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449—Before going into the detailed study of incises, I must settle a general question
that frequently presents itself: that of spondaic or paroxytonic cadences. Should
we lengthen and double the accented note in these types of cadences or not?
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Figure 172

The solution to this question is very important, because the rhythm of the whole
member depends on it, if it is syllabic. Now, a very thorough study of melody and
of the manuscripts leads me to adopt the following rules.
450—Among the indications which determine the interpretation of these cadences,
the most influential is undoubtedly the melodic form to which it is adapted. It is
on the variety of these forms that we establish our teaching.
We can distinguish three main types, which I will describe in the following three
sections:

(1) Spondaic cadences at the unison

(2) Descending spondaic cadences

(3) Ascending spondaic cadences.

Type 1: Spondaic Cadences at the Unison

These are arranged into two subtypes.
451—Subtype 1: descending melodic progression, which is to say that the melody
arrives at the last two unison notes by a descending progression.
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It suffices, for classifying cadences of this subtype, that the one note just before
the accented syllable is higher, as in example b (note 3). The doubling of the note
on the accented syllable is always obligatory at the ends of phrases, in cadences of
this type; it is less so at the ends of members.
452—I have been led to this conclusion by the following consideration, based on a
very great number of facts: these cadences are, generally, only redundant musical
forms of simple cadences, whose last note always requires a final ictus of repose
and, consequently, a notable lengthening.
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The addition of the final note does not modify in any way, I think, the disposition
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of the simple cadence. It merely gives it a nobler character by its development; the
close is longer and fuller. We strengthen this result by doubling the note on the
accented syllable.
453—The same facts of redundancy are encountered in the more elaborate chants,
with the difference that the final note of the simple cadence is developed in the
redundant cadence by a melisma of varying lengths.

Simple cadences:
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Redundant cadences:
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It is precisely this note of the accented syllable, developed here, which I propose to
double in the syllabic cadences. It seems to me that nothing could be more logical.
454—I have said above that the doubling, obligatory at the ends of the phrase, is
not always done on the members of the phrase. Such apparent contradictions are
frequent in art, and above all in melodic art. Thus, in the following examples:
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It is quite difficult to double the note of the accented syllable; the lightness, the
delicacy of this little incise hardly permits it. It is not any more a true cadence, but
a simple intonation that demands an immediate continuation.
One finds in the antiphonary, at certain members of the phrase, the note of the
accent not doubled, in order to lighten the chant. But one can very well double it,
if one wishes.
455—Subtype 2. Ascending melodic progression, one or more low notes preceding
the last two notes at the unison:
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It is difficult to give a rule that applies in every case:

(a) In general, the doubling on the accented syllable is not useful.

(b) Ordinarily it is prohibited.

(c) Sometimes it is allowed.

(d) In other cases, more rarely, it is necessary.

It is the musical context and taste which decide whether to use or reject the
doubling; the study of each case in particular is absolutely required. In practice,
one can always stick with the indications of the rhythmic editions.
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Type 2: Descending Spondaic Cadences

Three subtypes to distinguish.
456—Subtype 1. The note on the accented syllable (2) is higher than the last note
(1), and at the unison with the preceding note (3). The accent may be doubled:
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457—Subtype 2. The note of the accented syllable (2) is higher than the two notes
around it (3 and 1):

�

pu-

�

é

�

�

rpe-

�

ra

3

�

�

re-

2

�

gem

1

�

�

�

�

ma

�

nsu-

�

e-

�

tú-

�� �

�

di-

�

nis

3

�

�

��

e-

2

�

jus

1

�

�

� �

Figure 179

In this case, the note on the accented syllable should not be doubled, either at the
cadences of members or at the cadences of phrases.
458—Subtype 3. The note of the accented syllable (2) is higher than the last note
(1), but lower than the preceding note (3).

�

se-
�

cú

�

ndum

�

��

scri

3

�

ptú-

2

�

�

ras

1

�

�

� � �

Je-

�

su

�

Chri-

2

�

�

ste

1

�

�

� �

Figure 180

For cadences at the phrase level, one may double; at the member level, there is
more liberty. One should always have recourse to the musical context in order to
decide.
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Type 3: Ascending Spondaic Cadences

459—These are very rare in the true Gregorian chant. It is useless to enter into
details. Here are a few:
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It is necessary to study each case in particular.
460—The codification of these rules cannot, moreover, be too broad. I should also
say that the performance of musical pieces can modify, in practice, one or another
of these rules. But in a general way, they will help to illuminate the rhythmic
decisions taken in the following study.
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