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Western Choral Music—Medieval 

Foundations

The LiTurgicaL Year and The MonasTic hours

Scholars generally agree that choral music (i.e., multiple singers singing the parts of a polyphonic 
composition) first appears in the first quarter of the fifteenth century.1 Before that time, polyphonic 
settings based on Gregorian chant were the sole province of trained solo singers. Although poly-
phonic vocal music existed as early as the eleventh century, choral music (understood as the perfor-
mance of polyphony by multiple singers on each part) first flowered in the Renaissance (ca. early 
fifteenth century–late sixteenth century). To understand the Masses and motets of the fifteenth 
century requires an awareness of the history and liturgy of preceding centuries. Our historical 
survey of Western choral music thus begins with an exploration of liturgical and theoretical bases.

The earliest Roman Catholic liturgical music was monophonic, generically known 
as plainsong or chant. The latter term often carries the qualifier “Gregorian,” honoring Pope 
Gregory I (r. 590–604), even though the oldest extant manuscript sources postdated his papacy 
by some three centuries. The existence of these chant manuscripts harks back to Charlemagne’s 
decision to embrace Christianity. To accomplish his goal, he acquired Roman liturgical books, 
which commingled with the extant body of Frankish music known as Gallican chant. The result-
ing repertory, copied in the early ninth century, often included the introductory text Gregorius 
praesul as a way of currying favor with Rome and establishing the new faith’s bona fides.2
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As liturgical monody grew in size, complexity, and diversity of function, its preservation 
increasingly relied on developing a standardized pitch notation. Simple shapes reminded sing-
ers of a given chant’s melodic contour, but as polyphony grew more sophisticated, increasingly 
precise notations of pitch and rhythm were needed. Any discussion of early Renaissance choral 
polyphony requires an understanding of such terminology as trope, ligature, neume, and men-
sural notation. Since medieval polyphony was inextricably tied to chant (via the use of Gregorian 
cantus firmi), we must understand the liturgy that summoned this music into existence; this 
includes the system of calendric organization that governed the performance of that music.

The medieval mind was fascinated with number and organization, a tendency reflected 
in the organization of worship, especially in monastic settings where the daily routine included 
a full regimen of services. Liturgical organization operated on both macrocosmic (the liturgical 
year) and microcosmic (the liturgical day) levels.

Table 1.1 The Liturgical Year

The Pre-Christmas Season
Advent I—IV (The four Sundays preceding Christmas)
A penitential season during which the Gloria of the Mass was deleted

The Christmas Season—Christmas (12/25) to Epiphany (1/6)
Christmas Day (12/25)
Feast of Saint Stephen (12/26)
Feast of Saint John (12/27)
Sunday within the Octave of Christmas
Feast of the Circumcision (1/1)
Conversion of Paul (1/2)

Epiphany—the celebration of the arrival of the Wise Men
Feast of the Epiphany (1/6)
The Sundays after Epiphany (variable in number from two to eight)
Feast of the Purification/Presentation (2/2)
Pre-Lent—formerly the three Sundays (Septuagesima, Sexagesima, and Quinquagesima) prior to 
Ash Wednesday
The Latin titles of these three Sundays (no longer celebrated) were Latin ordinals indicating 
seventy, sixty, and fifty days before Easter; though not arithmetically accurate, the titles followed 
the Latin designation of Lent proper as Quadrigesima (forty days).

Lent—the six Sundays prior to Easter
Ash Wednesday—The penitential season of Lent begins with the imposition of ashes to signify 
repentance. The forty days of Lent represent the forty days Jesus spent fasting in the desert, 
his temptation by Satan and, metaphorically, the forty years that the Israelites wandered in the 
desert after the Exodus from Egypt. Historically, the five Sundays prior to Palm Sunday were 
assigned names based on the incipit of their Latin Introits:
Invocabit
Laetare
Oculi
Reminiscere
Judica
Palmarum
Maundy Thursday



WesTern choraL Music—MedievaL foundaTions 3

Depending on the date of Easter (a moveable feast, first codified by the Venerable Bede, ca.  
673–735), the season of Pentecost consists of from twenty-two to twenty-eight Sundays. The 
Feast of the Ascension falls on the Thursday thirteen days prior to Pentecost. Pentecost (fifty 
days after Easter) marks the descent of the Holy Spirit as mentioned in the Gospels. Like 
Christmas and Easter, Pentecost is celebrated liturgically for three days (Sunday, Monday, and 
Tuesday).3 Following the Council of Nicaea in 325, the Feast of the Holy Trinity was added to 
the liturgical calendar as the Sunday following Pentecost. The remaining Sundays of the litur-
gical year are now referred to as Sundays after Pentecost or Sundays after Trinity.

Monasteries organized themselves around a series of daily services corporately known 
as the “Offices” or “Hours.” These comprised two levels—the “Greater Hours” and the “Lesser 
Hours”:

Good Friday
Holy Saturday

Easter—Paschal Time
Easter is the first Sunday following the first full moon after the vernal equinox. The date of Easter 
is not fixed (as Christmas is) but fluctuates between March 23 and April 22. Precisely where it 
falls in the calendar determines both the number of Sundays in Epiphany and after Pentecost.

Easter Sunday
Easter Monday
Easter Tuesday
Quasimodogeniti
Misericordias Domini
Jubilate
Cantate
Rogate

The Latin names of the Sundays in Paschal Time derive from the opening word of the de tempore 
Introit.
Pentecost

Table 1.1 Continued

Table 1.2 The Liturgical Day

Greater Hours Lesser Hours

Matins (3 a.m.)

Lauds (6 a.m.)

Vespers (ca. 6 p.m.)

Compline (ca. 9 p.m.)

Prime (6 a.m.)

Terce (9 a.m.)

Sext (12 noon)

None (3 p.m.)
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The Greater Hours required the entire community’s attendance; since the Lesser Hours were 
not obligatory they tended to be simpler and therefore less musically significant. The musical 
centerpiece of the Greater Hours was the canticle proper to each service.

The familiarity of the Magnificat canticle (or “Song of Mary” [Lk 1:46–55]) resulted from 
the designation of Vespers as the only liturgical Office to allow polyphonic music. Accordingly, 
the choral repertory includes numerous settings of this text, including cycles of settings in each 
of the eight modes (e.g., the cycles by Leonhard Lechner, Cristobal de Morales, and others). Such 
settings typically featured the alternation of chant (for the odd-numbered verses) and polyphony 
(for the even-numbered verses), a technique known as “Alternatimpraxis.” Compositional inter-
est in this particular Office eventually extended beyond the canticle to include settings of the 
entire service:

Structure of Vespers:
5 psalms (taken from psalms 110–1474) with their antiphons
Hymn
Magnificat

The Mass
The principal liturgical ritual is the Mass, which has two levels both liturgically and musically. 
The first level introduces one of the most important concepts in liturgy, the complementary 
notions of “Proper” and “Ordinary.” The Proper of the Mass reflects the church’s seasons and 
celebrations, and it changes accordingly; the Ordinary is exactly that: it remains the same for any 
Mass regardless of season or degree of solemnity. The second layer of the Mass’s musical orga-
nization categorizes music either as chanted/intoned by a priest or sung, either by the soloist or 
ensemble.

Polyphonic settings of the sung Ordinary texts (Kyrie, Gloria, Credo, Sanctus/
Benedictus, and Agnus Dei) of the Mass are directly tied to the emergence of polyphonic Mass 
cycles in the Renaissance. Composers initially applied polyphony to the Propers of the Mass 
because these chants featured soloists, and it was the solo portions of a chant that received 
polyphonic treatment. Responsorial chants, such as Benedicamus Domino (ex. 1.1), appeared 
most frequently as the tenor (see n. 13), the essential foundation of any polyphonic structure.

Table 1.3 Greater Hours—Canticles

Service Canticle

Matins Jubilate Deo or Te Deum
Lauds Benedictus Dominus Deus Israel

Canticle of Zachariah—Lk 1:68–79
Vespers Magnificat

Canticle of B.V.M.—Lk 1:46–55
Compline Nunc Dimittis

Canticle of Simeon—Lk 2:29–32
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Example 1.1 Benedicamus Domino

In this example, the number “2” preceding the chant indicates that its range is that 
of mode 2, Hypodorian on D. The total range (ambitus) of this chant is A to A.5 There are two 
separate parts:  the verse Benedicamus Domino, and the Respond (or Responsory) Deo gratias, 
both of which have same pitch content. The ambitus of the chant (A–A) and prominent role of 
the final on D confirm a Hypodorian modal profile.

ModaliTy
Modality facilitated the classification of different chant melodies. Initially, these chants adhered to 
one of four profiles, each based on a shared final and two different ranges. We now call these modes 
(adopted ca. the fifth century) the “authentic” modes; in the sixth century, an additional four (called 
“plagal”) were added. While retaining the same final as their respective predecessors, each had dif-
ferent reciting tones and ranges. 

Table 1.4 The Roman Mass

Intoned Chanted

Proper Ordinary Proper Ordinary

1. Introit
2. Kyrie
3. Gloria

4. Collect
5. Epistle

6. Gradual
7. Tract/Alleluia

8. Gospel
9. Credo

10. Offertory
11. Offertory Prayers

12. Secret
13. Preface

14. Sanctus/Benedictus
15. Canon
16. Pater Noster

17. Agnus Dei
18. Ite missa est
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The presence of only four finals confirms the eight scales as four pairs that share a 
common final but are otherwise different. In treatises these pairs were frequently given generic 
numerical names—Protus, Deuterus, Tritus, and Tetrardus. While the final of modes 1 and 2 
(Dorian and Hypodorian) was D, chants in each mode had different ranges: Dorian using D–D′ 
and Hypodorian A–A. The lower range of mode 2 reminds us that the original performers of 
this music were male. The range of mode 2 was a fourth below that of mode 1, leading to its 
designation as “plagal” (the subdominant, IV).6 Conversely, mode 1 was “authentic” because its 
range encompassed the octave above the final. This complementary relationship applied to all 
four modal pairs.

Each mode (ex. 1.2) had its own “reciting tone,” which was generally the fifth scale-degree 
of the authentic octave, a third lower in the plagal mode.

Example 1.2 Modal Profiles

The two deviations from this model both occurred to avoid the pitch on B.  For 
example, the reciting tone of Phrygian mode (on E) should be B, but this pitch’s difficult 
association with tritones, (e.g., F–B, an augmented 4th, not only hard to sing but impos-
sible to tune correctly) caused a relocation of its reciting tone to C′ (mode 3) and A (mode 
4). Similarly, in Hypomixolydian mode, the final would have fallen on B, requiring its 
movement to C′.

Table 1.5 Modes

Mode Final Reciting Tone Range

1. Dorian D A D–D′
2. Hypodorian D F A–A
3. Phrygian E C E–E′
4. Hypophrygian E A A–A
5. Lydian F C F–F′
6. Hypolydian F A C–C′
7. Mixolydian G D G–G′
8. Hypomixolydian G C D–D′
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The range of Benedicamus Domino is A–A, but its final is D. There are no reciting tones 
in this chant but the melodic prominence of F confirms the chant’s modality as Hypodorian. 
Although the melodies of the solo polyphony and the choral response (Deo gratias) are the same, 
untrained singers needed a process whereby they could decipher and remember their pitches. 
Guido d’Arezzo (ca. 991/992–ca. 1033)  devised a system of three overlapping hexachords to 
identify each individual pitch. The entire range of possible notes was arranged as a scale of 
overlapping hexachords (ex. 1.3) because it began on G (written as the Greek letter Γ or gamma, 
which was the first and lowest possible ut, hence gamma ut, which became the word “gamut,” 
signifying the whole range):

Example 1.3 Guido’s Gamut Solmized

Each specific pitch designation consists of the pitch name and the solmization syllable/s associ-
ated with it; a note used in two hexachords uses both solmization syllables, the first being the 
lower position. Thus, the first C in  example 1.3 is called C fa-ut because it first occurs as fa in 
the G hexachord.

Each hexachord has the same diatonic pitch collection but receives a different name: the 
hexachord beginning on C is called “natural;” the other two both contain the pitch B, their 
names reflecting how they use it. The hexachord on F is called “soft” (Hexachordum mollum) 
because its fourth scale degree must be B♭ (hence fa), while in the G hexachord B appears as the 
third scale degree (mi) requiring B♮ and earning the designation “hard” (Hexachordum durum).7

To read Benedicamus Domino, singers took the starting pitch given by the cantor as 
sol because the first series of pitches fit within the G hexachord. For that reason, Benedicamus 
Domino lacks a signed B♭. Using this hexachord the singers could read the melody as far as the 
first syllable of Domino. The appearance of F, a note not available in the G hexachord, requires 
the singers to change hexachords in order to continue, a process called “mutation.” The only 
mutation possible is to the C hexachord, which accommodates all of the pitches save the last. 
Example 1.4 re-creates a likely solmization of the Benedicamus Domino melody.

Example 1.4 Benedicamus Domino Solmized

Another variable of modality was transposition. The most common transposition was up a 
fourth, indicated by a signed B♭. Thus, any composition (monophonic or polyphonic) with a G final 
and a signed B♭ had to be some form of Dorian mode transposed to G; to decide which (mode 1 or 
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mode 2) required assessing the range and reciting tone, which are, like the final, transposed. Thus, 
any composer writing a Dorian melody had four possible permutations from which to choose:

Dorian on D and Hypodorian on G have the same range, while G Dorian and D Hypodorian 
are quite similar.

ModaliTy in PolyPhonic Music
In 1547, the Swiss theorist Glareanus published a treatise titled Dodekachordon (“12 tones”), in which 
he proposed expanding the eight-mode system to a twelve-mode system by adding Aeolian mode (i.e., 
natural minor on A) and Ionian mode (“major” on C). These new modes operated in precisely the 
same fashion as the first eight, each having its common final, separate range, and reciting tone, and 
the like. His advocacy of these two new modes resulted in a general realignment of the twelve modes 
into two constellations—one that emulates the “major” modality (Ionian, Lydian, and Mixolydian), 
and one that favors the “minor” modality (Aeolian, Dorian, and, to a lesser extent, Phrygian).

As polyphonic compositions became normative, the modal system needed to apply 
to multiple voices. Therefore, the four standard voices (soprano, alto, tenor, and bass) were 
arranged as pairs (soprano-tenor and alto-bass) with comparable ranges. Current scholarship 
has referred to these pairs as “conterminous” because the highest note of the lower voice is 
identical with the lowest note of the upper voice. This pairing (ex. 1.5) also took advantage of 
the existence of the two modal octaves (authentic and plagal), assigning one vocal pair to each.

Example 1.5 Conterminous Modal Pairs

The melodic relatedness of the two related forms of the mode and the desire of printers to 
avoid ledger lines produced another marker of modal identity, the use of distinctive clefs. The ranges 
of the conterminous vocal pairs for mode 1 (on D) allowed the use of “low clefs” (C1, C3, C4, F4), the 
“authentic” octave (D–D′) forming the range of the soprano and tenor, and the “plagal” (A–A′) that 

1. Dorian on D D D–D′ A no signed B♭
2. Hypodorian on D D A–A F no signed B♭
3. Dorian on G G G–G′ D signed B♭
4. Hypodorian on G G D–D′ B♭ signed B♭
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of the alto and bass.8 Mode 2 reversed these ranges (S/T: G–G; A/B: D–D), necessitating the use of a 
different set of clefs for the soprano/tenor pair; these are typically called “high clefs” or chiavette (G, 
C2, C3, and F3 or C4).9 Transposition of Dorian mode to G (ex. 1.6) reversed the positions of these 
vocal ranges and the clefs them—mode 1, the soprano/tenor pair now had the range G–G, requiring 
“high clefs,” while the shift of range in mode 2 allowed “low clefs” (D–D).

Example 1.6 Clefs for Dorian (modes 1 and 2) on d and g

The final aspect of modal identity, unique to polyphonic music, was the creation of a 
hierarchy of cadential pitches. In the parlance of modal counterpoint, a cadence involved two 
voices proceeding in stepwise motion from an imperfect consonance to a perfect consonance  
(ex. 1.7). A perfect cadence is one in which the soprano and tenor move by stepwise motion 
to the final of the mode.10 The ascending voice (half step) is called “sopranizans,” regard-
less of which voice part it occurs in; similarly, the descending voice (whole step) is called 
“tenorizans.” In the Renaissance the advent of a voice part beneath the tenor provided a new 
harmonic feature; the only possible consonance beneath a modal cadence was the fifth below 
the descending voice, the presence of which created what we now call the V–I cadence. The 
third cadence in  example 1.7 illustrates what Heinrich Besseler calls the “octave leap” cadence 
(Oktavsprungsprungkadenz).11 Here, the bass part harmonizes the first note of the cadence with 
the dominant but leaps an octave to avoid having all three voices arrive at the cadential pitch. 
Other characteristics further qualified the perfect cadence—a 4–3 suspension in the soprano, 
dominant–tonic (V–I) motion in the bass, and the participation of the entire vocal texture. 
Any departure from this ideal cadence created cadences that had less value as markers of 
formal structure. By charting the modal cadences of a composition—the pitches to which 
cadences are made, the voices involved, the total number of voices sounding, the presence or 
absence of suspension, and V–I motion in the bass—the relationship between cadential qual-
ity and formal structure became more varied, allowing for greater subtlety in the unfolding 
musical form.
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Example 1.7 Mode V, Modal Cadences

The increasing importance of contrapuntal modal cadences also guided the appli-
cation of musica ficta (i.e., sharpening or flattening of certain notes; the significance of the 
pitch involved in the overall modal scheme often determined the propriety of applying ficta). In 
Dorian mode on D, for example, a cadence to the modal final (D) was possible only by changing 
the diatonic C to C♯. A direct correlation developed between the need to create a cadence and 
the syntax (punctuation) of the text, the strongest cadences being reserved to demarcate major 
textual divisions.

The origins of PoLYPhonY

The oldest surviving sources of polyphony date from the same period as Gregorian chant—
the late ninth century. Two treatises—Musica enchiriadis and Scholia enchiriadis—contain the 
first theoretical examples of this new art. From the outset, polyphony was dependent on the 
chant in an almost parasitical way, strict organum being nothing more than the simultaneous 
presentation of the chant melody at one of the perfect consonances—octave, fifth, fourth, and 
compounds. Example 1.8 shows how a portion of Benedicamus Domino might be performed as 
simple organum. The chant (ex. 1-8a), sung by the lowest voice (vox principalis) and decorated 
by the higher voice (vox organalis), mirrored its contours at the fifth (ex. 1-8b), fourth (ex. 1-8c) 
and, finally, doubled at the octave to produce compound organum. Strict organum is not actu-
ally polyphony in the modern sense of the term since the two vocal lines merely mirror one 
another.12 Fairly quickly, organa that introduced greater textural and harmonic variety began to 
appear; Guido d’Arezzo’s treatise Micrologus (ca. 1040), the first significant treatment of polyph-
ony since Musica enchiriadis, was an early source of this more advanced organum.

The next stage of development was the repertory of melismatic organum (ex. 1.9) asso-
ciated with pilgrimage churches like St. Martial de Limoges and Santiago de Compostella. The 
organal voice decorates the chant by overlaying it with melismas (a group of notes sung to one 
syllable), increasing the duration of each pitch of the chant melody. Modern attempts to per-
form such music quickly reveal a problem—there is no rhythm to assist the singers in aligning 
their parts or anticipating the principal (chant) voice’s movement to a new pitch. The increas-
ing length of the melisma above any chant pitch made aural identification of the chant melody 
increasingly difficult. The lower, chant-bearing voice therefore became called the “tenor” as 
it “held” the principal melody.13 The flats above some of the B’s in the example represent the 
possible application of musica ficta either to eliminate harmonic tritones or to implement the 
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solmization rule “una nota super la, semper est canendem fa.” (One note above la [A in the C hexa-
chord] is always sung as fa [B♭].)

Example 1.8 Strict Organum

Example 1.9 Melismatic Organum

Prior to the mid-twelfth century, polyphony was largely a provincial art. By that time 
Paris had already attained a status as the principal educational center of medieval Europe. The 
University of Paris boasted such intellectual luminaries as Peter Abelard, Bernard of Clairvaux, 
and Peter Lombard. What we now call France was a comparatively stable area politically under 
the reigns of Louis VI and VII. The cathedral of Notre Dame rapidly became one of the leading 
churches in Christendom outside of Rome; it is no surprise then that a school of composers 
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destined to create the next compositional watershed in the history of polyphonic music flour-
ished there. The main innovation of the Notre Dame School was the introduction of “modal 
rhythm” as a solution to the problems posed by melismatic organum. Various rhythmic modes 
were adopted from Latin and French verse and translated into mensural units based on the 
alternation of longs and shorts in a ratio of 2:1 (the sum representing the Trinity and thus per-
fection in the medieval mind-set). Each of these modes was identified by its own specific pattern 
of ligatures and rhythmic combinations:14

In modes 1 and 2, both long and breve were read as imperfect (i.e., duple) creating the pat-
tern half note–quarter note; half note–quarter note (reversed for 2) in modern transcription. 
In modes 3 and 4 the longs were perfect (dotted half note), and the two breves were unequal, 
the second being longer than the first (i.e., quarter note–half note). In mode 5, both longs 
were perfect (2 dotted half notes), while in mode 6 all the breves were imperfect (six quarter 
notes).

The compositional process involved in creating organum of the Notre Dame type can 
be summarized as:

1. A Proper chant was selected.
2. The solo portions of the chant were set polyphonically, the choral sections sung 

in unison.
3. The polyphonic sections assumed one of two textures—melismatic organum or 

discantus.
4. Pieces normally began with melismatic organum, the duplum15 almost always 

using rhythmic mode 1.

Wherever the original chant contained a melisma sung by a soloist, composers applied discantus 
(note-against-note) texture to the upper voice(s) and modal rhythm (usually mode 5) to the tenor. 
The resulting synchronous texture was therefore called discantus.

This description typifies the music of the first named composer of polyphony—
Magister Leoninus. The sole surviving description of Leonin’s music appears in a treatise 
written by an unknown thirteenth-century English scribe (Anonymous IV, a name that 
may apply to either the author or the manuscript or both) studying in Paris. Of Leonin, he 
writes:

And note that Magister Leoninus, so it has been said, was the best worker with 
organum [optimus organista], who made [fecit] the great book of polyphony [mag-
nus liber organi] on the gradual and antiphonary to embellish the divine service.16

1. Trochaic Long-Breve-Long-Breve
2. Iambic Breve-Long-Breve-Long
3. Dactylic Long-Breve-Breve
4. Anapestic Breve-Breve-Long
5. Spondeic Long-Long
6. Tribrachic Breve-Breve-Breve-Breve-Breve-Breve
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Recent scholarship has identified Leonin as a member of the Notre Dame Cathedral staff in the 
second half of the twelfth century. By 1192 he is referred to in cathedral documents as “magis-
ter Leonius presbyter,” indicating that in addition to his musical duties, he was also a priest.17

While there is general consensus that the Magnus Liber Organi was at least initiated by 
Leonin, doubt exists as to exactly how much of its music Leonin actually composed and when. 
Nonetheless, the book is a musical milestone—the first publication of polyphonic settings of 
the Proper chants of the Mass and Office for the entire liturgical year. There is agreement that 
Leonin’s music consists primarily of two-part organum, in which both melismatic and discant 
styles appear (ex. 1.10). Leonin begins with melismatic organum, the duplum cast in mode 1. The 
duplum has a melodic curve shaped, in some cases, by sequence. The melody is also contrived 
to make cadences involving perfect consonances with the individual pitches of the tenor. At the 
tenor’s fifth note (the syllable “di-” of “Benedicamus”), Leonin uses the second rhythmic mode in 
the duplum. When the tenor melisma on “Domino” begins, Leonin creates discantus texture by 
casting the tenor in mode 5. In addition, there is a rhythmic pattern (note–note–note–rest–note–
rest) that commences on the second note of the tenor and repeats six times (a seventh statement 
is truncated). At the conclusion of the chant melisma, Leonin reverts to melismatic style, the tenor 
sustaining its final pitch (D) while the duplum wends it way sequentially to its completion.

Example 1.10 Leonin: Benedicamus Domino, clausula

Of Leonin’s successor, Perotin (le Grande), the Anonymous IV source writes:

[This liber] was in use up to the time of Perotinus, who made a redaction of it 
[“abbreviavit eundem”] and made many better clausulas that is puncta, he being 
the best discantor and better (at discant) than Leoninus was. . . . This Magister 
Perotinus made the best quadrupla, such as Viderunt and Sederunt, with an abun-
dance of striking musical embellishments [“colores armonicae artis”]; likewise, 
the noblest tripla, such as Alleluia, Posui adiutorium and [Alleluia] Nativitas.18

This brief quote introduces the term clausula, defined as “an independent polyphonic composition 
that employs a short chant melisma as a cantus firmus.” Anonymous IV states that Perotin “made a 
redaction” of the Magnus Liber Organi (i.e., a new and ostensibly better edition). His editing might 
have resulted in shorter, hence “better” clausulae (or puncta) as mentioned by Anonymous IV, as well 
as the new compositions specifically cited. In making new clausulae, Perotin introduced repetitive 
rhythmic patterns into the tenor; these evolved into the “isorhythmic technique” of the fourteenth 
century, as example 1.11 shows. Perotin formalizes Leonin’s occasional use of rhythmic tenor patterns 


