the Divine 

Office was approved by Pope Gregory IX. So popular was this version of the office that Gregory 

even considered making it the standard for the entire Catholic Church. 

 In light of the fear that the Dominican liturgy, likely already unified by the 1240s, would 

be replaced by this new Franciscan office, a chapter meeting of the Dominican Order was held 

in 1244 in Bologna. At this meeting, all breviaries, graduals, and missals from every province of 

the order were ordered to be brought together so as to ensure that the liturgy was unified, and 

to potentially improve the Dominican liturgy so that it might rival the office of the Franciscans. 

In Cologne in 1245, another chapter meeting realized the order of the previous meeting. Four 

friars were chosen to represent different regions of the church; one from France, one from 

England, one from Italy, and one from Germany.5 The names of these friars are unknown, but 

they were considered important enough to be entrusted with fully uniting the liturgy of the 

Dominican Order. 

 For several years, these friars made numerous moves to improve and further unify the 

Dominican liturgy, and their work was repeatedly approved of by Dominican chapters, 

eventually becoming the official version of the liturgy for the whole order to use. Then, in 1250, 

there were complaints about the friar’s work, and they met again to make further changes. This 

                                                        
 5. Interestingly, no friar was chosen from Spain, which as the birthplace of St. Dominic was considered the 
foremost province in the Order. See Bonniwell, 77-78. 
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pattern of general approval followed by complaints continued until 1254, when the master-

general of the order died. His successor, Humbert of Romans, was highly respected and well-

studied in liturgy, and the task of correcting, altering and arranging the Dominican Liturgy fell to 

him. 

 Humbert’s influence on the Dominican liturgy is extensive and well documented. 

Although minor changes were made after he finalized his version of the liturgy in 1256, 

Humbert’s changes remained largely definitive, and his vision for the liturgy was carefully 

respected. This was both because of the quality of Humbert’s contributions, and the actions of 

his successor, Blessed John of Vercelli. Humbert resigned as master-general in 1263; as the new 

master-general, Blessed John made it his priority to maintain Humbert’s work. In 1267, he 

convinced then Pope Clement IV to declare Humbert’s version of the liturgy the official version, 

and to prohibit any major changes without permission from the Holy See. These actions 

ensured that Humbert’s work could only be lightly altered, and had to be accepted as the 

liturgy for the entirety of the Dominican Order, without exception. 

 Because of its quality and conciseness, this liturgy was not only used by the Dominican 

Order, but was greatly influential for various religious orders. The Knights of the Hospital of St. 

Mary, the Order of Our Lady of Mount Carmel, the Order of the Holy Cross, Our Lady of Mercy, 

and the Order of Humiliati all adapted the Dominican liturgy for their needs throughout the 

1240-60s. In Sweden and Finland, the Dominican liturgy was the basis for much local worship, 

and the same was true for cities and individual monasteries across Europe.6 Humbert’s work to 

                                                        
 6. See Bonniwell, 196-209 for more detail on the Dominican Liturgy's influence in the thirteenth century. 



 8 

create a unified liturgy, built on the work of the four friars before him, succeeded to great 

effect. 

 Dominican Liturgy after Humbert: 

 For the next fifty years, no major revisions were made to the Dominican liturgy. 

However, as time passed, new feasts were introduced into the Divine Office, and the number of 

minor changes to the liturgy gradually increased. In 1308, the chapter met and asked the 

master-general to revise the liturgy once again. Although some records have been lost, the 

dates of certain changes suggest that this revision was completed between 1348–1355. Further 

corrections were made in the 1370s, so that by the end of the fourteenth century, the liturgy 

was different from, but still inspired by, the work of Humbert. 

 Unfortunately, Dominican devotion to the liturgy hit an all-time low in the 1300s 

because of the appearance of the Black Plague of 1346. Religious observance had been steadily 

declining for decades, and the plague claimed many of the most devout, who dedicated 

themselves to caring for the sick. By 1362, the Dominican Order found itself with far fewer 

members, many of whom were not interested in carefully following the liturgy.7 Blessed 

Raymond, who became master-general in 1380, dedicated himself to correcting this problem, 

and he strongly enforced the chanting of the Divine Office, the singing of the High Mass, and 

observance of all other aspects of the liturgy. His efforts revitalized the order, and when he died 

in 1399, the Dominican Order was once again fully devoted to its liturgical duties.  

 In the fifteenth century, the liturgy changed primarily through the addition of feasts to 

the Divine Office. Over time and throughout the church, the demands of the Divine Office had 

                                                        
 7. For evidence of this phenomenon, see Bonniwell, 249-251. 
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become generally time-consuming and burdensome, and the very religious were particularly 

impacted by this problem. Many saw the issue as one with the Temporale (movable feasts) 

sections of the Divine Office, which took up more time than the Sanctorale (fixed feasts) 

sections. This led to a trend of minimizing the daily Temporale parts of the Divine Office in favor 

of feasts for new saints, which were fixed to certain dates and so part of the Sanctorale. With 

its particular focus on liturgy, the Dominican Order initially resisted this trend, adding only a 

few feasts to its Divine Office while others added many more. However, in the mid-1400s, with 

the standard now changed to a liturgy that favored the Sanctorale over the Temporale, the 

Dominican Order added a significant number of new feasts to its calendar, and elevated existing 

feasts as well. These additions included the feast of the Transfiguration, and the feast of 

Catherine of Siena. 

 In the late fifteenth century, the printing press was invented, and this had a rapid 

impact on religious liturgy, which no longer needed to be copied by hand. As early as 1476, only 

around 25 years after the first Gutenberg bibles were created, a Dominican breviary was 

printed in Milan. More and more liturgical books were produced throughout the end of the 

1400s, representative of the power of print. However, while printed books would eventually 

take the place of the massive hand-made chant books that traditionally held Dominican music, 

this change would not occur on any notable scale until well into the 1500s. 

 In the early 1500s, the Dominican Order once again reaffirmed its commitment to 

observance of the liturgy. Although it had generally resisted altering the Divine Office, the 

pressures of observance still had a major impact on friars throughout the order. In 1501 and 

1505, Dominican chapters focused intensely on the importance of the liturgy, especially in 
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terms of participation in the choir. All liturgical services were once again made a priority for all 

members of the order, even those who were devoted to theological study. The many traditions 

of the church were also reaffirmed, including the style of singing and the structure of the Mass. 

Uniformity across the order was prioritized, to ensure that the liturgy was performed 

completely and consistently. 

 It was during this period that the Antiphonarium, currently housed in the Special 

Collections Library at the University of Arizona, was produced. Completed around 1529, it is a 

hand-written elephant folio of Italian origin, made on parchment, and contains antiphons that 

range in the liturgical year from April 29 to August 6.8 This giant volume was used by Dominican 

singers who were freshly committed to their liturgy, and who could not yet rely on smaller, 

printed books to hold their music. The seventeen feasts contained within the book include that 

of the Transfiguration, which had been added to the Dominican liturgy less than 100 years 

before. 

 As the foregoing reveals, the Antiphonarium at the University of Arizona, despite today 

being nearly 500 years old, was itself the result of several hundreds of years of work. Far from 

being set in stone, the Dominican liturgy was and is changing, and the Antiphonarium 

represents all of the liturgical progress made from the 1200s to its creation in the first half of 

the sixteenth century. 

  

                                                        
 8. This information comes from the collection summary in the University of Arizona Special Collections 
Library. 
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Part 2: Gregorian Chant Structure, Terminology and Performance 

 As evidenced by my historical focus on Dominican liturgy, Gregorian chant is in many 

ways inseparable from the liturgical workings of the church. The music is designed for prayer, 

and is structured around the traditions of religious life in the Middle Ages. The information 

below on Gregorian chant notation and performance is drawn primarily from two sources: 

Mass and Vespers by the Benedictines of the Solesmes Congregation, and How to Sing Plain 

Chant by Dominican Friar James Harrison. Both sources detail general information about 

Gregorian chant; Mass and Vespers is a more detailed source, while Harrison’s book is 

specifically tailored to the practices of the Dominican Order. 

 Liturgical Context of Gregorian Chant: 

 Gregorian chant is monophonic, which means everyone singing it sings in unison, 

without harmonic accompaniment; there is one line of music, with all performers creating the 

same sounds at the same time. This music was developed for use during eight offices, which 

were daily collective prayer services regularly observed by monks and nuns. These services 

included prayers, lessons with musical responses, and especially the singing of psalms, all 150 of 

which were performed over the course of one week’s worth of services.9 Of the eight daily 

offices, three are of particular liturgical and musical importance: Vespers at sunset, Matins at 

midnight and Lauds in the early morning. 

 Antiphons, which make up most of the aptly named Antiphonarium, are special chants 

that are sung before and after psalms. While psalms are repeated every week as part of the 

                                                        
 9. For details about Gregorian Chant in the liturgy, see Barbara R. Hanning, Concise History of Western 
Music (New York: W. W. Norton & Company, Inc., 1998) 28-32. 
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divine office, and are therefore very well known by those who sing them, only some antiphons 

are commonly repeated. On many days of the year, in celebration of specific acts or people, 

especially saints, special antiphons are used during the principal offices. Because they are only 

performed once a year, these antiphons are not nearly as well known as the psalms, even to 

the most devout members of the church. This explains the creation and use of the 

Antiphonarium, which contains several months’ worth of these special antiphons, so that they 

can be properly performed during Vespers, Matins and Lauds. 

 Gregorian Chant Notation: 

 In the sixteenth century, Gregorian chant was written in square traditional notation, 

which was an early model of modern musical notation. Because of its history, chant often still 

uses this notation in the present day, although it can also be written out using more modern 

methods. Square traditional notation consists of square or diamond shaped “neumes,” which 

are displayed either on or in between four staff lines. Along with some basic visual differences, 

square notation is unlike modern notation in three main ways: clef, key signature, and rhythm. 

 In typical modern notation, standard clefs like the bass or treble clefs are used to 

determine the range and layout of notes on a staff. In square notation, clefs function in a 

similar way, but they are not set to one standard position. Instead, they have the potential to 

move position on the staff as often as every new line of chant, which helps keep the neumes 

contained within the four-line staff when they rise too high or low. Standard clefs in square 

notation are the DO and FA clefs, which identify the location of the tonic pitch or the 

subdominant pitch on the staff lines. These clefs do not identify a specific pitch like modern 

clefs because chant is designed to be adjusted for the vocal range and preference of the 
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performers. This way, monks and nuns could separately sing the chant in comfort; as long as 

they performed the same musical relationships and sang the same text, it was considered the 

same music. 

 In modern musical notation, the baseline relationships between different pitches in a 

piece, or the “key” of a piece, is represented by a key signature made of sharp and flat symbols, 

which appear on the staff after the clef. Square notation lacks a key signature, because chant 

relies instead on four standard eleven-note modes. These modes can be divided into two 

“tones” each, for a total of eight tones. Each tone has an eight-note range within its eleven-

note mode, and each tone has a “dominant” note, which can act as a chant’s reciting tone. 

However, while most chants fall within a specific tone, there are several ways to designate a 

chant that does not. As Harrison described it, a chant that extends beyond its tone range is 

called superabundant; a chant that lacks a clear tonic or dominant note is called irregular; and a 

chant that combines aspects of both tones in a mode is called mixed. The existence of these 

terms reveals the looseness in control that modes and tones can have over chant melodies. 

Square notation does not designate baseline pitch relationships as cleanly as key signature do, 

instead relying on the singer to understand and actively apply the rules of any given chant’s 

designated tone. 

 Closely related to key signatures are accidentals, which in modern notation designate 

changes in pitch outside of the key signature. Square notation only allows for two accidentals 

used in very specific circumstances; namely, the note below tonic may be lowered using a flat 

symbol, and if this note is not meant to be lowered later on that same line, a natural symbol 

may be used to raise it. No other note may be lowered by accidental, and no notes can be 
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marked as raised. These rules do not apply to the music of the Antiphonarium, which does not 

include any accidentals. 

 Finally, perhaps the most significant difference between square notation and modern 

notation is rhythm. In modern notation, staves are divided into sections called measures, which 

are given a specific length by a time signature. Notes and rests of different length values can 

then be organized with the measures, and must add up to the total length of the measure they 

are within. Once a speed or “tempo” for a song is established, this system allows for the 

production of very specific and complex rhythms. Square notation lacks almost all of this. First, 

there are no regular measure divisions, only notes on a staff. There are also no specific length 

values for neumes, and no symbols to designate rests. To a modern musician, square notation 

can appear to be asking the singer to sing a single length value note over and over, changing 

pitches but never altering rhythm or taking a breath. This is, of course, not the case, if one 

knows where to look. Square notation does not use note symbols of different value the way 

modern notation does, but according to Harrison, grouping neumes together can similarly 

express a sense of rhythm. Basic nuemes that appear in the Antiphonarium include the 

punctum or square note, the diamond note, the virga or tailed note, and the oriscus or doubled 

note. Harrison lists numerous grouping options for these neumes. The Antiphonarium includes 

the clivis where the top of two connected notes is sung first, the distropha or bistropha where 

two repeated notes are sung as one double value note, the scandicus or a group of three 

connected ascending notes, the climacus where a square neume is followed by two diamond 

neumes, the torculus with three square neumes, the porrectus which uses one long diagonal 

neume and a square neume, the tristropha which is three neumes that represents one note of 
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triple value, and several other techniques for combinations of four or more notes.10 An 

interesting side note is that the style of notation used in the Antiphonarium does not have 

stacked neumes, meaning there is no true example of a podatus, which is typically one of the 

more common grouping of neumes in Gregorian chant. Perhaps for the sake of clarity, grouped 

neumes always appear after one another horizontally, making the use of the podatus 

impossible. In any case, these grouping might suggest a wide variety of rhythms. Because chant 

is designed to sound a certain way and operate within a certain range of tempos, square 

notation may allow for more than enough rhythmic variety for a chant singer’s needs. 

 Rests may also be present in square notation, although they are less common and less 

codified than in modern notation. Periodically in Gregorian chant there are vertical lines or 

“bars” between some neumes; according to Harrison, these signify changes to the performance 

of the previous neume. He claims that if the bar overlaps the two central lines of the staff, it 

represents an opportunity for a short pause and breath, and if it covers the entirety of the staff, 

it represents an opportunity for a longer pause and a full breath.11 In some more modern 

square notation, a comma on the top staff may also be used to signify a breath. Beyond these 

potential pauses for breath or transitions between chants, such as between the end of an 

antiphon and the beginning of the connected psalm or vice versa, there are no rests in 

Gregorian chant. 

  

 

                                                        
 10. For a more comprehensive list of neume types with examples, see Harrison, 7-10. 
 11. For diagrams and slightly more detail on these bars, see Harrison, 24-26. 
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 Latin Pronunciation in Dominican Chant: 

 Gregorian chant text is always in Latin, which can create issues of pronunciation for 

unfamiliar singers. According to Harrison, pronunciation of Latin when singing chant follows 

consistent, established rules. The following list is not exhaustive.12 For vowels, “A” is always 

pronounced as it is in “father;” “E” and “Æ” can both be pronounced either as the “e” in “met” 

or the “a” in “fare,” depending on the context; “I” is pronounced as “ee;” “O” is pronounced as 

it is in “for;” “U” is pronounced as the “oo” is in “soon;” and A U is pronounced as the vowels 

are in the word “plough.” For consonants, “C” before an “e,” “i,” or “æ” is pronounced as a 

“ch,” after an “x” is pronounced “sh,” and pronounced elsewhere is a “k;” “CH” is pronounced 

as a “k;” “G” before an  “e,” “i,” or “æ” should be soft like the “g” in “general,” otherwise it 

should be hard like the “g” in “groom;” “J” is pronounced as a “y;” “SC” before an  “e,” “i,” or 

“æ” is pronounced as “sh;” and “TH” is pronounced as a “t.” 

  

                                                        
 12. For a more exhaustive list, see Harrison, 33-35. 
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Section 2: Physical and Theoretical Analysis 

Part 1: Chant Book Analysis 

 Condition of the Book: 

 Item MS 135 in the University of Arizona Special Collections Library is the 

Antiphonarium, an elephant folio manuscript measuring 27in x 20in.13 The covers of the volume 

are wooden boards with contemporary leather binding. The covers are connected with brass 

bosses, which are engraved with symbolic motifs. The music and text is hand-written on 

parchment, which is animal skin that has been scraped, soaked, stretched, dried, cut and then 

polished.14 The parchment is very wavy, the result of being stored somewhere with fluctuating 

humidity.15 The text and music is generally in excellent condition considering the age of the 

manuscript, although there is fading in some places, and the bars indicating note length and 

expressiveness in the music can be especially difficult to see. The parchment is translucent, with 

music and text partially visible through each page. There is significant wear and some kind of 

liquid damage on the first few pages of the Antiphonarium (Figure 1), but this damage is not as 

present throughout the rest of the chant book. There are dark stains at the bottom of some 

pages, including 5v, 6r, 13v, 14r, 15v, 16r, 17v, 18r, and 125r (Figure 2) (Front and back pages in 

chant books are given the same page number, with the right-side page labelled “recto” or “r,” 

and the back of that page, which is a left-side page, labelled “verso” or “v.” So, page 1v is across 

                                                        
 13. This information comes from the book’s collection summary. 
 14. For more detail about parchment production, see Meliora di Curci, “The History and Technology of 
Parchment Making.” Scribes, accessed April 25, 2020. https://scribes.lochac.sca.org/articles/parchment.htm.  
 15. For more information on the effect of humidity on parchment, see Eric F. Hansen, et al. “The Effect of 
Relative Humidity on Some Physical Properties of Modern Vellum: Implications for the Optimum Relative Humidity 
for the Display and Storage of Parchment.” The Book and Paper Group Annual 10 (1991), accessed April 25, 2020. 
https://cool.culturalheritage.org/coolaic/sg/bpg/annual/v10/bp10-09.html. 
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from 2r, etc.) The parchment is generally discolored from wear, most prominently in the top 

corner of each page, where the parchment was likely repeatedly handled to turn the pages 

(Figure 3). A few small sections of parchment have been recently repaired using different 

techniques. On page 5r/5v, a ripped portion in the middle of the page is repaired with small 

stitches. The middle of the outside edge of page 5r/5v also has a sizable piece missing, which 

was replaced with a much newer piece of parchment or paper (Figure 4). A similar repair is 

made at the bottom of page 59r, likely covering a long tear at the bottom of the page, based on 

the length and shape of the paper used for the repair (Figure 5). 

  

Figure 1 Liquid Damage on Pg. 1r 

Figure 2 Dark Stain on Pg. 6r 

Figure 3 Discolored page corner 
on Pg. 30v 

Figure 5 Repair on Pg. 59r 
Figure 4 Repairs in top left and bottom right on Pg. 5r 
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 Formatting in the Antiphonarium: 

 The formatting of the text and music is a defining feature of the Antiphonarium. 

Because of the time-consuming nature of hand-writing every chant in the Dominican Liturgy, 

and likely because of the high cost of parchment and ink, the Antiphonarium is carefully 

formatted to conserve as much space as possible. The large size of the pages allows for a 

substantial amount of writing on each page; however, because the book is meant to be read by 

many singers at once, the size of the font must be very large. Also, each page has extensive 

margins, especially below and on the outside edge of the writing. This was also likely a 

technique to maintain visibility, and ensure uniformity between pages. Because of the sizable 

font size and extended margins, the amount of writing possible per page is somewhat limited, 

even given the size of each page. The Antiphonarium contains six lines of chant music per page, 

with the text written underneath each line of music. Each line and its text is approximately 3.3in 

tall and 14.6in long. The “initial,” or first letter of the first word of each chant, is drawn much 

larger than normal, to signify the beginning of the chant. These initials are typically the same 

height as one full line of music and text, though a few especially important chants have initials 

as tall as two lines. The margin lines of each page are carefully adhered to, with a single major 

exception I will explore later. To conserve more space, many words are abbreviated or 

shortened. Since the Latin text of the chants would be somewhat familiar to the singers 

already, and they would be accustomed to the style of abbreviation used in the chant book, this 

saved a lot of space without disrupting the book’s effectiveness. Different colored text is also 

employed, with notes and chant text generally being black, and chant descriptions and the 
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letters designating song transitions generally being red. This allows these different types of text 

to be placed directly next to each other and still be differentiated.  

 A final method of saving space that is employed in this chant book is a minimalist 

approach to psalm notation. As I described previously, antiphons like the ones in the 

Antiphonarium are performed before and after certain psalms. Because psalms were 

performed much more frequently than antiphons,16 choirs of monks or nuns in the sixteenth 

century were likely to have all 150 psalms committed to memory. This is taken advantage of in 

much Gregorian chant notation; whenever an antiphon is written, the music and text of the 

accompanying psalm is not written out in full. Instead, only the very beginning of the psalm, 

called the “intonation,” and the ending pattern of the psalm’s verses, called the “termination,” 

are provided. The intonation is included to help the performers identify which psalm formula 

(called a psalm tone) to sing after the first time through an antiphon. Because there are a 

variety of possible ending patterns for psalm verses, the inclusion of the termination is 

necessary as a shorthand in order to ensure that a whole choir can be led in the correct 

performance of the psalms. In the Antiphonarium, this abbreviation of psalms is taken even 

further: instead of providing both the intonation and termination of psalms, only the 

termination is provided. Assuming the choir using the chant book really did know every psalm 

by memory, this strategy makes sense, as a termination alone can provide enough information 

for a choir to identify the correct formula. In some cases, the Antiphonarium still cleverly 

includes a psalm’s intonation text by placing it beneath its termination music. This text and 

music does not line up, but it does provides slightly more information to help identify the 

                                                        
 16. For detail on the frequency of antiphon and psalm performance, see Hanning, 36. 
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correct formula, while still taking up only the space of the termination. For a single chant, this 

abbreviation technique saves very little space on the page. However, in the context of the 

entire Antiphonarium, which contains hundreds of antiphons, not spelling out each termination 

saves a significant amount of space. In this way, the Antiphonarium’s minimalist approach to 

psalm notation shows how important every inch of space on the parchment really is: scribes 

further limited the already constrained information provided about psalms, just to save as little 

as three neumes worth of space on each antiphon. 

 Writing Styles: 

 The text of the Antiphonarium is of its time and place, which is to say an adjusted Gothic 

script of Italian origin.17 In the fifteenth century into the early sixteenth century (when this 

chant book was made18), conventional Gothic writing was falling out of style. It had never been 

especially intricate in Italy, which had long employed a simpler, more legible version of Gothic 

script, in the style of Petrarch. With the Renaissance in the fifteenth century, the standard 

script of Italian scribes often transitioned to an adjusted Gothic script, which followed some 

rules of Gothic writing but made changes in favor of better legibility. The text of the 

Antiphonarium is very carefully written, with a regularity that suggests the work of a 

professional scribe. This script includes numerous examples of Gothic script rules throughout 

the text of the chant book. One is the use of both the round and the long “s.” Prior to Gothic 

script, only the long “s” was used, and in modern times, only the round “s.” In Gothic script, 

                                                        
 17. For more detail about Gothic script, see B. L. Ullman, Ancient Writing and Its Influence (New York: 
Cooper Square Publishers, 1963), accessed April 26, 2020. https://hdl-
handlenet.ezproxy4.library.arizona.edu/2027/heb.01251, 140-142. 
 18. This is according to the Antiphonarium’s collection summary. 
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however, a middle ground was reached, with the round “s” used at the end of words, and the 

long “s” employed elsewhere. The Antiphonarium, with its adjusted Gothic script, uses the long 

“s” for the middle of words and the beginning of most words, and uses the round “s” for the 

end of words and the beginning of important words (Figure 6). If a chant or psalm begins with 

an “s,” for example, then an ornamented round “s” is used, rather than a long one (Figure 7). 

Gothic script also influences the use of “t,” which has a vertical stroke that slightly extends 

above the cross stroke (Figure 8). This is a holdover from late Gothic script. The use of “a” also 

suggests Gothic influence, with a top carried to the left (Figure 8). Different from Gothic, 

however, is the use of “i,” which does not employ a dot or stroke to differentiate it from “u” 

(Figure 9). 

 
 
 
 
 
 

 
 
 
 Capital letters are only employed at the beginning of a chant or psalm, and they are 

generally ornamented in a way that distinguishes them from surrounding letters. The initials 

that begin a chant are especially large and ornamented. The initials in the Antiphonarium come 

Figure 6 “Sanctis” using a long “s” at the start of the word, and a round 
“s” at the end, on Pg. 3v 

Figure 7 The abbreviated word “Seculorum,” starting with an 
ornamented round “s” on Pg. 3v 

Figure 8 Tant” with a “t’s” with vertical strokes 
above the cross strokes and an “a” with a top 
carried to the left on Pg. 4r 

Figure 9 “qui” with no dot on the “I” to 
differentiate it from “u” on Pg. 62v 
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in two distinctive styles, depending on what color of ink is used. Colored initials, which are 

almost all red or blue, are much simpler, employing a round shape and a single line of 

ornamentation through the center of the letter’s lines (Figure 10). Black initials are typically 

much more ornate, built out of complex shapes, using shading and intricate features, and even 

sometimes including drawings of faces or small pictures within the letters (Figure 11). This 

suggests that black ink was easier to control, or perhaps simply more readily available to be 

used for ornamentation. Colored ink, which was likely more expensive and more difficult to use, 

was mostly used simply, though there are a few exceptions, which I will explore shortly. The use 

of colored or black initials seems to be largely random; they do not alternate, they do not 

denote a particular kind of piece, and they are not reserved for certain letters, because the 

same letters are used in both styles at varying times. It seems simply the whim of the scribe 

which chants are given which color and style of letter, aside from the few extremely important 

chants, which are given special treatment. 

 

 

 

 

 

 The music itself is written the same way throughout the chant book, with four ledger 

lines in red ink, and neumes and other markings in black ink. The bars are generally much 

fainter than the neumes, having been produced with an extremely thin line of ink. The clefs on 

each line are made in black ink, and appear just outside the staff lines. As I mentioned in the 

Figure 11 Ornate Black 
Initial “D” on Pg. 14v 

Figure 10 Simple colored 
(blue) initial “D” on Pg. 15r 
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section on Gregorian chant, all of the neumes in this Antiphonarium are drawn horizontally to 

each other, eliminating the possibility of any podatus neume groups. 

 Also worth noting is the presence of writing in a much more modern style. At the top 

corner of each right-side or recto page, there is a page number written in what seems to be 

pencil. Since the writing style is so different and the chant book would not have required page 

numbers to use, this is likely the addition of someone who possessed the book after it was out 

of use. There are also markings on a few sections of music, although whether these were 

ornamentations from around when the book was created or markings made by a subsequent 

owner is hard to ascertain. On 26v there is a swirled line drawn on one neume, which does not 

occur anywhere else in the chant book (Figure 12); on 31r, there is what appears to be a drawn-

in eighth note added on the third line of the staff (Figure 13); on 32r, there is a jagged, sideways 

eighth note added on at the end of the bottom space of one staff (Figure 14). 

 
 
 
 
 
 
 
 
 
  
 

  

 

 

 

Figure 12 Swirled line on 
neume on Pg. 26v 

Figure 13 Eighth note added 
to staff on Pg. 31r 

Figure 14 Jagged sideways eighth 
note on Pg. 32r 
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 Art in the Antiphonarium: 

 Although art in the Antiphonarium is built into the text, it has unique qualities that are 

worth exploring separately. The initials in black ink, as I have already described, are heavily 

ornamented, and sometimes include pictures within them in a much finer, light gray color. 

These pictures are typically of plants or faces, and there are numerous examples of both 

throughout the chant book (Figures 15 – 18). Of the plants, there are leaves, flower buds, and in 

one instance, multiple flowers in a vase. The faces are all similar, lightly drawn male faces 

displayed in profile and cut off at the end of the cheek before the ear. These faces have hats on 

them, which vary from simple caps to crowns, and sometimes there is hair on the side of the 

face that emerges from the hat. Just as the black and colored initials seem to be randomly 

distributed, so are the drawings randomly added to the black initials; although all have 

ornamentation, some have drawings added and some do not. Some letters, like the black initial 

“s,” seem unsuitable for addition. Others, like “L,” are given drawings in some cases but not in 

others. In two instances in this chant book, letters even contain two faces in one letter, on 

pages 101v and 111v. Further complicating things, there are two places where the standard 

initial “O” is completely absent in standard black or color, replaced by an elaborate “O” drawn 

entirely in the light style of the faces (Figure 19). This suggests that the lighter drawings were 

not a late addition to the book, but were included when it was made, acting as an extra touch 

of ornamentation by the scribe that created the book. 
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Figure 15 Initial with face Pg. 53r Figure 16 Initial with flower Pg. 22v 

Figure 17 Initial with face and 
leaves Pg. 43r 

Figure 18 Initial with two faces Pg. 111v Figure 19 Custom initial in light style Pg. 90r 
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 In addition to these smaller drawings there are two much larger example of 

ornamentation, which occur on pages 80v and 8v for the first Vespers of St. Mary Magdalen 

and a responsory in St. Peter Martyr’s Matins. Given the importance of these saints to the 

Dominican Order, it makes sense that their songs would be specially marked. In the case of the 

initial for St. Mary Magdalen on page 80v, an “R,” its ornamentation is extensive (Figure 20). 

Not only is the letter roughly twice the height and width of the standard initials, but it includes 

a unique combination of the simple colored letters with the ornate black letters. The “R” itself is 

a straightforward curvy shape, colored in both red and blue, which twist and curve around each 

other inside the letter. In the interior space of the “R” is a series of patterns carefully executed 

using the more detailed drawing style used for the faces and other small details. Around the 

outside is another unique aspect of the design: extremely detailed drawing done in red ink. This 

is the only instance of red color being used in such a detailed fashion in the entire chant book, 

which speaks to the difficulty, either through challenge or expense, that such a design must 

have posed. Also unique are the vines that stretch out from the “R” into the margins. As I 

explained previously, everything in this chant book is devoted to conserving space, and the 

margins are kept remarkably empty throughout the volume. The long, detailed vines on the “R” 

are by far the most serious interruption of this rule, twisting and curving well over a few inches 

into the outer margin, and even extending in the margin past the upper and lower boundaries 

of the “R.” The large initial for Peter Martyr, an “O,” (Figure 21) is unique for another reason: it 

uses colors other than red, blue, and black. This letter, the detail of which is done in the light 

style of the face drawings, has plants and a vase colored with gold and green. The colors are 

very rich and dark, and their use in this “O” is the only time in the entire chant book that they 
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appear. The infrequent use of these colors is not by accident; while black, red and blue were 

standard pigments, gold and green both required the use of metals in the production of the 

colors, which made them expensive, difficult to use, and not as long lasting as other colors. 

Making gold pigment in the 1500s required gold dust, and green pigment required copper.19 

The green pigment was known to be particularly volatile,20 which explains its discoloration in 

the chant book. To use these colors frequently would have been costly and inconvenient. 

However, for a chant about a figure as important as Peter Martyr, special care was taken, and 

gold and green pigments were used. 

  

                                                        
 19. For a primary source on Medieval pigment materials and production techniques, see Cyril Stanley 
Smith et al, “Mappae Clavicula: A Little Key to the World of Medieval Techniques.” Transactions of the American 
Philosophical Society 64, no. 4 (1974): 1-128. 10.2307/1006317. 
 20. For details on copper-based green pigment, see Leonida, Mihaela D., and Mihail Mihalcu. "Medieval, 
copper-based green pigment." Bulletin of the New Jersey Academy of Science 50, no. 2 (2005): 15+. 

Figure 20 Large, ornate initial for St. Mary Magdalen, with 
red and blue color, ornate patterns, and vines extended into 
the margins on Pg. 80v 

Figure 21 Large, ornate initial for St. Peter Martyr, with 
green and gold color on Pg. 8v 
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Part 2: Musical Analysis 

 Analysis 1: Saint Peter Martyr 

 Matins Responsory, 29th of April 

 Pg. 8v-9r in the Antiphonarium 

 This responsory memorializes the life of Saint Peter Martyr, or Saint Peter of Verona. 

Peter of Verona became a member of the Order of Preachers in 1221, and was fiercely devoted 

to fighting the influence of Cathar heresy. Highly respected for the quality and intensity of his 

preaching, Peter was eventually made a preacher-general for the Dominican Order, and then an 

inquisitor-general in 1251.21 Peter was murdered by heretics soon after, killed with an axe while 

traveling between Dominican monasteries, and within a year of his death he was made a saint, 

the fastest canonization is history.22 Saint Peter Martyr’s death and canonization made him a 

central figure in the Dominican liturgy; in Humbert’s official volume of the Dominican liturgy, 

the title page shows four figures: the Virgin Mary, the Archangel Gabriel, St. Dominic, and St. 

Peter Martyr.23 This explains the heavily ornamented and uniquely colored initial used for his 

chant. 

 The text of this chant reads “O Petre fy diis aureum fiimi vas honous candoem fer iians 

ni ueum ono creatoris. Decus habbes virgi neum in su permis choris alleluia,” which roughly 

                                                        
 21. For details on Saint Peter Martyr’s life and influence, see Donald S. Prudlo, “Mothers and the Martyr: 
the unlikely patronage of a medieval Dominican preacher.” Journal of the History of Sexuality 21, no. 2 (2012): 
313+. Accessed May 1, 2020.  
https://link-gale.com.ezproxy1.library.arizona.edu/apps/doc/A288538830/AONE?u=uarizona_main&sid=AONE&xi 
d=5d066dca.    
 22. For information on Saint Peter Martyr’s death, see Keating, Maurice, and Dominican Laity Brisbane. To 
Praise, To Bless, To Preach: A Dominican Artistic Appreciation of 800 Years of Divine Grace. Adelaide: ATF Press, 
2018. EBSCOhost. 10. 
 23. For more description of Humbert’s Codex, see Bonniwell, 85. 
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translates to “O Peter, stand firm in the golden, glorious radiance of God the Creator. Glory to 

the Virgin Mary, the choir sings in your honor, alleluia.”24 

 In much the same way that an antiphon is performed before and after a psalm, a 

responsory is performed before and after a short chant called a verse. This responsory’s verse is 

entitled “Gloria et honore coronasti eum,” as signified before the start of the responsory. The 

text for this verse reads “Gloria et honore coronasti eum domine et constituisti eum super 

opera manuum tuarum omnia subjecisti sub pedibus ejus alleluia,”25 which roughly translates to 

“Glory and honor the Lord, set him above the work of your hands, for all is beneath him. 

Alleluia!” 

 These texts are connected in their direct praise of God. The responsory for Saint Peter 

Martyr recognizes his close relationship to God, and praises his unyielding faith. The text of the 

verse speaks of God’s influence more broadly, and of the importance of holding one’s faith in 

the highest regard. In a sense, the text of the responsory shows Saint Peter Martyr to be a 

perfect example of the ideal shown in the verse; Saint Peter was faithful above all else, and so 

can stand proudly in God’s “golden, glorious radiance.” 

 Musical connections between the text and the music cannot be verified, and are 

minimal at best in this responsory. An example could include the ascending musical line on the 

text “candoem,” which means “brilliant” or “white”, suggesting heaven. There are also rising 

notes during the word “creatoris” or “creator,” which suggests imagery of God. Generally, the 

melody in this chant is somewhat volatile, moving between high and low extremes and 

                                                        
 24. All translations from Latin were done using Google Translate. 
 25. “Gloria et honore coronasti eum.” Cantus, Accessed May 1, 2020, 
http://cantus.uwaterloo.ca/chant/272722. 
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spending less time in the middle range of the staff. This chant is around a page and a half in 

length, which is longer than many of the other chants in the Antiphonarium, although not as 

long as some psalms. 

 In terms of notation, this responsory’s importance is signified by an extra-large and 

intricate initial, which has a uniquely colored floral pattern. There is very limited information 

provided about the verse for this responsory; a single letter “v” signifies its place after the 

chant, and a short note from the page before the chant, 8r, identifies the verse’s name. No 

music for this verse is provided whatsoever in this chant book.  

  

Figure 22 Pg. 8v 

Figure 23 Pg. 9r, top section 
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 Analysis 2: The Invention of the Holy Cross 

 Vespers antiphon, 3rd of May 

 Pg. 25v-26r in the Antiphonarium 

 This antiphon celebrates the discovery of the holy cross by Saint Helena, mother of the 

first Christian emperor, Constantine. After Constantine became emperor in 306 A.D., Helena 

traveled to Palestine and allegedly succeeded in finding the original cross used to crucify Christ, 

demonstrating it was the correct cross by using it to heal a dying woman.26 In fact, historical 

sources show this was a story developed in the late fourth century, and Saint Helena had 

nothing to do with the discovery of the cross. 27 Even so, Helena had the Church of the Holy 

Sepulchre built on the site where the cross was found. May 3rd, the date in 355 when Helena 

allegedly found the holy cross, was adopted in the Roman calendar as the day to celebrate the 

discovery, or “invention.”. When the Dominican calendar was created, May 3rd was adopted 

from the Roman calendar as a celebration of the invention of the holy cross.28 The Feast of the 

Holy Cross, a separate celebration of the holy cross, was observed on September 14th, the date 

that the Church of the Holy Sepulchre was dedicated. The Dominican calendar included both of 

these dates until 1960, when the Code of Rubrics by Pope John XXIII designated September 

14th as the sole celebration of the exaltation of the cross, removing the May 3rd date from the 

Catholic calendar.29 

                                                        
 26. For a look into the legend of Saint Helena, see Jacobus de Voragine, The Golden Legend: Readings on 
the Saints. (Princeton: Princeton University Press, 2012) ProQuest Ebook Central, 278 
 27. For historical context on Saint Helena, see Jan Willem Drijvers,”Evelyn Waugh, Helena and the True 
Cross.” Classics Ireland 7 (2000): 30-31. 
 28. See Bonniwell, 104 for an early Dominican liturgical calendar. 
 29. For details on the changes made to the calendar by Pope John XXII, see Joseph Loew, “The New Code 
of Rubrics.” The Furrow 11, no. 10 (1960): 667–675, accessed April 26, 2020. www.jstor.org/stable/27657938, 672. 
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 The text of this chant reads “Crucem sanctam súbit, qui inférnum confrégit accínctus est 

poténtia, surréxit di e tértia, allelúia.” This roughly translates to “He took the Holy Cross, He 

was girded with power, He destroyed hell, He rose again the third day. Alleluia.” 

 The antiphon is followed by Tone 2 of Psalm 116, Laudate Dominum. This is a short 

psalm, with only two unique verses and the two verses that end every psalm. The unique text 

reads in Latin “Laudáte Dóminum ómnes géntes laudáte éum ómnes pópuli. Quóniam 

confirmáta est super nos misericórdia éjus et véritas Dómini mánet in aetérnum,” which 

translates to “Alleluia. All nations, praise the Lord. All peoples, praise him. For his mercy has 

been confirmed over us. And the truth of the Lord remains for all eternity.” 

 This psalm and antiphon function well together because they have a similar subject 

focus. The antiphon talks about the sacrifice and resurrection of Christ, which is the defining 

moment in the Christian faith. The psalm then talks more generally about the greatness of God, 

which “has been confirmed” by the actions of Christ just discussed in the antiphon. Thus, the 

rediscovery of the holy cross is celebrated because it further confirms the greatness of God and 

his deservedness of praise from “all peoples.” 

 Although it is impossible to verify the presence of word painting in Gregorian chant, 

there are definitely interesting moments in terms of the melody’s relation to the text. The word 

“infernum,” for example, which translates to “hell,” has a descending melodic line, potentially 

suggesting a descent into hell. Immediately preceding that is the word “qui” or “who,” which 

refers to Christ, and it is given the second highest note in the chant, suggesting holiness. The 

highest note in the antiphon occurs in the middle of the word “surréxit,” which translates to 

“rise up” and suggests an act of God. 
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 In terms of formatting in the Antiphonarium, there is actually no music or text of the 

psalm’s intonation provided for this antiphon, just a “p” to signify a psalm. Instead, there is only 

music and text for the psalm’s termination. As discussed above, this would still have provided 

enough information for the performers to identify the correct psalm tone. 

  

Figure 25 Pg. 26r, top section 

Figure 24 Pg. 25v, bottom section 
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 Analysis 3: Saint Mary Magdalen 

 Vespers antiphon, 22nd of July 

 pg. 80v-81r in the Antiphonarium 

 This antiphon celebrates Saint Mary Magdalen, a follower of Christ who witnessed his 

crucifixion and allegedly first discovered his resurrection. Because of the influence of various 

sources, including Pope Gregory the Great in the year 591 and a book entitled The Golden 

Legend in 1260, Mary Magdalen became associated over time with many miracles and stories 

that historical evidence suggests did not originally involve her.30 This includes the story 

referenced in this antiphon, where a different woman named Mary anointed Christ’s feet with 

ointment while in Simon the leper’s home. In any case, Mary Magdalen is a saint, and was 

considered a very important figure in the Dominican liturgy in the sixteenth century. Her 

prominence and popularity, which continue even today, help explain why her antiphon has 

such an elaborate and colorful initial.  

 The text of this chant reads “Recumbénte Jesu in domo Pharisæ i Simónis, accéssit ad 

eum María Magdaléna, áfferens pretiósi libram unguénti,” which roughly translates to “I sat 

with Jesus and the Pharisees in the house of Simon; Mary Magdalene came to him, bringing a 

costly pound of ointment.” 

 The psalm for this antiphon, Psalm 112, has eight unique verses. The text in Latin reads 

as follows: 

 1 Alleluja. Laudáte, púeri, Dóminum; laudáte nómen Dómini. 

                                                        
 30. For an analysis of Mary Magdalen's presence in original biblical texts, and her many cultural 
associations since then, see Bard D. Ehrman, Peter, Paul, and Mary Magdalene: The Followers of Jesus in History 
and Legend (Oxford: Oxford University Press, Incorporated, 2008), ProQuest Ebook Central. 
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 2 Sit nómen Dómini benedictum ex hoc nunc et usque in saéculum. 

 3 A sólis órtu usque ad occásum laudábile nómen Dómini. 

 4 Excélsus super ómnes géntes Dóminus, et super caélos glória éjus. 

 5 Quis sicut Dóminus Déus nóster, qui in áltis hábitat, et humília réspicit in caélo et in 

 terra? 

 6 Súscitans a térra inopem, et de stércore érigens páuperem: 

 7 Ut cóllocet éum cum princípibus, cum princípibus pópuli súi. 

 8 Qui habitáre fácit stérilem in dómo, mátrem filiórum laetántem. 

Translated roughly into English, the text reads: 

 1 Hallelujah. Praise the Lord; Praise the name of the Lord. 

 2 The name of God now and forever. 

 3 From the rising and setting the name of the Lord. 

 4 High above all people, and his glory above. 

 5 Who is like the Lord our God, who dwells on high, and looks in heaven and on earth? 

 6 He takes the needy from the dust, and lifts the needy; 

 7 He may place himself within the princes themselves. 

 8 He helps the barren women mother children. 

 Psalm 112 was chosen to go with this antiphon because it speaks about the greatness of 

God, the son of whom Saint Mary Magdalen is serving in the text of the antiphon. This antiphon 

shows Mary Magdalen caring for Jesus, bringing him expensive ointment for his feet. In the 

story, this act causes Christ to forgive Mary for her sins. The psalm brings context to this by 

showing the greatness and compassion of God, which enable Christ to forgive Mary. 
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 Although again it is impossible to verify the presence of word painting in Gregorian 

chant, there are places in this antiphon where the text seems to be connected to the music. The 

word “Simónis” or “Simon’s,” for example, is sung lower on the staff, suggesting his injured 

state after having leprosy. Immediately following this is the significant melodic leap of a fifth. 

This occurs on the word “accéssit” or “came,” connecting a leap upwards with the holy 

presence of Saint Mary Magdalen, who has come to help Jesus and earn his forgiveness. Also of 

interest is the music when Mary Magdalen’s name appears in the text. Her name includes a 

melisma, where a single syllable receives several notes; here, neumes are intentionally kept 

close together, perhaps to ensure the saint’s name comes across clearly as a single word. 

 In terms of formatting, this antiphon is interesting for a few reasons. First, although this 

antiphon leads into a psalm with multiple endings and a somewhat complex intonation, there is 

again no intonation text or music provided for the psalm, only the termination music and 

ending text. This suggests the psalm was familiar enough that its intonation was considered an 

unnecessary addition. Another quirk of formatting is a change in the Latin text which occurs 

between this Antiphonarium and the 1933 Antiphonarium edited by Gillet. Generally, the text 

of the antiphons in these two volumes is identical, but for this antiphon, the text differs slightly 

between the two. Namely, in the 1529 Antiphonarium, the first line of this antiphon ends on 

the word “Simónis,” but in the 1933 Antiphonarium, the word “leprosi” is added onto this first 

line, along with additional music to accommodate for the textual change.31 This addition in the 

1933 Antiphonarium simply notes that Simon has leprosy, effectively calling him “Simon the 

leper” rather than just “Simon.” This difference means that because of a single identifying 

                                                        
 31. Martini Stanislai Gillet, ed., Antiphonarium (Rome: Newman Press, 1933) 866. 
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word, new music was either added to this antiphon in the 1933 Antiphonarium (or, at least, 

after 1529), or already existed at some point prior to 1529 but was removed when the 1529 

chant book was made (perhaps for space) and then included in 1933; further investigation of 

other Dominican chant books could answer this question. 

  

Figure 26 Pg. 80v 

Figure 27 Pg. 81r, top section 
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Section 3: Chant Music in a Modern Context 

 In the twenty-first century, Gregorian chant like that in this Dominican Antiphonarium 

may sound sorely outdated. Indeed, it can seem like a strange, simple music, set to an ancient 

language in an archaic notational system, and designed to be sung by devout peoples hundreds 

of years ago. However, far from disqualifying the music from success in the modern era, these 

details are actually what make chant worth studying and singing in the present day, as many 

have discovered. As Matthew Thibeault explains in the general context of sheet music, 

“Recognizing sheet music as a medium with a social basis, as a network, and as contingent 

creates an understanding of sheet music with more texture, more richness... simply accepting 

that sheet music is more than a stable universal system opens up room for a diversity of 

ideas.”32 Applied to chant, the Antiphonarium and the music within it are more than just a book 

or some monophonic melodies; they represent a greater context, a time and culture and music 

different from that of today. In his book An Introduction to Gregorian Chant, Richard Crocker 

describes singing chant as “a rich experience, one whose features are as difficult to identify 

individually as to comprehend as a totality.”33 Indeed, chant is not just music, or history, or even 

a religious experience; it is all of these things at once, a fresh experience in the present brought 

about by a re-experiencing of the past. The Antiphonarium in the University of Arizona Special 

Collections Library is a treasure trove of such experiences, a musical, historical, and religious 

resource whose value should not be squandered. 

                                                        
 32. Mathew Thibeault, “Understanding Sheet Music as a Medium to Expand Pedagogic Practice.” Journal 
of Music, Technology and Education 9 (2016): 212. 
 33. Richard L. Crocker, An Introduction to Gregorian Chant (London: Yale University Press, 2000) 2. 
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 To carefully appreciated this chant book for the resource it is, its music should be valued 

through modern performance and experience. The Dominican Order, which developed and 

performed this music for hundreds of years, and has continued to develop and perform its 

liturgy for hundreds of years since, deeply understands the power of this music. In an article 

entitled “The Divine Office and the Dominican Life,” Innocent Smith calls upon the words of a 

Master of the Order, who said “We do not go to the choir primarily to fulfill an obligation which 

we have assumed; but rather we assemble in choir to await together Him who comes, to 

welcome Him and, above all, to learn to recognize Him.” Smith then notes that “In the office, 

we are deputed to act in the name of the church, performing the public liturgy in the presence 

of the faithful.”34 This shows how members of the Dominican Order use chant music to 

strengthen their beliefs, and how they make it their mission to share that enlightening 

experience with others. Chant was designed to be a public music that brings people together 

into a shared musical experience. Because of its long history, that experience is even richer and 

more powerful today. 

 Whatever it may seem, Gregorian chant is not a simple or outdated music; it is a 

powerful tapestry of sound unlike anything before or since. That it has survived intact for so 

long is just short of miraculous. The Antiphonarium and chant books like it have the potential to 

provide a truly unique experience for anyone who understands their value. To miss out on such 

an experience is to lose sight of just how much music and history have to offer. 

  

                                                        
 34. Innocent Smith, “The Divine Office and the Dominican Life.” Sacred Music 145, no. 2 (2018): 41. 
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