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MY DEAR JACKk,

For several reasons I do not find it easy to write a Preface to your book.
Imprimis, a formal preface by me may give your public the impression
that T know all there is to be known of Plainsong, from which high
eminence I deign to bless your book. So far is this from the truth that
I hasten now to place myself in the humbler ranks of those who have no
shame in confessing that they know but one thing of Plainsong: they
love it.

Secondo, 1 have watched with ever-increasing interest the growth of your
book. I have sat late with the thrill of triumph when some recondite
authority has confirmed your view; I have gone to bed indignant at his
failure to see eye to eye with you. In short, I have been so near the book
all the time that my blessing can have no positive or critical value. It
must have a value relative to my partiality for, and indeed my faith in,
the book.

Terzio, you and 1, as fellow workers at St Mary’s, share together a
privilege so lovely that we cannot imagine that the bond between us could
ever be broken. We have grown to think alike in our work. (Though Iown I
have not yet grown to the measure of your strong principle and considered
judgement in the matter of the right place for my organ music, nor even,
alas, for the key of the cupboard in which I ought to put it away.) There
are many who know this, and they may with justice question the wisdom
of a2 Swan prefacing a work by an Edgar. * This preface to Edgar’s book ,
such an one might say, ¢ would come better from Dickins, with maybe a
footnote or two from Jones.’ .

All things considered, I feel happier in writing you this letter of good-
will. If honest work, careful searching, exact scholarship, and steady
enthusiasm count at all in the scale of human judgement, your book
should be widely accepted.

I think the book’s strong point is its attempt to reduce to order and
system the many scattered fragments of musical theory and practice
relevant to its subject. I also greatly like the numerous examples you
give. These should be of real value not only to students, but also to the
many who are on the look-out for suitable accompaniments to Psalm
Tones, Hymn Melodies, Mass Music, etc.

I believe there is no branch of practical musicianship more fascinating
than Plainsong Accompaniment, and certainly no branch more neglected.
1 should always advise those who have anything to do with setting words
to music to study Plainsong Accompaniment carefully. As it is, many
a good song does not ¢ go’ well because the composer cannot bring
nuance into his accompaniment.

If I write more I shall defeat my object. My letter will have become a
Preface.

Yours,
All Saints’ Day 1926 GEOFFREY SHAW

O R i ey oy i g vt
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PLAINSONG ACCOMPANIMENT xiii

INTRODUCTION

The revival of plainsong in the English Church may be considered to
date from about 1841, by which year the Gregorian psalm-tones had
been brought into use at St Peter’s-in-the-East, Oxford, and in
Lichfield Cathedral. In each case, however, the adaptation had been a
matter of local contrivance, and it was not until 1843 that any printed
choir-book became available for a wider public. In that year William
Dyce issued his stately Order of Daily Service, the Litany, and Order
of Holy Communion, with Plain-Tune, which was a careful adaptation
of Merbecke’s Book of Common Prayer Noted; and about the same time.
Richard Redhead, the organist of Margaref Chapel, now All Saints,
Margaret Street, published his * Laudes Diurnae, The Psalter and
Canticles set and pointed to Gregorian Tones, with a preface on Anti-
phonal Chanting by Rev. Frederick Oakeley’. From thence onwards
the story of the revival has been one of steady development in the
face of heavy odds—fanatical prejudice without, uninformed enthusiasm
within, misrepresentation, false models at hand for reference, and the
peculiar musical and theological inheritances of the Victorian age to
distort perspective. But the growth of half a century had been sturdy,
and when the results of many years’ patient research by the Benedictines
of Solesmes were shown to the world, new impulse was given to desires
that were already strong, and new life and light began to stream into
the movement which has never since paused in its progress.

To-day the old prejudices are all but broken down. The days are past
when musicians can speak of plainsong as a barbarity. These timeless
melodies are undoubtedly becoming more widely known and better
loved. There is on all hands a glad recognition that here lies the
solution of some of the weariest of our church music problems, and
there is a frank admission of the peculiar fitness of plainsong for
clothing liturgical forms. Its exponents are numerous, weighty, and
persuasive. Their arguments are unanswerable. Texts are available in
many forms and explanatory literature is abundant and, on the whole,
inexpensive. Living examples are becoming more numerous, and ably
conducted demonstrations and lectures are increasingly common. It is
welcomed and blessed by the Archbishops’ Committee on Music in
Worship. In fact, the battle is won. Yet the progress lags.

The Vicar is convinced, and his assistant is open-minded. Moreover,
he is in the habit of taking his congregation into his ‘confidence, and
he carries his Church Council with him. His knowledge of his subject is
sufficient to equip him for teaching others to sing, and his enthusiasm
is infectious. His choirmen are churchmen, and they are humble. His
organist is a young amateur who is glad to learn, and is sufficiently keen
about his work to have become a member of the Church Music Society,
but his practical acquaintance with plainsong can be measured by a
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couple of Sundays at Cowley and 2 Gregorian Festival at St Paul’s. It
1s precisely at this point that the halt has to be called, and although the
right material may be at hand, unless the constructive ability is forth-
coming, the chasm is likely to remain unbridged. This unquestionably
is the experience of many a church where all may be ready for an
introduction of plainsong into its services, but with the best dispositions
in the world the organist cannot provide an adequate accompaniment,
not because it is difficult to play, but because he does not know what to
play. Essentially his problem is to learn an unknown language.

It is not really difficult—in fact, the rules are surprisingly few—Dbut if
he is to come to grips with his subject, definite instruction must be
obtained. It is true he may find ready-made assistance, some of it
excellent, in the various harmonies which have been published for the
accompaniment of masses, and he will doubtless take stock of the
suggested harmonies for the office hymns in his hymnal, but for obvious
reasons the accompaniment of psalmody is barely touched in this
manner, and he will quickly realize the importance of becoming entirely
self-reliant in all these directions if he aims at handling his subject in
a craftsmanlike way.

Without doubt his ideal course will be to put himself under the
instruction of one who is a master in the art of accompanying plain-
song, and to worship in a church where he may soak in it, but as
this counsel of perfection is beyond the reach of most, he will perforce
have to depend entirely upon text books and published examples. It is
with the object of helping to bridge this gap that the following pages
have been put forth. Evidently they are not addressed to those who
already know their art, but rather to the novice whose musical education
is slender. The aim has been to take nothing for granted beyond a very
elementary knowledge of harmony, covering the use of the common
chord and its inversions. This at least is necessary as a foundation, and
if it has not already been acquired, the student had better set to work
on mastering, say, the first six chapters of Stainer’s Harmony (Novello)
or of Macpherson’s Practical Harmony (Joseph Williams), or Part I of
Kitson’s Elementary Harmony (Clarendon Press), and he should have
broken this ground well by the time he reaches the fourth chapter of
the present volume.

For choir books to work with for exercise purposes, he is directed to
those which have been drawn on for all the examples which follow; viz.

The Sarum Psalter, Rev. Dr Palmer (St Mary’s Convent, Wantage) or

A Manual of Plainsong, Briggs & Frere (Novello, Wardour Street,

London, W.1)

The Ordinary of the Masst (Plainsong & Mediaeval Music Socicty,
Nashdom Abbey, Burnham, Bucks)

1The Plainsong & Medireval Music Society publishes a selection of the masses

contained in the Ordiary in a cheap reprint entitled The Plainsong of the Holy
Communion, (7d.)

£ o peag
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FEnglish Hymnal (Oxford University Press, London)
Introits (St Mary’s Convent, Want‘age) )
Additional Settings of Certain Canticles (St Mary’s Convent, Wantage)
h valuable explanatory matter will be found in ]
N}Zl;;r]zents of Plainsong (Plainsong & Mediaeval Music Society)
The Teaching and Accompaniment of Plainsong, Burgess (Novello)
It is hoped that it may not be outside the rightful scope of this book
draw special attention to . ] ; -
to_MruJic 15. Worship, Report of the Archbishops’ Comimitiee (S.P.C.K:) ,
The Complete Organist, by Harvey Grace (Grant Richards, St Martin’s
€ t, London W,
qg}j::rck Muste, by) A. 8. Duncan-Jones (Robert Scott, Paternoster
Row, London, E.C. 4) ) o
wh(i)gl, beyond having a very direct bearing on the subject in hand,
are deep wells of stimulating and broadening information where the

embryo Church musician may drink deeply.
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CHAPTER I

NOTATION
UNISONOUS NATURE.

The student has discovered, it is assumed, fhat all plainsong-is uni-}
sonous; that is to_say, whether it be psalm-tone, hymn, antiphon,

~ersicle, creed, sursum corda, sanctus, amen, or whatever form it may
take;Tt-consists of a melody only, which is sung by all-veices-at-the same
piteh-or an octave apart. It is possible to decorate this melody by har-
. monic accompaniment, either instrumental or vocal, but it must be
quite clearly remembered that the chant is perfectly complete as it
stands, and those who have heard the plainchant adequately sung in its
bare beauty without the use of the organ will perhaps have recognized
that, far from requiring any harmonic assistance, the freely moving
melody sung by one or two voices, or all voices in unison, may actually
suffer by any addition. It certainly will do so if the accompaniment is
ill devised. The purist will maintain that the best accompaniment in
the world will in some measure detract from the beauty of the plain-
chant, and theoretically he cannot be denied, but the organ as an
accompanying instrument has come to stay, and as the following pages
are designed to help forward an intelligent use of it to that end, it is
not here intended to labour the contention. By realizing the position,
however, the beginner will approach his subject humbly, and in the
days of his proficiency he will be led, it is hoped, to ensure that regular
opportunities are given to his congregation of hearing the plainchant
unadorned. He may seek to do this particularly in Lent and Passiontide.
Incidentally, his choir will reap no small advantage.

NorarTion.

It cannot be too strongly urged that the only door through which the
organist can attain to any degree of excellence in his accompaniment of
plainsong is a vocal one, and from the first he must learn to sing the
melodies and, furthermore, sing them from their own traditional
notation. This course is essential, as by it alone can the right rhythm
of the chant be really captured.

The notation is no doubt the first and most striking of the un-
familiarities with which the student of plainsong is confronted, and his
first acquaintance with a page entirely composed of the traditional stave
(e.g., English Hymnal, p. 882) will convey an impression of mystery.
Of mystery, however, there is none, nor any difficulties which cannot
be mastered by a couple of hours’ study.

Historically, the form may be described as the earliest full-fledged
development of staff notation, the direct ancestor of our modern forms,

B
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and the outcome of an earlier system of neums or signs which served the
purpose of memory-prompters for melodies already familiar. These
neums were capable of indicating niceties of rhythm, but were insufficient
in themselves to record the exact pitch of each note. The addition of a
staff, however—at first a single line—had the twofold effect of defining
the pitch-relation of successive notes, and (by the time the four-line
staff had been definitely established in the eleventh century) of more
or less crystallizing the shapes of the notes into something almost
identical with what are used now for the same purpose.

This notation has been retained, not only because it is traditional, but
because it exactly fits its purpose; it has no essential difficulties and
allows the groups of notes to show their own rhythm as no trans-
cription into modern notation, with its suggestions of exact time
values, can.

Further, or perhaps consequently, the old notation has a certain quality
which is akin to the symbolism of shorthand, in that it is very often
easy to read a whole group of notes at a single glance, while a corre-
sponding row of quavers will require, in their exact similarity, something
more like spelling out.

The type of notation as printed to-day is highly picturesque, but as
practised by the mediaeval scribe it affords instances of extreme beauty
lavished over the pages of the old choir books of the later middle ages.
Magnificent examples are easy of access in the British Museum, the
Victoria and Albert Museum, and elsewhere, and the student will do
well to make some opportunities of examining these at first hand. He
will be rewarded if there springs up in him some feeling of affection for
these venerable forms amongst which it will become his pleasure to
move about at ease.

It will now be convenient to consider the peculiarities of the square
notation,

(a) The stave consists of four lines only. This is generally sufficient
for holding the comparatively restricted compass of most melodies
_ without any recourse to ledger lines. These, however, are freely used
if necessary by modern printers and they are more convenient than the
older method, which was to raise or lower the clef for that portion of
the melody which could not be held by the stave. As lines of notes
and text were closely packed in the old service books, partly perhaps for
reasons of economy, the change of clef would be natural, and as this
method is still commonly used, the student should familiarize himself
with it. It presents no real difficulty, the relative pitch of the note
immediately following the change of clef being indicated by a ‘ guide’

«

inserted before the old clef is left, thus:

]

or
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So may we,by God pro-mo-ted, sharethatheavenwhich ye pos-sess

1

) — — 3 K Iy n
' Ve S— D

This convenient guide is also usually placed at the end of each line of

£ music as a forerunner of the first note on the next stave

() The clefs most commonly used are the C clef:

]

L [
‘ or W

or f or
] g
1]

the marked line bears the note C, other notes following accordingly);

and the F clef:
&c., or agin f:'_

% or 1:
the marked line bearing F similarly.

Occasionally the flat () is used as a clef sign, thus indicating that all
the notes which fall in the space so marked are B flat. It may be here
remarked that the only accidental used in plainsong is the flattening
of the B, the use of the flat sign (§) always implying B flat. Otherwise,
so far as the notation is concerned, the diatonic scale is strictly adhered
to. The flat sign is most frequently employed immediately before the
particular B which it is intended to flatten,

and is effective for that occurrence of the note only. Less commonly,
however, when it is used as a clef sign, it is effective so long as the clef
remains unchanged. For instance, the above example might equally
well have been written thus :

L .

3, 8 L, 8, a2 2

When a flattened B occurs in 'the middle of a group of notes, the
sign usually precedes the group, not the note, e.g.:

E (The B flat is the fourth note of the group.)

—_—

B2

a
i
;
|
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(¢) The spacing of notes or group of notes on the stave has reference
to the syllables to which the notes are allied, i.e., if a phrase consists
of eight syllables, the corresponding notes will be spaced out into
eight notes or note-groups as the case may be.

]
T — a—a%s
1oy B, 8 8
" Qur souls a - noint - ing from a-bove.

A group of two or more notes allied to one syllable is termed a neum.
(d) The ‘bar lines’ commonly used do not mark equal divisions

of time as in modern music, but the division of the text into phrases

by means of pauses which vary in degree according to the nature

of the bar.

The full division bar! implies a full breath and a rallentando of the note

or notes immediately preceding it.

The half bar implies a shorter breath and a slighter rallentando; and
a still slighter break is indicated in some editions by a quarter bar.

1.

S E—

The final division bar (the double bar) quite naturally implies a
marked rallentando, and requires no further explanation.

It should be noted, however, that the double bar may also be used to
sub-divide the whole text into main sections, and thus employed it
indicates the alternation of voices.? It may also show how far the
chanters are to precent, though in many editions an asterisk in the
text is substituted:

e e

O praise the Lord, il ye his An-gels :ex-cel-ling in... &c,

1 To avoid the possibility of confusion, the word division’ will be used to indicate
the portion of music which lies between two consecutive ‘ division bars’.
2 Creed and Gloria in excelsis thus sub-divided, however, are commonly sung full
throughout,

Rt R
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*
_ 0 praize the Lord, all ye his An-gels : ex- cel-ling in... &c,,

(¢) Whereas in modern notes diversities in shape indicate corre-
sponding diversities in time value, the various shapes of the square
notation have no such significance. The unit is the punctum m (a
single horizontal stroke of a broad quill held sideways), and all other
notes are merely variations of this, developed from the earlier neumatic
signs and fashioned largely by conditions of penmanship. Fer instance,
to indicate a little descending scale, it would be natural for the scribe
merely to turn his broad pen and draw it down diagonally, hence the
familiar diamond notes *,. The basic principle is that all the notes
have equal time value. The unit may appear also as a virga ® or , but
once again no difference in time value is indicated by the stem.
Originally, no doubt, the stem of the virga (as the name suggests) was
the essence of the note, indicating a rise in pitch, a higher note. It
may be observed that the virga never stands alone now, and that it
is only by exception that its stem or * verge’ does not point down towards
the next note following. No peculiar execution is demanded.

(f) The notes and their typical combinations (neums), together
with a transcription into modern notation, follow:—

g
1] H
1 Punctum B— H
D)
3 4 :
2 Virga i f S JE 5
ol
[ a
v | 5 g - e
3 Podatus ] C T ——
(or pes)
g
.. ] - y s .
4 Clivis s i = E
¥ S r
. g | ,
5 Scandicus * o z ’
(See p. 17) __.E i.‘L
g
. D" ’
6 Climacus 2 s D e e s
1% Hy & =
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’

| . |

7 Torculus "= W e Wﬁj—:‘:
s B — g

R el ===

(Here the thick, oblique stroke merely indicates two notes, one at the
line or space at which the stroke begins, and one at the end.)

The first note of every neum receives a vocal stress or accent, as
indicated in the transcriptions above. This is a cardinal rule which
cannot be grasped too soon. Further instruction on the accentuation of
neums has been delayed until Chapter II on Rhythm.

Some of the above neums are liable to have their last note curtailed,
and they are printed accordingly in order to indicate a specially light
treatment, e.g.: .

This half note occurs only at the end of a syllable when, in the act of
passing from one syllable to another, there is necessarily a natural

merging or absorption of sound caused, for instance, by the juxtaposition
of two such consonants as # and d.

#
1]
PRV but = ., - and .B a

Li
|

sus-tain ~ er de - fen - der save me
It is the accompanist’s business, of course, to understand these lique-
scent forms, though his accompaniment will hardly be affected by them.
Neums composed either of extensions or combinations of those set out
in the table above are very common. For instance:—

[ - a

w . I N iﬂ.

o= ) I

‘,,.- N I—.—éﬁ
’ -
N . , . , ’ r——_
- A i : { $ = ﬁ{ : : 1 - T 1. i i 1 1 R I 1 1 1 1 11
o S S .|

The structure of the last two examples clearly shews them to consist
of combinations of two distinct simple neums rather than extensions
or developments of a simple form. They are therefore known as

http://ccwatershed.org
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¢ compound neums’, and the distinction will be important to remember
when accentuation is considered in the next chapter.
Two additional forms may be noted:—
Sung as two or three tied notes,
except that in the latter case (the
g Strophicus —————————— tristropha) the voices may interpret
the centre note as a very light un-
dulation down (perhaps a quarter
tone). The accompanist treats it as three tied notes.

f————— Usually in the centre of three ascending
— % notes, it is weak itself, and strengthens

the note which precedes it, thus:

: e

It is not necessary to learn the names of the ncums in order to sing or
accompany them.

10 Quilisma

READING FROM PLAINSONG NOTATION.

The function of the C or F of the clef is not to indicate pitch, but to
determine the relationship of the notes to each other. For instance,

= . indicates E or E

but if the student will settle in his mind on one or the other, and has
mastered the forms of the neums set out above, he already knows that
he is concerned with the white notes only, and will find no difficulty in
playing any simple melody direct from the old notation. It will form
a useful preliminary exercise for him to play from the square notation
(without transposition) the melodies of the following hymns in the
English Hymnal:

736, 1, 2, 95, 165, 735, 51, 18, 141, 737-

Tt will have been noticed that in several of the above examples the tun es

as they stand are set at an inconvenient pitch, e.g., No. g5, line 2:

;
:
i
4
1
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is far too high, and the tune will have to be transposed to suit the pitch
of the voices, to something like this:

0 N
Eﬂ —j’:_; ﬁ' E ﬁ —

This sort of transposition is most frequently needed and undoubtedly
presents a difficulty in the accompaniment of plainsong. However, where
the melodies are well known (especially in the psalm tones) this will be
no stumbling block, and as in his student days the organist will be at
pains to write out his own accompaniments for the less simple forms,
the difficulty will be merely initial.

A quick method of reading an unfamiliar melody is to imagine a fifth
line on the top of the four-line stave, and to think of the square notes as
being modern notation.? A key signature will, of course, have to be
imagined, which will vary according to whether the { is on the ‘D’ or
‘B’or ‘G’ line, and so on. Thus:—

— E=ﬁ_,_
——

1 This method of approach is anticipated by some continental editions of the Latin
text (notably those from the Librairie St.-Grégoire at Grenoble), which place the
traditional notes on a five-line stave with an equivalent of the modern key signature;
for instance—

ﬁ i :
it — ,
R
alany ———a—d—2%Foa;——5 ;g4
f = r - -
O  vés 6m-nes,* qui transi- tis per vi-
o & i
- -8, o il a
E LI .uj‘o"'.h a ] E.: SRR &e.
i)
am, atténdi-te, et vidé- te,

In the more strictly traditional manner, this would open—

g !:Ej &c.
’ .

http://ccwatershed.org
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il
i

. . . ;

kness of the method is that if the clef changes in the course o
t}i ereleody, the thought of the modern parallel must be c}ropped.
However, as there will be a guide before the change to mdxcgte the
next noté, and as the tonality will have been well established in the

ind, the difficulty is not great. . . .

msutfcientz, howevg;, who are familiar with the tonic sblfa system will
find no great difficulty in transposition.

TRANSCRIPTION. N ' .
Various note-units have been employed for transcribing plainsong mto
modern notation. None is entirely satisfactory. The use of the quaver
has now become almost general, largely because it rightly su%gests a
lighter, quicker movement than the l_elsurely minim, and a%so because
neums are easily indicated by the tied quavers. It has also ecom;
common to indicate rallentandos at the end of phrases by the use o
the crotchet. However, the juxtaposition of quaver and crotchet ca}rinot
fail to suggest rigid time values in the modern sense, and througf ct)ltlxt
these pages it has been preferred to adhere to the exclusive usedob e
quaver, except for a reciting note, which is usually represented by 2

minim.
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CHAPTER II
RHYTHM

Of the many definitions of rhythm which have been attempted, it is
the exception which does not express the idea of regularity, and in the
minds of those who are responsible for the music in our parish churches,
the word would almost inevitably suggest something like ‘ four in a bar’.
The student who has considered the peculiarities of the plainchant
notation in the previous chapter has already discovered that

(@) bars, in the modern sense, do not exist in Gregorian music, and
(8) all notes have an equal time value.

In what, then, does the rhythm of plainsong consist? Firstly, the chant
derives its rhythm from the words which it clothes, and where it is
syllabic (i.e., where it consists of one note per syllable) it does so
exclusively. On this too much emphasis cannot be laid. The pulse of the
words will be the plainsong student’s first and last concern, and the
sooner he can disentangle his conception of ¢ rhythm ’ from the idea of
mechanical regularity in recurrence of accent, the better will he approach
the right interpretation of the rich and varied rhythm of the music with

which he will be dealing. The following comparison with a measured
example will serve as an illustration:

presents a very definite rhythm, essentially independent of words,
whereas:

arm

means nothing as it stands, because it possesses no rhythm of its own.
Clothe it with words, however: '

1 7 ’ -
1]

&
Py ] []
#

And the third day he rose a-gain

and it has become instinct with life, because it has taken to itself the
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rhyihm of the words—an irregular rhythm in this case, be it marked.
Or give it other words, and it takes a different rhythm:

g . .
P Co
el n ]

And as-cend-ed in - to. hca-ven,

Or yet again:

W,ho for us men and for...

thm of the plainsong, then, is the rhythn} of the words', and
gllnleetl?gg tthe pulse bf regularg or irregular, so 1t_will be reflected in, or
i ugh, the rmusic. ' )
Sl%}?:nt}gﬁe i%.ct that with the exception of the office hymns, the htur%xcal
text is wholly prose, and therefore in an irregular rhyt_thm, it is evi tgm:
that the vast bulk of plainsong must present an irregular rhy1 in
correspondingly. It is this freedom from the bondage of the reglt{l ar] §£
recurring accent which gives plainchant its _ﬂex1b1hty, and makes hl
peculiarly suitable for the prose of psalms, canticles,and mass, and at the
same time marks it off as a thing apart from any other type of mgsu.:.
The manner in which the plainchant takes the rhythm of the words 1s
precisely the manner in which the words deliver their rhythm, thelllt 1s,
by enunciating certain syllables with a stronger emphasis than ot dz'ls.
For example, if the sentence: * And the third day he rose again acc;)r %
to the Scriptures ’, be enunciated according to the principles ?thgog 1
reading, it will be observed that a stress is laid upon the syllable ; third,
“rose ’, ¢ ~cord- ’, ‘ Scrip-’, with perhaps a lighter stress on "-gamn .
But it is an emphasis of stress, or weight, or pressing, not of lengthening
the time-value, which contrasts these syllables with their nc_exgl_lbouis,
and it is precisely this method which must be applied when singing the
ds. )
wlotrwill further be observed that, carefully yet naturally gnqnqated;hall
the syllables have practically an equal time-value, and it is just ian
degree of equality which is intended when we speak of all notes b6
plainchant as having an equal time-value. In the course of Iiatu .
speech, it is obvious that the word * strength ” will take a slightly pngen
time to pronounce than the word ‘ with ’, but if the natural enunciatio ;
is good, the time relationship of the two words will certamlyhbe lelearfn
a pair of quavers than a dotted quaver and a semiquaver. The rhyth

then of ¢ strength with his arm ’ will be better indicated by i D Mo

EAEE“E‘P"""' R
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A s
than by o, oh ob J , which is exactly that mechanical type of rhythm

which is the very antithesis of cantus planus.

It may now be better appreciated why no transcription into modern
notation is really satisfactory. No form of it can avoid suggesting rigid
time-values. This matter of word-rhythm is at the very root of the study
of plainchant. It is the breath of life for chanter and organist alike, and
at the risk of repetition, a further example will be quoted: ’

-
»

R —R & a

!

We  be-seech thee to hear us, good Lord

Not so many years ago, this fragment would hardly have escaped
transcription, thus:—

with the obvious ponderous results. The natural accentuation gives
three strong syllables, which will be ‘ pressed’, not lengthened, thus:—

H (K \ 4 4 : IS
o T1 A X N 1% =, N 3y 1T ) 13
§ b—_ ! Z J1 1] I\’ 1 E ! H

We  be - scech thee 1o hear us, good Lord

The improper lengthening of the strong syllables, combined with a
corresponding clipping of the weak ones, leads to something like this:

P AN 45 N_T—K 1% Tk T : T
s n— a - mas S E—1 n

We  be-seechthee to hear us,good Lord

The prescription, then, for the treatment of the strong syllable would
seem to be ¢ press lightly, but do not stay ’. Attention must be directed
to keeping the other syllables light and even.

_So far we have considered only syllabic plainsong. Directly we come
into touch with a moreornate form embracing neums, a fresh element is
gntroduced inasmuch as the music, qua music, will have a contribution of
its own to make to the rhythm. The first note of every neum is a strong
note, Le., it is sung with a slight stress. It must be clearly understood
that th}S in no way disturbs the principles already accepted, but is
something additional from outside. If a syllable is strong in’ natural
speech, it will be strong musically in all circumstances. The stress of the

http://ccwatershed.org
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first note of a neum is additional, and is made irrespective of whether
the syllable to which the neum is allied be strong or weak. We shall
therefore have to consider the possibility of both a verbal accent and a
musical accent.

In the original example: ¢ And the third day he rose again according to
the Scriptures ’, it was seen that there were five syllables which could
be called strong. Were the traditional melody for this phrase entirely
syllabic (which it is not), five strong notes would be implied, in this
manner:

F a 1 ,b. a Py
. & | - " & g m 8

And the third day he rose a-gz;in ac-cord-ing to the Sc,riptures

However, the melody actually embodies one neum, which happens to be
allied to a verbally weak syllable ¢ ac-’. Therefore, by virtue of its
alliance with a neum, the weak ‘ ac-” acquires a stress at its first note,
and the number of stressed notes becomes six:

: ’ ’ 4 !
)
-t "
. m [ i
L Ll

a [} - |
B

V4

s .

And the third day he rose a-ga'in a;:-cord-ing to the Scriptures.

The neum might quite well have been allied to a verbally strong syllable,
in which case, by the law of simple addition, the already strong syllable
would acquire a slightly additional strength for its first note; so the
first note of a neum will, strictly speaking, be stressed proportionately
with the strength of the allied syllable. If that syllable is weak, the
stress will he very slight, but it will be there. The salient point for
the student to grasp clearly is that, in all circumstances, a stress is to be
given to every verbally strong syllable, and to the first note of every
neum.

Within any given neum, then, the initial accentuation is clear. But
from the inability of more than three consecutive musical notes to
express themselves rhythmically without the aid of a second accent,
there follows the fact that in neums consisting of four notes or more,
there must be some secondary accent. The existence and position of this
are important, but it must be remembered that no such secondary
stress is as strongly marked even as the slight stress at the opening of the
neum. It is aptly referred to sometimes as the ¢ rhythmic touch’, being
only just sufficient to define whether a group of five notes, for instance,
falls into a 243 rhythm or 3+2. In fact, it is hardly an exaggeration
to say that the stress is mental rather than vocal. Nearly always it
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occurs at the third note of the group; thus, normally?, it is characteristic
of all four-note simple neums to fall into 2+2, and five-note neums
into 2+3; for example:—

g , . a -
. N CNY a1 1N - e o
SN M) ANl B 2t 5 & L il

‘-V‘ |V0A L L - s 4

Two types of five-note neum, however (the pessubpunctis and the
pessubpunctis resupinus), generally receive the rhythmic touch at the
fourth note instead, for mstance:—

— T

[ I —

._—_’——
g [ » gs %

1 Although the above examples may be regarded as typical and normal, the position
of a secondary stress in a given neum is not fixed unchangeably, as neums are not
separable from their context. The ultimate key to the position of such secondary
stresses lies in the universal law by which all rhythm (musical or verbal) must fall into
fractional units of either two or three notes or syllables each, i.e. binary or ternary feet.
Arising out of this the following circumstances should be observed:—

(i) A single note allied to a weak syllable and immediately following a neum, is
reckoned rhythmically with that neum. Consequently—there being no such thing

as a 4-note unit—although a 3-note neum as such has no secondary stress, it will
necessarily acquire one if followed by a single weak note; thus

[ . .
1] hnﬂn [SCH

. re-gard the prayers of thy..
(A secondary stress is marked by a small perpendicular stroke below.)

Immediately before a division bar, however, a single note, being a lengthened
note (see pp. 18, 37), is counted for this purpose as if it were a strong note,
irrespective of whether the allied syllable is strong or weak, and the last note of
a neum preceding it will not receive a secondary stress; hence

S S —

not !

li-ber-ty i - ber - ty
(i) A weak single note following a simple four-note neum draws the secondary
stress from its normal position at the third note to the fourth; thus
Int Christmas
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(iif) The final note of any neum which immediately precedes a division bar or pause,
being a lengthened note, is counted rhythmically as a strong note, and it there-
fore displaces any secondary stress which might otherwise have fallen on the
penultimate note; thus

Sanctus VIII » i.5
1]

[ but .
bl e e, " S o
. . full  of . '
Sanctus I1 Agnus VI
o A —

' but

LX) -

. . com-eth . . .of God

s s Int. Lent ij
Int. Ascensiontide "]

O hide . . .of oid

Exceptions may be found; for instance in the psalm-tone endings i.6 and i.7
the final note, although it is lengthened, is so clearly a mere extension, that the
original rhythm of i. 5 is preserved, e.g.

. i.6

]

L .
T

-
A
.

(iv) The occurrence of a pressus {see p.17) is capable of disturbing the normal
secondary stress of a preceding neum only if within its own neum the pressus
has the effect of making the first note weak. Compare, for instance, the following
pair of compound neums:—

In the first instance the normal accentuation of the opening neum has been thus
disturbed.

On the whole, the student need not be greatly exercised as to the position of
secondary stresses, especially in his earlier days, as most frequently the act of singing
provides its own solution. In practice, it is surprising how seldom the broad rule of 2
stress at the third note of a 4-note or 5-note neum does not apply.

If more detailed information is sought, the chapters on Rhythm (in relation to the
Latin text) in 4 Grammar of Plainsong, published by the Benedictines at Stanbrook
Abbey, Worcester, will be found useful.

As to the non-existence of a four-note unit, the consideration of such words in the
English text as ‘miserable’, ‘ céremonies’, ‘ifinocency’, may lead to a questioning of
the finally axiomatic nature of the binary and ternary law. It is maintained in some
quarters that simple neums of four and five notes may occasionally be instances of
quaternary and quinary feet respectively. Reference may be made to Latin Hymody by
Dom Anselm Hughes, O.S.B. (Faith Press). See also Grammar of Plainsong, p. 51.
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Compound neums consist of the combination of two or more simple
neums, and the rhythm of the whole group is recognizable from
its composition, the stresses being merely those of the component simple
neums as they fall in succession:

There will theréfore be no
difficulty in distinguishing 4
between such groups as the 8 By
following which, though —— i LG U e
consisting of the same notes,
differ in rhythm:

It is useful to remember that the setting of a
virga at the apex or culminating point of a neum
generally signifies a secondary stress at that
note. e.g8.:

In addition to the natural articulation of compound neums into their
clements, a kind of phrasing is sometimes indicated within a compound

neum by slight spaces of subdivision, e.g.:—

Lordhave mer - - - - -~ 7 - cy.
Ky-ri-e e

'The notes immediately preceding the spaces are then subject, as the

Ao
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lay-out of the notes would suggest, to a slight prolongation l—a
doubling of time-value—and the neums might be transcribed thus:—

In certain recent editions a slight space is also encountered within a
simple neum known as the salicus:

=] =
which, though closely resembling the scandicus
n

-

;s distinct, in that a stress is given to the second note. Once again, the
spacing makes the accentuation clear, but as in most editions of the
English text this distinction is not made, it may be well to bear in mind
that when the scandicus appears in the form .H instead of :1 , the thythm
of the salicus may not be incorrect.

There are three circumstances which may disturb the usual accentuation

at the beginning of a neum:
1. The occurrence of the pressus, i.e., the contact, within a neum, of

1This prolongation of a note (the mora wvocis) is indicated in some editions by a full-
point after the note concerned, corresponding in idea with the dotting of a note in
modern music, thus:

[

P L P ‘
(e " e 4, | mll 8, g
AT TR | 19 A Nl
+ — L
Ky-ri-e e - - le-i-son
This device is also used for indicating not only a rallentando before a division bar—
g P
] — v R g B g iam a
a - m " ol e o
L el TS

...Great Judge, to op - ¢n thine as-size, To give vach hid-den sin its smart,

but the precise point at which the rallentando begins, thus:—

[
[] e, a &R a a a
¥ a0 e,

»
<

L - P
shines forth 1n mystic glow
c

The roy - al ban-ners for-ward go ; The Cross
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two notes of the same pitch followed immediately (still within the same
neum) by another note, generally a lower one:

2
]

3 ™, -

A B R

The effect of this meeting is to produce one long note instead of a
repeated note, with a strong’ stress at the expense of the preceding
note (if any), thus:—

H— , ’ ’,
g - e e e

2. In the salicus mentioned above, the stress at the second note is
transferred from the first note:

R

3. The quilisma, which is weak itself and strengthens the preceding

If, as in this example, the quilisma is preceded by two notes (a podatus
or clivis) it is usual to dwell on the first note so as to double its length:

N p—
" 4 by 1 1 i 1 1
ag ; —

Explanation has already been given that a division bar implies a rallen-
tando which will vary in intensity with the importance of the bar. As a
general rule it will be confined to the two notes before the bar, or to the
last note alone if the penultimate note, either for verbal or musical
reasons, is not the stronger of the two. (See footnote p. 17.) The final
division bar naturally calls for a more marked rallentando, except when
it is employed, as it frequently is, to indicate alternations between groups
of singers (chanters and chorus, men and boys), in which case it will be
treated as an ordinary full division bar.

Three occasions of stumbling may here be noted for the beginner:
1. Tt must be remembered that it is always the first note of a two-note
neum which receives the accent, while the second note is lighter. There

ST

Gl
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is a temptation in a rising neum to accent the higher note instead, e.g.:
* » *
T s 8 . o

bj:::.&::::iﬁ- a—a—=2

Glo-ry be to the Fa-ther,and to the Son, and to the ho-ly Ghost

It is not in the earliest stages only that care has to be exercised not to
stress the second note of the neums marked *.

2. Weak syllables at the ends of phrases must be jealously watched;
they easily become leaden. They can hardly be © taken off ’ too lightly.

’

[
- .
2 * A ®
" n

g
—

.. _1 have been in trou-ble . .mer-ci- ful and ten -dcr,

3. Passages of single notes alternating with two-note neums seem to
be particularly prone to a mechanical ¢ crotchet-quaver ’ interpretation
due to the improper lengthening of the single notes coupled with a
hurrying of the neums. For instance, in the Christmas sequence:

. %
B - ol | i =
| B
And the maidenbearsa Son,
not
2 Series of two-note neums also offer opportunities for a similar mal-
treatment of the rhythm, e.g.:
i - . .
L a = e . is too readily
DT I a__ (& 8 a
O blest cre-a-tor of thehght
o) ~
71 i 1 ) i | =T 11

interpreted as =
v

With regard to pace, except in large resonant buildings, anything
appreciably slower for single notes than the deliberate enunciation of
distinct natural reading will probably be too slow. The chant should
move quickly with a smooth flow and pulse, and with no suggestion of
labour. The following exercise may be useful for serving the double
purpose of testing the average speed and, so to speak, shaking the rhythm

c2
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free. Take the words ‘ Lord have mercy upon us, and incline our hearts
to keep this law * in conjunction with the melody that is now commonly
associated with Merbecke’s Communion office.

‘b & 2 a B ® =&

1. Read the whole sentence aloud in the natural voice, quite simply
and distinctly, blurring no syllable, yet clearly retaining the natural
speech accentuation.

2. Repeat the process exactly but in monotone.

3. Repeat again, still retaining the original pace and rhythm, but
applying the melody.

4. To test, repeat process No. 1.

Choirmasters will find this type of exercise useful for instructional
purposes. For strictly syllabic music they may adapt it by making
sections of the choir combine processes 1 and 3 simultaneously. Both
sections will require careful attention.

The student should now be in possession of sufficiently full elementary
knowledge to enable him to give an intelligent interpretation of any
plainsong melody. Naturally he will develop his proficiency by practice,
and he will certainly find no dearth of exercises if he will set himself
the pleasant task of soaking in the pages of The Ordinary of the Mass;
Additional Settings of Certain Canticles; Introits; and the English
Hymnal. (See p. ii.)

S R e e e e I s E e M N S s
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CHAPTER II1

TONALITY
TuE MODES

The terrors of the modal system will be reduced by one-half so soon
as the novice grasps two very elementary factors, namely:

1. Throughout the whole range of plainsong he has to deal with white
notes only; that is to say, the melodies as he will find them written,
are all capable of being played on the white notes. In oth2r words, he
is dealing with the diatonic scale. The exceptional B flat will be
considered later.

2. The division into modes is primarily 2 method of sorting melodies
into classes according to the notes on which they end, Z.e., ‘ finals .

The need for any such classification becomes at once apparent when it
is seen how profoundly the character of a melody is affected by the
circumstance of its final note. A rough parallel may serve to illustrate the
point. The character or ‘flavour’ of the familiar ending of a hymn tune

urﬁ;r"'u

would have been very different if the ‘ final > had been C instead of
E flat:
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Plainsong melodies fall into four primary classes according to whether
they end on D, E, F, or G, corresponding with the old mode-names of
Dorian, Phrygian, Lydian, and Mixolydian respectively.

The need, however, for an inner classification or sub-division becomes
evident when it is remembered that one octave provides a sufficient
range for almost any plainsong melody, and that this octave may be in
one of two positions in relation to the final D, E, F, or G, viz., it may
rise from the final itself, or from the interval of a fourth below, ie.,
A, B, C, or D, according to its class. Each final, then, serves two octaves
or modes, the upper of which is known as the ‘ authentic ’ mode, and
the lower as the relative  plagal . This sub-division is therefore a
differentiation of locality.

The eight ecclesiastical modes may be set out thus:

0 )
‘? — e e =— (Dorian)
e A
i——————a= (Hypo-
¥z o & ° Dorian)
ses d m
1) #\'} ——eu T e - (Phrygian)
v %ﬁ a (Hypo-
SESSS S = Phrygian)
2 A .
V?E# e ——— e — (Lydian)
{ )
ij — (Hypo-
== Lydian)
. /) 0 B
VIJE ——— e ot (Mixolydian)
viij e ypo-
% oo o —o— Mixolydian)

e

= T TR
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The total result of the twofold classification is a grouping of melodies
which, according to their class, impress the ear (some melodies more
clearly than others) with certain characteristics best conveyed perhaps
by the word ‘ flavour .

The modes are still sometimes referred to under the old Greek names,
in which case the plagal or lower mode is distinguished by the prefix
¢ Hypo . This nomenclature has the advantage of marking the relation-
ship between the pairs of modes (e.g., Dorian and Hypo-Dorian, which
must necessarily have much in common in that they have a common
final) and is largely retained in connexion with folksong, though here
the frequency with which the range exceeds the octave, and the absence
of a peculiar ‘dominant’, make a distinction between authentic and
plagal superfluous. A folk tune, therefore, which is classifietd as * Dorian ’
may quite well be expected to range several notes below its final D.
In dealing with the ecclesiastical chant, however, it will be found that
the distinction is more marked, and convenience has dictated the simple
numerical classification which is now generally accepted, and which will
be adhered to throughout these pages.

It will by this time be understood that any first mode melody will
consist of notes contained in the first stave of the above table (or a slight
extension of it), and will end on its final D; and so on with the other

modes.

Two other points must be noticed:

1. Each mode has a ‘ dominant’, not in the modern sense, but a
dominating note which asserts itself constantly in certain melodies of
that mode or acts as a central note around which the melody more or
less pivots, though the influence of this note is much stronger in certain
classes of melody than in others. The dominant is of supreme impor-
tance in the psalm tones where it is employed as the reciting note. In
the above table it is marked thus: =) , and it will be noticed that
whereas an authentic mode and its relative plagal have a common

final (marked ~), the dominants are not the same.

2. The B in every mode is liable to be flattened. This accidental may
be regarded as a relaxation (or perhaps 2 complication) of the strict
modal system, and no doubt it owes its origin to a desire to escape
from the tritone (B to F), an interval which, even before the harmonic
system developed, was increasingly felt to be intolerable. The student
will do well to bear in mind that the B flat is, after all, an accidental,
and that the less it figures, so much the more clearly is the pure form

of the mode preserved.

For purposes of comparison it may now be found useful to transpose
the modes so as to reduce them all to a common pitch:

a
4
a
4
i
i




24 PLAINSONG ACCOMPANIMENT
g~ . !
1 ' mo— 'S s — E lf"nJJl
- 1 1 —1
/) o . —
e — o brse T b
v e T
e . —ri—
ijj @ — e e —o o
-

. 9 f!\ La
lv T d . 4 'U!’- i |
A ¥
A" T X% 9—"._‘;—‘:‘"

I/ )
vj Y —
ﬁe — S o—— 1 ——
.. 0 m
vij % S e —
<
A " .

[ . A—
pleT———+—
viyj ? — — Pl !
! -

To avoid misunderstanding, it should perhaps be pointed out that in
the above scales the first and last notes have no peculiar significance
beyond marking the normal range limits of the mode unless they are
specially designated as finals, as in the authentic modes.

Several interesting points emerge:

(a) In modes i to iv, the final—which is, in a sense, the ‘ key note ’
to which other notes are referred—proceeds upwards to a minor third,
thereby imparting 2 definitely minor character to each of these modes.
In modes v to viij, however, the third above the final is major, and their
character is correspondingly major. This will inevitably be felt at the
close of a melody, and generally throughout its course.

(b) A striking feature of modes iij and iv is the minor second above
the final. Melodies descending by a semitone on to their final are

YRR
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immediately recognized as belonging to one or other of these modes—-
to which of the two, will be determined by the ¢ lie * of the melody in
relation to the final. Melodies in these modes, however, do not
necessarily all approach their final from above.

(¢) Modes v and vj are the only ones distinguished by a leading note——
the final being approached from below by a semitone. All other modes
approach the final upwards through a flattened seventh.

(d) Thenotes of mode viij areidentical with mode i. But if the positions
of the finals and dominants of these respective modes are noticed, and
their functions remembered (i.e., to act as an ‘ anchor > and ‘ pivot’
respectively for the other notes), and further if the characteristic
mentioned in (a) above is borne in mind, the dissimilarity of these
modes will be evident.

(¢) The notes of mode vj are identical with those of the modern
major scale. Note carefully, however, the final and the dominant;
also the interval between the final and the third note above it.

(f) Mode vij, including its final and dominant, is the modern major
scale except for the flattened seventh instead of a leading note—a vital
distinction, particularly as melodies lie low in the scale for the most
part, and, by means of a downward extension of the mode, approach

the final upwards.

FLATTENING THE B.

The effect of flattening the B of any mode will be seen by adding the
next available flat to the key signature extended on the right of the above
table of transposed modes, and in the case of mode v, by making the
sharp a natural. It will at once be observed that there will be a duplica-
tion of key signatures, e.g., an added flat in the key signature for mode i
produces the ordinary key signature for mode ij. But, as in (d) above,
the lowest note of the scale representing mode ij is not the final (as it is
in the case of mode i), and further, the dominants differ. Similar com-~
parisons may be made with the other modes.

The result, then, of flattening the B will have a less confusing effect
on the modes than on the student. For his comfort let him recollect,
however, that the B flatis really an exception, that it will take care of
itself when it occurs in a melody, that it may come as a help to him
in his accompaniment, but that his first concern is to become familiar
with the unadulterated tonality of the mode: that is the atmosphere in
which he is to think.

Two points of interest may be noted:

(i) The flattening of the B of mode v (F sharp in the above scale) pro-
duces the modern major scale, with its proper key note and dominant.
(See () above.)

(i) In mode vij, the flattened B (E flat in the above scale) reproduces the
mode i scale, together with its final and dominant. Actually, however,
on account of the ¢ lie ? of the melodies, there is seldom need to flatten
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the B in mode vij, whereas in mode i the frequent proximity of the notes
B and F (the hated tritone interval) accounts for the very common use
9f the accidental. In fact, the relationship of the two modes is close only
in theory. Practically, there can be no confusion. In mode vij the recur-
rence of the unflattened B (which is a major third above the final)
Imparts an unmistakably ‘ major ’ character to most melodies (e.g., the
Introit for Ascension Day, p. 108), which no occasional accidental can
obliterate.

KEY SIGNATURE.

For transcribing a plainsong melody into modern notation the following
rule will secure the correct key signature.

Determine a convenient pitch for singing the melody, and employ the
ordinary key signature of whatever note is found to fall on the € line.
(For exceptions, see appendix to Chapter III). For instance:

] a 2

a )

T

|4 f— fig - I

If considerations of pitch demand that the second note should be B
flat the key signature required will be that of B flat major.

Or if the melody requires no transposition, the key signature will
naturally be that of C major.

Finally 2 word of encouragement for the young student. The chapter
opened hopefully enough, but during its course complications have
arisen, and perhaps despondency in the reader. It is good, though, that
he should know from the outset the sort of distinctions and charac-
teristics he will have to look for in dealing with the different modes.
Let him remember, however, that it is not necessary to grasp all the
subtleties of the modal system before making a very good beginning in
the accompaniment of plainsong. As a first step it was undoubtedly
necessary for him to make the notation and the rhythm his own. These
were the doorway through which he must pass; but the modes are given
him from above, as a land to explore. At first he will go as he is bidden.
Later, his practical experience will help him to move about in them with
increasing familiarity, and so he will come to learn their full beauties,
to feel at home in them, and to love them—yes, and sometimes, perhaps,
to dare step outside them. The years so spent will be happy.
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APPENDIX TO CHAPTER 1
TRANSPOSED MELODIES

A certain type of melody will be met, the final of which does not
correspond with that of the mode under which it is classified. Instances
of this are exceptional though not rare, but as the student can become a
very useful accompanist without knowing anything whatever of this
peculiarity, it has been thought wise to avoid confusing his mind in
early days and to confine instruction on this point to an appendix.

An apparently impossible final is evidence that the melody has been
transposed up a fourth or a fifth in the plainsong notatidn with an
approximately corresponding change of clef. Approximately so, for the
reason that an exact transposition of all the notes of the mode cannot
be effected by a mere change in the position of the clef.

The object of this transposition was to make use of a note which
normally did not figure in the mode.

Mode iij
= A2 @ ®_ & a
g — a0 : 2 2
& i . i
a3
] Py P
: PR A, = @ n —p [
x #* i)
. R " [} * :
F*—.—'_‘— - & a—f T —

This is an example of a third mode melody with an F sharp added to
it by a process of transposition.

If the position of the { is ignored for the moment, and, bearing in mind
that the final of the mode is E (as is therefore the first note also, in
this instance), the tune is read through accordingly (i.e., without trans-
position), it will be found that in the fourth division the fourth note
is an F occurring in unpleasantly close proximity to an earlier B—the
intolerable tritone interval. Clearly something must be done. The remedy
is to sharpen the F, and the means of effecting this is to shift the clef so
as to transpose the melody a fourth up. What was an F now becomes
a B flat. Omit the flat sign and the effect of an F sharp is achieved.
This manipulation allows for the characteristic F of the mode (the
semitone above the final) being preserved when required, by the use of
the flat () which is seen thus used in the last line.

This transposing up a fourth in order to get the effect of an F sharp, and
a similar transposing up a fifth to get the effect of a permanent B flat,
or of an E flat by flattening the transposed B, is not uncommon. A
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further example of the former may be seen in the Introit for Trinity xij,
and of the latter in the Introit for the Sunday after Ascension, or in
Hymns 2, 214, or 261 (E.H.):—

= & a s . & E. Mode ij
a - R - n &
' a2 1 — —t & a2 =
[ PR PN
| I ] P » -~ C R,
a4 N e =—p— L2
]

This last instance is interesting because, as the B of the untransposed
mode (F as transposed) never occurs, the transposition is entirely
unnecessary, and merely bears witness to a second mode habit. The
evidence of transposition is always clear, of course, in the misleading
position of the final; A, for instance, is the final of no mode. The final
of mode ij is D.

The question here is: how is this manipulation of the modes going to
affect the accompanist?

Surely little violence will be done if the accompanist, taking the chant
at its face value, uses the ordinary key signature that he would under the
normal rule (p. 26). He will at least be using notes which are employed
in the melody. It should be borne in mind, however, that the trans-
position has usually been made, not in order to alter the tonality of the
whole, but to provide for a fleeting exceptional note. Therefore, if the
pure tonality is to be strictly preserved, the accompanist will have, by
a mathematical process, to modify his key signature as follows:

Melody transposed 4th up: allow one sharp less (or one flat more).
Melody transposed 5th up: allow one sharp more (or one flat less).

Example:

. . Mode ij
] 2 o ., T m oA
Ml " e ™ »
a 0
B

[
e . n a—2 5 o |

il la.. M)

a . | n |
al [ ]

If considerations of pitch dictate that the note on the { line shall be
D, the normal rule provides for the D major key signature of two sharps,
thus:

L e I N e E
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But as the final appears to be A, whereas a second mode melody actually
ends on D, there must have been a transposition of a fifth up. Therefore
the key signature must bear an additional sharp, with 2 G natural as an
accidental in the third division:

The former key signature will suffice, but it is good for the accompanist
to remember that the G sharp is the normal, and that he may use it
accordingly in the course of his accompaniment.

Lest it still be felt that requirement for this modification is pedantic,
the following instance may convince:

a 5 a B g B | a ¢ ] ﬂ_ﬂ"{
e S T B Bl T PO | Ml
a ® T NP -
Seek ye the Lord, while he may be found: callye up-cn him while he is pear, al-lé-lu-ya. iv. 4

This fourth mode Advent antiphon is transposed up 2 fourth in order
to gain the effect of F sharp in the third section (represented, of course,
by B). The normal tonality, however, is restored to the next section by
the use of the flat giving the very characteristic fall of a semitone on to
the final. Now this F of the mode is a most characteristic note, so much
so that the use of the F sharp in an accompaniment should be shunned
at all costs unless a specific licence is granted, as it is in this antiphon.
Suppose, then, that the F sharp of the mode is allowed to figure in the
key signature of the accompaniment. The antiphon leads directly into
its psalm without any break. Is the F sharp to be used there also, as a
matter of course? Shall we, for instance, accompany the fourth ending
thus:

Surely not, unless its tonality is to be entirely sacrificed. The accom-
panist must be on the lookout for these transpositions, settle his key
signature in accordance with the true mode, and depart from it only
if it is necessary in the immediate neighbourhood of the F sharp effect. A
litle more latitude is naturally allowable where the transposition 1s
made in order to flatten B’s; however, the B natural should not be
suppressed.

;
3
|
i
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The rule, then, is clear, and its strict application in mode iv is called
for. Whether in other cases the F sharp or the E flat may be drawn
on more freely is a slightly different consideration. Being in the nature of
a licence, its use must be governed by choice rather than by accident;
the rule at least should be known.

Incidentally these remarks remove a misconception as to the use of the
C clef, namely, that melodies were transposed in order to bring them
within a reasonable singing pitch. On the contrary, the { has no signifi-
cance of absolute pitch, and it has been shown that transposition arose
from entirely different causes. It is interesting, too, to observe that as
the sharp sign was not brought into existence until the fifteenth century,
transposition was the only method available for securing that occasional
accidental.

Complications may be resented by the student, but, lest he grudge
unduly, it may soften him to recollect that when the melody was evolved,
the writers can hardly have said: ¢ Now let us write something in a trans-
posed mode so as to make it more difficult °. Rather the melodies took
shape in the minds and voices of people who, maybe, were not concerned
with writing them down; at any rate not in a four-line stave. The tritone
effects would get smoothed away by an instinctive process. When the
time came to catch those creations in black and white, the only means
of preserving an F sharp or an E flat was to transpose the mode by a
manipulation of the clef.

e ——— e ——
= e —— ORI

= ol oy P
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CHAPTER 1V

THE ACCOMPANIMENT

. Negative. v

2. The kind of chord to use.

3. Vertical Aspect: Harmony in relation to the rhythm—
(a) Where to place chords.
(b) Passage from chord to chord.
(¢) Examples in detail.

4. Horizontal Aspect: Harmony in relation to the melodic line—
(a) Number of parts. N
() Harmonic basis as an accompaniment.
(c) Other decorative forms of accompaniment.

5. Registration.

1. NEGATIVE.

It cannot be too clearly emphasized that the melody is complete
without any accompaniment whatever. Attention has already been drawn
to this in Chapter 1, and here it may further be urged that in no service,
whether festival or otherwise, should all the plainchant be tied to an
accompaniment as a matter of course. The choir responses at Matins and
Evensong, the Litany, the Gloria before the gospel, the Sursum Corda,
and all sung Amens afford opportunities which should gladly be seized
for allowing the organ to be silent. Quite apart from the intrinsic beauty
and the gain of variety, the ability which the singers will achieve to
respond naturally, as a matter of habit, is a most valuable asset. It
would, indeed, be well to regard the sum of these as an irreducible
minimum of unaccompanied plainsong, which would form a foundation
for singing at least the office hymn and the psalms during Lent and
Passiontide without the organ. The choirmaster who will have the
courage to experiment in this direction will perhaps be surprised to
find that as the next Lent comes round, he will positively welcome its
musical austerities.

2. THE Kinp oF CHORD TO USE.
Two elements require consideration in choosing the chords which are

to be used for the accompaniment of plainsong:

(i) Material available;

(i) Manner of construction.

(i) Material—Plainsong melodies are cast in the eight ecclesiastical
modes, which admit the use of no accidentals other than the flattening of
the B.2 That is to say, a definite limitation has been imposed and accepted

1And the comparatively rare exception of an F sharp or E flat arrived at by a
process of transposition. ~This is dealt with in the appendix to Chapter III.

i
b
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in selecting the material: certain notes have been rejected. It follows that
the same kind of discrimination which underlay the choice of material for
the melody must also be exercised in forming the chords used to accompany
it, unless melody and accompaniment are to diverge in colour and be
out of sympathy. The chords, then, will consist exclusively of notes
contained in the mode of the melody.

The term * modal accompaniment * has no doubt done good service as
a scarecrow to frighten away the timid, yet the thing itself need cause
no terror. The first step by which it will be attained is to determine the
key signature of the accompaniment in accordance with the rule in
Chapter III (p. 26) and to keep rigidly within its confines except for
the permissible use of an additional flat or one sharp less, which will,
of course, represent the flattening of the B. It is true that there are other
considerations, but they are not first in order of importance for the
beginner, and they may be deferred to the later stage to which they
more properly belong.

(ii) Construction—Frugal diet suggests simple cookery. Further, it
should require no demonstration that if the accompaniment is to be
a suitable vehicle for an ancient melody, it should lean away from
modern harmonies. It should at least have a closer affinity with the
harmonic developments of the early polyphonic school than with
later forms.

The severest rules are the best, and may be summed up as follows:

Two chords only should be used, viz.:—
(1) The common chord;
(2) Its first inversion. The second inversion is admissible only in
the form of a suspension, properly prepared, but it is invariably better
to substitute a 4 to 3 or a 6 to 5, thus—

2 l instead of %} ‘b E
l
é E ] instead of

and Jy_\‘l

(3) The first inversion of the imperfect triad may be admitted,
but as a less staple form of diet. Free use may be made of

(4) 8Suspensions, properly prepared—4 to 3 (as above), 7 to 6,
9to 8.
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(5) The discord arising from the use of the appoggiatura (see A in
Ex. p. 35) is not to be forbidden, though it should be exceptional.
In early stages it is best avoided altogether. Its use will be referred
to later (p. 77).

(6) Plain octaves.

Such is the accompanist’s stock-in-trade. The catalogue is incomplete,
however, without a statement that a large proportion of the notes of the
melody will be treated as passing notes (a), auxiliary notes (b), and notes
of anticipation (c).

ﬂ’_'l_Jf_ﬁh TR P A g a

(] 5 P .

e ® gh[,J

I &

Lord, have mer-cy up-on_ us, and in-cline our hearts to keep this law.

Jjj J J 4>

£ ¥—r
1 1
T

’5 L '6 5 5 5 g s 6 S5 |5
The way is now clear for determining where the chords are to be placed

—a consideration which is at the very root of any satisfactory accom-
paniment. The chord ill selected is less harmful than the chord ill placed.

3. VERTICAL AspecT.—Harmony in relation to the rhythm—

(@) Where to place chords. If the above examples are analysed, it will
be noticed firstly, that conforming with the foregoing rule, ail the chords
employed are common chords (5), first inversions (6), or prepared
suspensions (8); secondly, that the use of chords is economical. In the
first example 11 chords have been used to accompany 25 melody notes,
and in the second only ro. The notes which have no fresh chord of their
own are treated simply as passing notes, auxiliary notes, notes of antici-
pation, or harmony notes over a standing bass.

Now an essential characteristic of any plainsong melody is its fluency,
and its right to flow easily must be defended at all costs. Any form of
accompaniment, therefore, which impedes movement must be rigorously

D

I
E
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excluded. In ordinary circumstances it should take not more than ten
seconds to sing the above melody; and any more liberal use of chords
will unquestionably have the effect of weighing it down, and retarding
its free movement, largely on account of the sheer difficulty of playing
a quicker succession of chords. For example, an additional chord at the
third note of the above Kyrie clearly has a deadening effect:

.

]
*
and still more fatal would be the misapplied energy of such an opening

as—

Lord,. . .
4

On the contrary, it may be seen that a more rigid economy would enable
the melody to shake itself even freer, e.g.:—

5 B N — D T A
D S . S~ S VT 7 B -

Lord, have mer-cy up-on
_ttofl ; d é> Y — o
) =

= s

This has reduced the proportion to 7 to 25, and in so far as it liberates
the light flow of the rhythm it is satisfactory. On the whole, chords to
melody notes in a proportion of I to 3 is a suitable sort of test standard
to be borne in mind, though opportunities of using fewer chords will be
sought, whilst, on the other hand, circumstances may demand greater
liberality—for instance, in the psalm-tone endings.

If a word of apology is needed for the old chord-per-note accompani-
ments of half a century or more ago, which so successfully obliterated
the character of the melodies, it should be remembered that they arose
quite inevitably in early revival days, when patience in research had
not borne its full fruit, and when there was no adequate guidance as to
the traditional manner of singing the chant—a free verbal rhythm
pressing through a quickly flowing melody. Even yet, some of the
hymn books at present in popular use seem to have found it unac-
countably difficult to detach themselves from this uninformed manner.
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How shall a given allowance of chords be distributed? It is evident
that if only a comparatively small proportion of the melody notes are
going to receive fresh chords, the accompaniment itself must make some
contribution to the rhythm of the whole, for each chord as it occurs will
have the effect of creating a fresh pulse or accent of its own.

For instance, to revert to a melody used as an example in Chapter II:

oW} 3 —h
o
Py a ‘I

) 3 " N

i —v— |
.t . d—

The melody, as it stands without words, has no rhythm, but the first
accompaniment, by the distribution of its chords, naturally suggests an
accent at the third and sixth notes. That is to say, the first accompani-
ment is less congruous with the words ¢ and ascénded into héaven ’ than
with the words ¢ and the third day he rose again ’.

Now it is perfectly true that it is to the voices that the prime responsi-
bility is entrusted for establishing the verbal and musical rhythm of the
melody. If, however, the accompaniment introduces accents which are
foreign, to that extent will the rhythm of the melody tend to become
clouded.

It follows, therefore, that fresh chords or changes of bass should as far
as possible coincide with accents in the rhythm of the melody. A couple
more examples will drive the point home:

& W) 2 : --m
- TRl )

~ < Whowiththe Father and the Son to-geth-er is wor-shipped and glo-ri-fi-ed:Who spalisby the Prophets.

N el [ A "
. . r .
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- - we ac-knowr-ledge thee tobe the Lord. All the earth doth wor-ship thee, the Fa-ther ev.er:last-ng,

It should here be pointed out that the converse does not necessarily
hold true: that is to say, an accent in the melody, whether verbal or
musical, does not in itself demand a change of chord. For instance, in
the second example the comiparatively strong accents at * might have been
marked by a change of chord, but it was chosen not to do so, not only
because there was no need, and economy of chords is valuable, but also
because the filling in of these blanks would have established too great
a regularity of tread throughout the whole accompaniment to allow a
feeling of repose. This example is also useful, incidentally, for showing
at the third chord how it is sometimes difficult to avoid changing the
bass at a comparatively unaccented note. Both verbally and musically,
however, a change at ‘ be’ is more satisfactory than at either of its
weaker neighbours ¢ to * or * the *. Perhaps the whole passage would have
been better accompanied in some such manner as this:

=___..,__..___,._l. ol [] ]
B 8 8 B A [
a i

- « weac-krow-ledge thee to be the Lord, All the earth doth wor-ghi p thee, the'Fasther év-er-last-ing;

'The idea of emphasizing accented syllables by a change of chord is,
of course, by no means peculiar to the accompaniment of plainsong.
Exactly the same principle underlies the bulk of recitative accompani-
ment in oratorio, and a parallel treatment is not uncommon in the modern
song. It is interesting to note how completely the idea is applied in the
following quotation from Martin Shaw’s * Columbine’s Grave ’ (Cramer).
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All accented notes, then, furnish opportunities (whlch may or may not be
used) for a change of chord. In addition, the division bar implies a
rallentando—slight or marked, according to the degree of the division—
reaching back to the nearest stressed note, and indicates correspondingly
a locality within which chords may be used more freely. The rallen-
tando may be confined to a single final note or it may begin a little
earlier, but in any case the note immediately preceding a division bar,
irrespective of ail other considerations, is natura_lly sub__lect to a slight
lengthening and accordingly provides an opportunity (which, again, nlljay
or may not be used) for 2 change of chord. Before a final double bar
this opportunity will certainly be used; here indeed, where the rallen-
tando is very marked and is pushed back usually for three or four
notes, chords may well be used fairly liberally.

a vij. 6
c [0 i) A A r fp
Asitwas,...and ev - er shall be :world with.out end. A . men. -
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Coupling the foregoing considerations with the analysis of rhythm in
Chapter II a position is reached which may be outlined as follows:
(i) There are no laws demanding a change of chord at any note, but
(i1) Always keeping in mind the need for economy in the use of chords,
there are certain points where one is entitled to make a change, and
from these points a selection must be made. The * entitling points * or
‘ possible points * are;—
(1) Strong syllables (single notes).
(2) A stressed note in a neum.

(3) The close of a phrase (the rallentando).

ANALYSIS OF NEUMS.
All. The first note is always stressed.

The second note is always weak (but this may coincide with
(3) above).
3 note. 'The middle note is weakest,

Never use more than two chords; more usually one only.
4 note. ‘The third note is liable to a slight stress; but a division bar
immediately following may draw this stress to the last
note (see p. 15). The use of three chords is usually

excessive unless (3) above applies.
5 note. The secondary stress will fall on the third or fourth note

according to the neum’s character and context (seep. 14).
Two chords should be sufficient; one may do better.

Compound neums generally analyse themselves.

N.B-—The normal accentuation of a neum may be disturbed by the

presence of a pressus or a guilisma. See also salicys (p- 17) and ‘Com-
pound Neums’ (p. 16).
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, i fresh chord.
b) Passage from chord to chord. Approach}ng af )
'I(hl naturi c{; the chords at the accompanist’s disposal provides .thaf
every fresh chord will be a concord unless it is a prepared suspension
(p. 32)—an instance of passing from concord to discord:

-

i d unless the note
A hord must never be approached by a discor (
forrrlr(:i‘flgcth:discord falls within one of the following three categories.
In each case it will be observed to be a weak note:
(1) A note of anticipation:

(ii) A passing note,in the particular sense of an unessential note moving
stepwise to a harmony note in the same direction in which it was
approached:

F 2 A
s e = nf‘ﬂar o z rl'Tl fa

and shew ourselves glad‘ in him with  psalms.

— 1 11

1 The appoggiatura is dealt with at p, 77.
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(iii) An auxiliary note, i.e., a passing note returning to the harmony
note whence it started:

It will therefore be inadmissible to approach a fresh chord thus:

N R

God of God

That is to say, it is not sufficient for the fresh chord to be approached
stepwise in the melody in order to entitle the note of approach to form
a discord, whereas had the B fallen within either category ii or iii above,
the same discord would have been permissible, i.e.,

J E or , \

) Loy +

Similarly, in the sequence for All Saints, it will not be permissible to
approach the fresh chord at ¢ min-’ thus:

U I e
5] i n

- Of the Spi-rits min-is - try,. .
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K
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A better treatment would be:
7 [m —

Of the Spi-rits min-is - try. .

b
%D:‘P‘EP}}RKL
g

= i
1

T T
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T e

¢ Spi-’ i ious harmony cannot be
oach to ¢ Spi-’, however, in the previous r
soT ?:agﬁgrdismissed as not fulfilling the orthodox requirements, for the
B at ¢ the ’, although it is not strictly a note of anticipation, is yet
anticipatory’ of the B within the following chord, and may therefore be
regarded as classifiable under that category. Such an approach is clearly
preferable to:

&e.
%
i i i but the
is not the nature of the discord which rules this example out, ;
fiétlihztt) it anticipates nothing, for had the same discord led on thus :

d e

i Id have been perfectly satisfactory. o v

ltS\ZZ}li anticipatories, then, may be allowed, but it is useful to note that
the effect would have been improved had the C natural (with which the
B forms a discord) not been doubled:

I&c

gt

(In this connexion, see notes on three-part work, p. 49.)
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By this time it may have been noticed that the restrictions laid down
as to the manner of passing from chord to chord might have been
covered by a more general rule at an earlier stage to the effect that all
notes of the melody which do not receive a fresh chord must form either
harmony notes (concords), or discords in the shape of notes of anticipa-
tion, passing notes, or auxiliary notes. The rule does, in fact, hold good,
but attention has deliberately been focussed upon the manner of
approaching a fresh chord because it is at this point, in the actual process
of harmonizing a melody, that the need is chiefly felt for analysing notes.
In other words, a weak discord may more safely be trusted to take care
of itself when occurring inside the duration of a chord than when it is in
the act of approaching a fresh chord.

(¢) Examples in detail.

It may now be found instructive to take a fairly simple melody as an
example, and in successive detailed stages to construct an accompaniment
80 as to illustrate the application of the foregoing rules.

ExaMPLE 1, from Te Deum (solemn):

s
»

1] il ] l-:l..:.- !.I g-_l

4]

v Theglé-ri-ous com-pa-ny  of the A-pos-ties praise thee The gobd-ly fél-low-ship

(o]

2l o
»
A,
»
»
=
Jm

of the Pro-phets praisethee The no - ble ar - my  of Mar-tyrs praise thee.

The example divides itself into three similar sentences, marked
A, B, and C.

i. The natural verbal accentuation, which is our first concern, is
shown as marked above,

ii. In addition, the first note of each neum is stressed, i.e., at ‘ The’,
‘—tles’, ‘praise’, * The , ‘fel—’, ‘—phets’, ° praise’, ‘ The’,
“ar-’, ‘—tyrs’, and ¢ praise .

ii. At the three cadences marked by the double division bars (here
used to indicate the alternation of contrasting voices) the final note is
dwelt on slightly. To a less degree, the same applies to the intermediate
bars. The opening of each fresh division is also quite naturally a
possible opportunity for a fresh chord.

Combining these stresses and rallentandos it is found that the

“ entitling points* or ¢ possible points’ for changes of chord are as
marked below:

P TS o] b

es ne Tregn 1 }(] low-:hip
a (:;' the A-pos-tles praise thee The good-ly fel-

k. x x X X X X
’i('he :o-ble ar my of Mar-tyrs praise thee

b X X x B
of the Pro-phets praise thee. "
. . .. .

A suitable change of chord at any of tlr(liese p;)mts \V]ll;ﬁts slnarllts(fﬁect
: ill produce far too re ) ct.

i r, but to change at all wi s ect.
lmpr(:)Fx’s , must therefore be exercised. The weaker stresses wtcllv(grbal
chl?rallg be the first points to be discarded and th@llstrorbl’giide bal
nf:cents will become our lodestars, as it were. These \in ris;::i jvide the
; elody into joints or sections, and jche first gt'aneraf pdd’tio% e vill be
© apply one chord to each section, with the option of a lThis Chords
:12 dli)\lr)is:ion bars or to mark the rallenta.nd;)1 at ;11 c%dgznctssl.y his will be

:ing method, though obviousk
o g aEo worku'lsgof a law.’ Long neums, for instance, most

o :cation, 2 ' um :
?rzzlizgtl;lgl;eriﬂgcllczgne change of chord within them; the more

elaborate the melody, the greater will be the call to modify the principle.
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d is not inevitable. ] .
alfgeglled%::t ;irﬁence (A) the sections may be marked thus:

2 I
A N N
0 |k| ) W I T D W A Y =55
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The glo-ri-cus com-pa-ny of the A- pus-tles praise thee

i ied by one chord
tions then are, roughly, to be accompanie
If}fh:flilsiefc ;Zifle for the already stated exceptions (p. 39), chan%les gf
Slﬁra are al\;vays to be made by moving from concord t? tc}?ncorg, xc1 (’)I{hz
hich are closely related to the notes of the section.
E;];:tagficlggts (zﬁ)t‘fts of each section will naturally be first looked to for

i suitable chord. o .
SL’II‘gI%:sstgégi:ns of the example may now be dealt with in detail.

ce A '
Segtee:tion 1. As these two notes are elements of the common chord of

C, they suggest the use of that chord or its first inversion—in whatever
? -
ition may be convenient. ‘ . ) .
pgzlcftlzgon 2. yClearly suggests the chord of A minor or its ﬁrsF mversmrllg.
The chord of F major will be less satisfactory as the passing note
will form the unpleasant tritone interval with the bass F. G maior of
Sections 4 and 5 each suggest the chord of E minor or G majo

their first inversions.
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Section 3. The repetition of the A, interrupted by a division bar,
suggests the use of more than one chord. The first A may be regarded
as a weak note of anticipation and may be treated accordingly,
Whether we place a new chord both before and after the division
bar will be a matter of choice. Economy would suggest that one
change is enough ; or we might manage a change of chord without a

change of bass; or yet again, ¢ of the A-’ might be accompanied by
the bare octave,

A B
—n a

-
B
3
»
»
-]
»
»
B
J=
+B
R d
-
B
B
)
»

The glo-ri-ous com-pa-ny  of the A-pos-tles praise thee The good-ly fel-low-ship

of the Pro-phets praise thee, The no-ble ar-my  of Mar-tyrs praise thee.

Sentence A has been closed by a fresh chord. The continuation of the
previous chord of G major would have been satisfactory, and may be
seen thus used before the opening of sentence C.

Sentence B.

"The opening section is common to sentences A, B, and C. The second
section (“ goodly ’) is an opportunity for a 4 to 3 suspension which
has been properly prepared. “ F. ellowship ’ is amply served by one chord,
-and the possible chords to consider for this purpose would be common
chords or first inversions which contain A and comply with the key
signature, i.e., the chord A minor, D minor, F major, or their first
inversions, though the chord of F major would be less satisfactory for
the reason indicated under section » above (p. 43). That of A minor
fits into the previous harmony with a minimum of movement and the
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nsion of the inner part (D) at ¢ fellow > provides a Suita‘ble decora—,
o Of the’® may, but need not, have a fresh chord. ‘ Prophets
tloné@ onds - with ‘—’postles ’in the previous division. Here, howeve:i,
:}?;r(;}fportunity has been seized of passing from discord to concor
through the weak note of anticipation B.

Sentence C. .
Instead of accompanying ‘ noble ;(by a 6 to stonBEhg\;v}Egilnlz lﬁ}::;dd;g
t) the weak passing note !
notes themselves sugges 3 sing note Rossdurniiites
i ent of ¢ praise * by another p
form a discord. The accompanimer 1 ¢ part moving
ion 1 seful. On the other ,
i trary motion is characteristic and use n th hand, ¢
. C(c))rrltang and nature of the word, combined with its close promlrln;tg
f;lzhe double bar, might well justify some broader treatment, such as:

=

praise  thee. O

EXAMPLE 2. A rather more elaborate melody—the introit antiphon
for the Commemoration of All Souls:—

4

- P

& nl

=

’ - AnA
——— B S e DU >

: d
Rest e - ter - nal grant un - to  them, ] Lord an
L
: R M Ty P s U I W
PP 'Y - -
10y ] !
may light per - pet - u - al shine up - on them.

The treatment of this melody will bf rvzziy Z}nfxiifytlc()) ntghzoﬁ:;\;t#;
Sl exc?ptftllllalte:: gaiﬁ?;lllsytsixgy t}ileg‘g cgord sections ’ which the
?ne;lr?s;xel;rl‘;ﬂslyl?abic melody suggesltid.sé—clé)i\g:vi;,pi Iia(c)lg s?ggf:;?;ﬁg
?fez:éeisssarreia;idlzda;;l?crzlliizlrllcgf ?L?rlpg:niral prin’ciples will not be found
diﬁgu&fore, the verbal accentuation willjcl‘ai{nhﬁr’st‘ atteerig?p,‘zrlllciln‘;h)e
f\trfﬁnaglr?glsibiise;;:kfg—c,;{lg;(?;l tr:,e;ngligrc)ls.hl%Ie;t’, Exg d_ivisi_on bars,:

Frtedoro Ly
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marking new musical ph i i
phrases will be obvious opportuniti
c}Imrdz, as also the rallentandos leading to them pportunities for e

n addition there are five compound neums, some falling on weak

syllables and some on stro
: ng. The general i
now arrived at is as follows:——g 8 scheme of chord sections

A g g 4 - 103 g 5
i s s e e e )

- e Tyttt

B MDA
Rest e - ter - nal grant un- to them o] Lord:
L i) ml : —1 B
10 M — 1 I
B h————— - e

and may light per-pet-u < al shine £ up-cn them

ﬁg;fggfn ;c::lﬁaucting an aﬁfzcilmpaniment, a glance may be taken at the
A neums, which wi i i

singlo ahpoynd neums, ill probably not all be satisfied with a

rg‘ll;e ﬁ;sth oneZ ‘—ter—, goqsists of two simple neums, but the occur-

othei V:])is et bee;btfssus at thlexr Junction (see p. 18) disturbs what would

¢ normal accentuation, and causes a stro
f?l}r ;por& the second note of the whole group (G). Tone stress fo
accen;r:;ﬁ.o 'IIl‘k:; %ﬁ;iué:l)a (see % 18) at tl;le fifth note clearly defines the
rpound neum: the second i
G and B far (dhy onipound ney ary stresses will be at
: quilisma’s neighbours) and change i

.n‘ecée}f:sar;:, _W111 b; at either or both of these)points ges of chord, if

o mn;zst 1cs1 a shgfzitly .elllaborated form of ‘ them * and consists of the
1 tscussed with the addition of a sli i

1 S ght prefix. Its formation

:}s; pfrimted (with a space between the second and third notes) shows

e first note of the original neum retaining its stress

L]

“O’and* on’, which are identical, are a form which is very commonl
:lllx.czuntered and presents no d%ﬁiculty. As its formation suggests, th)e’
ird note (the culminating virga) receives a secondary stress, The
1gISSence (?f t}}e neum is the ascending scale descending again to the note
om which it started. Its final note is merely an anticipation,

http://ccwatershed.org

PLAINSONG ACCOMPANIMENT 47

The application of chords is now a matter of no difficulty. Everything
before the first double bar being ‘chanted’, the word ‘ Rest’ will
require no accompaniment.

Sections 1, 2, and 3 may be harmonized in a variety of ways.

Section 1 suggests the chords of F major or D minor, or their first
inversions, or the neum might open with the chord of B flat and the

Jast note, being a note of anticipation, might form a discord with the

bass. Plain octaves of course are always available, and they frequently

serve very well for an opening.
Section 2. It would be possible to accompany the whole neum with

one chord by opening with a prepared 7 to 6 suspension. «

-H

Some less assertive opening for this neum is to be preferred, however,
especially as the rhythmic climax, coming as it does at the second note
(i-e., at the pressus), weakens the force of the first note. If only one
chord is to be used then, it should be placed at the second note.
Nevertheless, the strong verbal accent at the first note would clearly
justify a fresh chord there, and those of A minor, D minor, and F major
are all available, or their first inversions; and for the second part of the
neum the most suitable accompaniment is evidently the 6 to 5 figure
over B flat. Another way of dealing with the opening sections would
be to use the chord of D minor or F major to accompany ‘e—’, and to
retain it for the beginning of the next neum, merely moving an inner
part to coincide with the verbal stress encountered at ‘—ter—', thus:

Sections 3, 7, and 13. The notes suggest a 6 to 5 over B flat, or a
prepared 4 to 3 suspension; or the slight rallentando before a division
bar will justify the use of two chords.

Section 4. See Section 1. One chord will suffice, but a second may be
required at ‘ un— ’ if the chord of B flat is used at ‘ grant ’

Section 5. Clearly one chord will not suffice, as the accented B flat,
which is in the nature of 2 climax, will form too violent a discord with
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any single chord which the rest of the notes in the neum suggest. The
change of chord had better be made at this point then, though a change
at the first G instead would be perfectly satisfactory. The first five
notes almost cry out to stand over a bass C so that the A and G in the
melody will forma 6 to 5 or 5to 6 as they occur. This device, in fact, is
so frequently applicable throughout all plainsong accompaniment that
it is hardly possible to overestimate the usefulness of the formula:

and its developments.

Sections 6 and 12. Apart from the G’s which are always weak passing
notes or anticipations, the notes of the neums are F. A. F, suggesting
the chords of D minor, F major, or their first inversions.

Section 9. Each neum may have a separate chord, or one chord_will
suffice, in which case the remarks immediately above will apply.

Section ro. One chord will suffice here, and it will naturally be a
6 to 5 over B flat with the weak A as an auxiliary note. Or the slight
dwelling on the note before the half bar may suggest a second chord
at ‘—al’, in which case, as the preceding note is an anticipation, the
first chord will be a‘ G * sort of chord: an opportunity of introducing
the B natural of the mode by using the chord of G major, despite the
tritone effect with the weak F preceding ‘—-al .

Section 11. The remarks on Section 5 will apply precisely. Two

- chords will still suffice for the long neum, the * 6 to 5 formula ’ being
applicable throughout until the B flat. At this point the chord of G
minor suggests itself. The note of anticipation at ¢ up—’ may be allowed
to form a discord, though this is better avoided by the simple device
shown in the example below—another example of the 6 to 5 formula:

i d

. B £ ) B . 2B bJA nA -
ot __[uh2 - i Nl LN RN N
Rest e - ter - nal graont un-to them, [8) Lord:
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Lo -
3 5.2 .
a3 ' Pa % O
T A S DUS W
and may light per-pe - tu-al shine up - on them. -
n 1 D o | » 1 1 1T 1 11 ) [ I < b L 1)
7 = A
v |
> D o ké".] .. %
TP 1 =t =
-t

i i he final of the mode. At
i erly, the closing chord is that of £ fi
S::E;(Il) I:fptht; x,leum for the first * them ’ an 1ad}:h(tilotr}llal I(;}rl:‘fido Illléxsc}ligig
i i 1 d with ha e
used which might have been dispense s Chore
i i hord would have sufficed, the
been that of G minor. Whilst a single ct s r
jecti kes for a little harmonic
i biection to a second chord which ma .
farlilgtyoar{fic, ;s there is but a slight movement of parts, does not hinder

the rhythm of the chant.

The above treatment of these two examnples must not crealm(ei tl:g
t it is the accompanist’s duty to subject every n:ie o i,ion
a rigid application of a mathematical formula gr.orrtl Whll';}; x;;) d ;;1::) o
i ion is rather to indicate a I
may be tolerated. The intention 1s ra ; e £ approsch
i i ocess which mus
and to illustrate the kind of analytical pr i e
foundation of any satisfactory method of accqmpammir}t. It 1?)}(11?:;8, 1
fact, the sort of eye the accompanist is to cultivate for his me .
b

impression tha

4 HorizonTaL AspecT.—-Harmony in relation to the melodic line.

(a) Number of Parts. . ) ]
If the melody is of an essentially light anc_l1 lﬂov?rll)g ﬁhgfﬁffio (S)g:i }?at
it will not be di
a sort of open framework of harmony, it ; e dift see tha
i be massive, either in volume or t e.
the supporting chords need not | extue.
ent have been written
So far, most of the examples of ::1ccompam(rind 1
i i s the normal manner.
r parts, and this no doubt will be regarded as the
g‘)il\lfe garts’ may occasionally be employed mhspecml c;:cllrct:ur:}xls,;gilc'?ﬂtté:t
it i 3 : ts than to add to . -
it is better to reduce the number of par ] wee-
7 d freely. There is no nee
art harmony may and should be use k °
ge fettered tg a complete four-part or three-part scheme. I-Ia;1 ;gg ?rr:tlo
barked on a musical sentence in four parts, it 18 Iillea§§22r t;)o dinng o
- 1 1 s
ee parts (or even two) and back again, especially 4
:71;151 deli:reascg the movement of parts and help the flow. %thw ill ggglelg;zlty
be found that short stretches of three-part harmony will have thi )
and may steer round faulty progressions.
E
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E.H. No. 58 Mode ij.
] A TE R
fy o e k-4
m

O Boundless Wisdom, God most high
O Maker of the earth and sky, i
Who bid’st the parted waters flow
In heaven above, on earth below:

Further, it will be found that there are many occasions when a fragment
of three-part writing will slip along and admit of chord-changes at
normally unwelcome places, whereas a rigid four-part exercise would
have been depressingly ponderous.

Introit: Maundy Thursday i
. iv
]
L] (2 2= * ]!h . fet
But as for us it be-ho-veth us to glo - 1y
0
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jn  the Cross of our Lord Je -~ sus Christ  &c.

AR T

As an illustration of the economy in movement gained by a little three-
part work, it is interesting to watch the hands while playing the last
example, and then to repeat the process with the same harmony cast
in four parts.

The comparison is convincing on the physical count alone. It is
interesting also to see that in its four-part form, the accompaniment has
become too cumbered with chords, and calls for remodelling. At least
the chord at ¢ the ’ would have to be discarded, whereas in the three-part
manner the flow of the melody is entirely unhindered.

(b) Harmonic Basis as an Accompaniment.

1t has so far been assumed that the melody will be preserved note for
note in the accompaniment. Practical experience, however, will very
soon indicate that, on the contrary, occasions frequently arise when the
omission of certain notes not only is perfectly natural but positively

E2

A
4
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assists the flow of the whole. Instances of the simplest nature are fre-
quently met in the psalm tones, e.g., Tone viij, 2nd ending:

: 544 = .

AAA

While the normal note for note accompaniment is perfectly satisfactory:

Ao NN

]
1 T

X T
' =3

T
)

37718

F

w :tand I will walk in thy truth

1 } i xﬁ 3.
e ==
1
there is a distinct gain if the voices are allowed to move independently,
thus: :
£ PV P
§ e —a &
w w ¢ and I will wilk in thy truth
« e tand so will I £o to thineal - tar
et A—h

~Jil

1
|

1 17 r—
1 1

This not only gives greater freedom to the voices, but, by reducing
movement, makes for that restful effect which is characteristic of good
plainsong accompaniment.

Independent melody notes may equally well rise above the accompani-
ment:

- -we praise thee . .

S

1 —

B

T
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Nor need they be confined to single notes, or to concords, though if
discords they must be passing notes, auxiliary notes, or notes of
anticipation.

n-J?;\;;‘;:th“
o
.. .have mer-cy up - on us,..
0
e
m’:p%:::n
.
Z ]
O Lord God, Lambof God,. .
2t but not
Q = b=
—d. .

where the Cas here treated
does not fall within any
of the required categories.
In all these cases, the omission of notes has been occasioned by the
shape of the melody: the accompaniment makes a short cut across a loop.
Such treatments are quite elementary—almost inevitable, indeed, where
voices have been trained to move reasonably freely—and may well be
encouraged. . )
The i(ﬁea, however, can be considerably extqnded: It is obvious that
if the accompaniment of the above example is satisfactory, equally so
would it be in the form—

O Lord God, Lambof God,

R

2NV

PR
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or simply: 0 Lord God, Lambof God,

Lord God, Lamhof God,_ .

In fact, the accompaniment has now presented itself in a new form,
which, conceived as a harmonic background against which the melody
is allowed to move without the restriction of being tied down note by
note, embodies rather more adequately the essential idea of accompani-
ment than does the stricter harmonization. An accompaniment may well
be built up entirely in this manner, woven round about its melody,
yet preserving an almost separate entity. It presupposes that the voices
are capable of moving with that perfect independence to which it
actually contributes. It may be intrinsically beautiful without over-
stepping the bounds of decorum. Ideally it will not be drawn on as the
staple diet, but it may quite well alternate with the stricter and more
normal form. Clearly, the accompanist is not committed to one form
alone, even within a musical sentence—as a glance at the order of its
practical development will remind him. Most happily, perhaps, different
forms will be blended and merged in a manner which will be the natural
outcome of practical experience.

The essential principles of chord application are identical for both
forms. No additional rules are called for, but a few points may be
borne in mind:—

1 The whole accompaniment may, if desired, move clear of the
melody either above or below. Its range is not restricted.
i If coinciding approximately with the range of the melody, the

* track ’ of the melody need not be confined to one part—alto, tenor, etc.

iii If suitable, the accompaniment may move parallel with the track of
the melody, an octave above or below.

iv It is not essential for a chord to contain the melody note which it
supports.

EEalSEmm st
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v An occasional contraction into two parts is frequently useful and

leasant. So is a rest. .
pvi Few parts, stepwise movement, and the tying over of a part
(especially the ‘ soprano °) are all conditions which, either separately or
still more so in combination, facilitate the satisfactory placing of a new
chord at a normally unacceptable point. ‘

vii Usually the smaller the interval by which each part moves, thﬁ
more will smooth running be secured. This, of course, applies to a
forms of plainsong accompaniment. )

vili The nature of such an accompaniment forbids a heavy use .of the
organ. Most frequently the registration should be of the hggltist
variety, especially for supporting boys’ voices. The function o tde
accompaniment is not to compete, but to form a moving background,
often of a very delicate nature. (See p. 63.) ) ) )
Examples may be found more stimulating than instructions, and in
those which follow most of the above points are illustrated. In Zodmg
cases an additional accompaniment of the normal order has been adde

for the sake of variety and comparison.

v,
Psalm 45 V. 1.

' vy o

. ¢ ) » M - (eo

)
Bearken, O deughter, 2nd consider; {n-cline thineear:forget also thine own people and thy fathershouse.
| 5 - J

2 : b =
:@efﬁ v [
4

%

And was in-car-nateby the Ho-ly Ghost of the Vir-ginMa-ry :and was made man

b e =
¥ i T e o — |
F = i
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2 The streams on earth, the clouds in beaven,
By thee their ordered bounds were given,
Lest 'neath th’ untempered fires of day
The parched soil should waste away.

Rosy Sequence (E.H. 238)

O]
.
-t

6.1 seek for Je-sus in re-pose Wznmundmyheart its chambers close;
: P

| e N

LA ——

+
}

in the morn-
|

"t Blessed City, heavenly Salem,
Vision dear of peace and love,
Who, of living stones upbuilded,

Art the joy of heaven above,
And, with Angel cohorts circled,
As a bride to earth dost move |

G

E.H. 58 (see also p. 50)

2 From celestial realms descending,
Bn.dal glory round her shed,
"To his presence, decked with Jewels,
By her Lord shall she be led:
All her streets, and all her bulwarks,
Of pure gold are fashioned.

ij

inggM ek g- sus at the tomb
A4 .
hY i | p
= B - P »
h » | ] ] [3
[] ]

A-broad,andwhenI shutthe dooz,

2

long for Je -

EFPVERIVYN



58 PLAINSONG ACCOMPANIMENT
Magnificat viij. L solemn
(BQ:“_H‘M_ a
[ el ’ =T
0
5 ———— 181 jl_A m
> 7y

Hehathfilled  the hun-gry withgood things:and the rich he hathsent emp-ty amay.

0y - ‘l q

T
— {
1
T

I T
¥ ¥ T

(¢c) Other decorative forms of accompaniment

When dealing with the more decorative manners of accompaniment,
a distinct form should be noticed in which the whole melody, or a section
of it, is retained note for note in a part other than the soprano. During
the course of a psalm, canticle, or hymn, an occasional appearance of
the melody in the tenor or bass gives a pleasant touch of variety, and the
same method may, of course, be applied to short stretches of any other
form of plainchant, though its value is rather less in non-repetitive
forms. On the whole this manner of treatment will be regarded as
exceptional, especially if prominence is given to the melody by the use of
registration of a contrasting colour. Two points may be noticed:

i Where the melody appears in the tenor, it will be found that if the
harmony is allowed to run into five parts when required, a pleasantly
easy flow may often be more readily secured than if the accompaniment
is regarded as a four-part exercise. Consecutive fifths and octaves with
inner parts need cause no distress in these circumstances.

ii A melody appearing in the bass is best left unfortified by pedals
unless it is of a simple nature. The effect is generally too lumbering.

In both of the above cases thereis a tendency to multiply movement,

which must be watched.

For other than quite simple melodies, spontaneous harmonization at
the organ in this form demands considerable skill, and even experienced
hands may find it worth while to make written preparation.

As before, most of the examples which follow include instances of
more normal workings, for the sake of comparison and added interest.

EPsalm 14 - _ ‘
564 = . .
e - 4&-)—-.——__.“——H—————D n
= e e
2 i h—gro—— =] e

S——
5. Their throat is an open sepulchre,
with their tongues have
—

P = =

ey de-celv - ed < the poisan ofespsis under their

L

OU——
1

lips

T

. T

1L )

10 their ways, and the way of

7. Destruction & uthappiness is pedce have they Dot imown

4 r
Nh D

rl

- thereis o fearof God be-fore their eyes

cr’l o
Benedictus - "
| - P -

g ™ .

1 1
@ = r
6. To perform the oathwhi
he sware to our forefather

~—

that hewouldglive

N

us.

T

~1

ont of the hand of our

1. Thatwe being delivered enemies:

]

mightserve himwith-out

fear

P
v

9]

£ b —4

g

g —

| ——

7t
4

1nholiness and rightecusness be-fore him:

-days of our

[
life.
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C.F.

9..And thou Child shalt be
called the Prophet of the #)ghest:for thou shaltgo be-fore the face of the Lord to pre

~pare his ways

> Pl —
e e e ey
Gloria 1 o =
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LI R % o 1 )
'0 - . Y
R I l:.j = 1) “BS‘E
- .. We praise thee, We

bless thee, we wor - ship  thee

we glorify thee,b we give  thanks to

thee for
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2 Ye servants who once bore the light 3 O God, by whom to them was given
Of Gospel truth o’er heathen night, The key that shuts and opens heaven,
Still may your work that light impart, Our chains unbind, our loss repair,
To glad our eyes and cheer our heart. And grant us grace to enter there;

4 For at thy will they preached the word
Which cured disease, which health conferred:
O may that healing power once more
Our souls to grace and health restore.

On the whole, accompaniments of this nature will run best if the outer
parts contrive to assume definite curves or lines (extending perhaps
over one or more phrases) or if one such line remains fairly stationary
for a time while the other moves obliquely. Curves moving in contrary
motion, expanding and contracting, make for a feeling of unity (especially
if they are generous in length), and should be sought. For the most part
it is the indefinite and jagged outline—general shapelessness—that
should be avoided.

When the melody is held by the tenor, the shape of that line is clearly
going to have some effect on the movements of the outer parts, and it is
Iargely this characteristic of the triple strand of interest (i.e., melody,
and two outer parts) which makes the form a little difficult to manage.

In the case of the bass-melody, the difficulty lies in a certain stubborn-
ness which arises from two causes:

i The shape of the bass is beyond the range of choice—except the
choice of rejection.

ii The accompanist’s vocabulary is slightly reduced by the break-
down of the ever-helpful 5-6 formula. We are happy so long as we can
work with figures like:

or but the ¢ six-fourness ’ of

i
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will not satisfy. The situation
movement, by

which is mana

whi eable while it is i
in four: g e1tis in three parts, but becomes less satisfactory

iass
==

Thus there is at least a ion i
) ; reduction in the mater; 1
2ji)xl-efourdover a passing note, on the other i;;éalizvslelable. Tl}e o
» and may well be allowed. The chojce may rig’htly I(:'S}:‘: E:t?éecnon_
en

and

These slight difficulties have been
experiments. On the contrary
and intrinsically good, and sho

A final reminder is given tha
formula of accompaniment rigl

peer mentioned with no desire to deter
oth forms of accompaniment are useful
uld be persevered with.

t there is no need t i
o feel chained
ht to the bitter end: o one

E. H. No. 125 -
: - a3
» [ i P
[] m I I [m a0 & i

- a

Now Christ cur  Pasch-al Lamb is slain, TheLamb of God that knows no stai
. _ ain;

| \/igﬂ?:f’\_/f ' & =

can be faced, though with increased
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: — - l'.“lr._-_.i,:..

Thetrue O - bla-tion of - fered here, Our own un-lea-vened Bread sin-cere,

. | ] A

5. REGISTRATION.

Both in texture and volume the accompaniment should be distinctly
light. Organs and buildings differ so vastly that it is obviously
unprofitable to dogmatize, but from the nature of the harmonizations
set forth in all the foregoing examples, it will be evident that very little
in the way of weight or bulk of volume is anticipated.

A heavy use of the organ, besides being entirely unsuitable, inevitably
tends to exert a millstone-like influence in weighing down the free
movement of the voices, and producing a ponderous stiffness where an
almost fairy lightness should rather be.

Restraint need not mean dullness. Variety of volume within the softer
registers and contrast in colour and in pitch will afford ample oppor-
tunity for redeeming a quiet accompaniment from the dreariness which
is rather depressingly implied by the word * unobtrusive g

A Swell diapason effect alternating with a soft 8-ft. Choir or a light

_ft. flute on the Great, coupled perhaps to the Swell, will usually form
a suitable sort of general accompaniment—homely white walls, as it
were, capable of catching up and enhancing the incidental colour to
which they form a background.

The 16-ft. pedal should be used sparingly. There is little room for a
pedal Open Diapason, and it is a good plan to draw the Bourdon just
when it is required, and otherwise to keep it off, especially if it has a
tendency to ‘ boom’. A double on the Swell, combined or not with
soft 8 ft. work, is often very useful played an octave higher.

Make use of single stops and do not always couple the Swell to the
Great. An uncoupled Stopped Diapason which is not woolly may have
a liquid welling quality which forms an ideal accompaniment for boys’
voices; for the same purpose almost any string tone is most useful if it
is not strident.

An Oboe is best in its tenor ranges, and chords there are quietly
effective for supporting men’s voices, especially if not drawn on too
frequently. In the same locality, a quiet Clarinet may be used, though
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hardly for chords. On the
3 . C other hand, men may b i
gfl??éngg);ecéfbt};l : light ‘f(c)ur-foot > flue effect o¥1 tﬁeqlsli:erlp Isiifladnigg
voices. Conversely, boys’ voi i
al(l}(;lv;/etti to stand clear above rather Iozv-s:g’ §~f‘t,.o ::(I:fosrcrilslay sometimes be
i lx)leelxgta;til?:ls}tr ;if; :neth v;ry light support and ;)ccasionally they
‘ I’I-‘Il;liil thee, 7o tvel s o -+ for an odd verse or so in the procession
ere is little or no opportunit
[ y for the flare of a full Swell i
tmhi:g}cl:; gezl}a{)}?eb% S;:c‘iw:) :ré; gor a spe}fially broad closing p}fra’stehsol?cgli1 alst
E oria, i
t}}(ta Pe?a}s might be allowed to convlve ?:toei‘;:no:v?l.open Dispason on
usmgthaériyesat; to say that there will be practically no occasion for
using the dI()) n flue work on the Great, unless perhaps for a little soloin
O octave do v‘fn 'cc;1 anchor. the voices if they have a tendency to shar eng
con the s n(;\ale,bt € requirements of plainsong, so far as registratiolzl is
oo -4, ma i}(r:h en?:}r’ntxie;idud}; én tllle qualities of simplicity and resource-
fc;fI quiet variity, and a sense of 15222? tomerds the  plain’, 2 genius
o attempt has been made to tabulate a ¢ i
sfe . - - - . om let i
E);}llltxeahof suitable registration. Each player vgill flagtlllxli?l tolthe p(i)SSX-
at the quieter beauties of his own organ may be ¥ RO Dest
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CHAPTER V
THE ACCOMPANIMENT (continued)

Further considerations: (1) Tonality, (z) Harmony, (3) Rhythm.
1. Tonality : modal accompaniment.
2. Harmony:

(a) Fifths and octaves.
(b) Sixths.
(c) Discords, strong and weak.
Strong: Suspensions.
Appoggiaturas.

Weak: Passing Notes.
Changing Notes.
Discords generally.

3. Rhythm:
(a) Harmonic means of marking a strong note.
(b) Changes of chord at weak notes.

1. MODAL ACCOMPANIMENT.

The line along which it was argued that the matter of the accompani-
ment should be native of the mode may be logically produced further.
Within any mode, certain notes have a prominence either of importance
or of occurrence, or both, and those which pre-eminently answer this
description are the final and the dominant (the anchor and the pivot).
It is reasonable to require that in selecting chords with which to accom-
pany any given melody, preference should on the whole be given to the
common chords of these two notes. No difficulty, of course, will be
found in using them freely; effort should rather be directed at excluding
a too frequent use of some other chord or chords at their expense. It
is possible to formulate rules based on a mathematical analysis which
might assist an even more exacting discrimination, but it 1s believed
that the penalty of anything like a rigid application would be the checking
of spontaneity and the cramping of that flowing movement of parts
which is of the very essence of a satisfying accompaniment. A watch,
however, may very well be kept (particularly in any form of psalm

accompaniment) that undue prominence is not given to the common

chord on the dominant of the relative plagal or authentic mode as the
case may be. For instance, in mode i, it is not difficult to allow the
following sort of accompaniment to become the normal:

14

'Y
x ' % = It e

i

N

= —

= —

f — ———H—
} P =

»® |4 |4 X
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Innocent in itself, a disproportionate use of it suggests the flavour of
mode ij. The risk will be found greatest in modes i, 1ij, and v, for reasons
which will not be hard to find if reference is made to the mode table
on p. 22. .

Another feature which should on the whole be avoided is the modern
dominant-tonic cadence. A measure of prohibition hardly seems called
for, though it would be a healthy discipline to refuse its use so long as
anything else was reasonably ‘available. The material at hand is sur-
prisingly abundant, and beautiful.

Is it ever permissible to step outside the mode? By accident, never.
Promiscuous wandering is, of course, entirely indefensible, but there
are one or two occasions when the deliberate transgression is at
least arguable. One such is the tierce de picardie which is applicable to
final cadences of those modes of which the third degree above the final
is minor (i.e., modes i-iv), and of which the final would therefore
normally be accompanied by the minor common chord thereon. Whether
this chord is to be made major or not must remain a matter of taste. If
the player wishes to be strict, the answer will be ‘ no ’; yet one point at
least is worth consideration, and the answer may be ¢ yes ’ as applied to
one pair of modes, and ‘ no ’ to the other.

In the case of modes i and ij, the major third above the final is the
F sharp of the mode—the ‘ next thing’ to the B flat in the way
of accidentals; less foreign, that is, than the C sharp for instance,
With iij and iv, on the other hand, the major third above the final is
the G sharp of the mode—an emphatically foreign element. The fact
remains that the tierce de picardie ending as applied to modes i and ij
often has an effect of healthy beauty:

E.H. 1y

9

TR
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whereas a corresponding application in the other two modes frequently
gives a quasi-modern touch of chromaticism:
E.H. 49
[

1) a
2 ] h ® | lﬁ. .

The use of the major cadence is, of course, capable of a wider applica-

tion, and whether such instances as the following are to be accepted or
? - . . - .
rejected may be left for the individual’s experience to decide:

Colden Sequence, E. H. 155

: P P —

= 5 o A '1% a PO :
Pl R —l— a ] S

2. Fatherof the poor,draw near, Giv-er of all gifts.be here,Come, the soulstruera- dian-cy..

re of the cadence could never

In its defence it may be said that the natu far from

i i i i In any case, however,
be mistaken. It is evidently deliberate. C
its being undertaken as a duty, its use should be occasional rather than
i it alone.
regular. The beginner had better leave i ) )
Tglllle modal arg%rnent produced in favour of the accidental cadence in
mode i raises a further question. If it was somf-:tnn;s tge tc:usftoamn
deliberately to transpose a melody m)o_rdelr to ga}n utc }?ai :;cid(; e
1 the use ot 8
occasional F sharp or an E flat (see p. 27), 1s a
rigidly to be denied the accompanist? The answer seems 1;0 bcﬁthigl 11f
such a liberty is taken, it must be with eyes w1del %E)erﬁ, and ;;:1 g bze r:1 iﬁ
i the casual F sharp w
touch only. There are occasions when :
i i i th mode, where the F natural,
to the tonality; for instance, 1n t_he four , ] at
standing as ?tr’ does only a semitone above the final, is so strikingly
F2
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characteristic of the mode.! Where the effect of an F sharp is
deliberately imported into the melody by means of transposition, ¥t is
an entirely different matter; otherwise the F sharp in mode iv should
be shunned like poison. Once admitted, it is surprisingly difficult to
eradicate.

In the seventh mode, however, where the F is 2 less critical note, an
occasional F sharp introduced for the definite purpose of avoiding the
tritone, or for a tierce de picardie cadence, does not seem to be
objectionable. One or two instances have been included in the tone
table at the end of this book, where at the pitch of the example the
F sharp of the mode is represented by C sharp. It is easy to reject them
if desired.

Again, in the sixth mode, where the B was habitually flattened, an
occasional E flat will at least be characteristic of the old tonality as a
whole, and may be gently condoned asan%over-enthusiastic reaction
from the tyranny of the Jeading note rising to the tonic. It is easy to
re-establish the true tonality almost immediately.

Venite Vi
g ST
§
.El-nngll.lr.d BE,
] &
- - and we are the peo-ple of his pas-ture, and the sheep of his hand.

However, the position of the purist who objects is theoretically
unassailable, and it is undoubtedly a sterling rule to stick to the notes
of the mode.

With regard to the use of the optional B flat, it is unnecessary to lay
down any rules. It is available whenever required, and the accompanist’s
ears must tell him how it is best employed. Care must be taken not to
acquiesce in a perpetual B flat, especially in modes i, ij, and vj. The B is,
of course, the pure tonality, and it must be seen to that the note is not
obliterated; whenever it may be used, it should be preferred. It is a
great pity to throw away its bitter-sweet effect in modes i or vj. Tallis
certainly knew better in his Dorian services. As an example of mode vj

1Look, for instance, at the psalm tone ending in the Asperges (Introits, p. 1) and
substitute F sharp for the F in the centre of the neum over the word ‘good-’ or
‘-fen-’. It will at once be realised how utterly the character of the {melody becomes
changed.

take E.H. No. 165. The true key signatu}r: .is on
working may be in some such manner as this: vﬂ
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e flat only, and the

E-H. 165 a _._._.I:E

Act-ive and watchful,stand we all be-fore thee;

Fa-ther, we praise thee,now the night is o-ver,

Sing-iv we of - fer rayer and med-i - ta - tion :Thus we a- dore thee.
P
ng-mng Y

i th
which may be compared with the following, where the B natural of the

mode is lost:

N
P 72 =l 72 S 1 It
b — NP e =
o e i e e S e AL S L A e ®
o @ ]

T rIs T vp' 5 ["'\_/ﬁ p. K
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2 HarmoNY. (a) Fifths and Octaves

‘ Don’t be pedantic. e.g., consecutive fifths were used for centuries
before a more modern technique forbade them. They can be used
effectively in accompanying plainsong. The same may be said of
octaves.”! But clearly they are to be definitely chosen: they are not to
appear as the unbidden visitor. A still more modern technique welcomes
them, in varying degrees and in differing circumstances according to
the particular exponent, yet the harmony book remains to be written
which will tell us when we may use them.

There seems to be something like a common consent to the cadential
use of consecutive fifths rising step-wise to a major common chord, and
instances have been included in examples on pp. 56, 66, and 67.

This cadence sometimes has a particularly satisfying effect where the

melody has been groping around within a restricted compass just
before settling down to its close:
Introit, Corpus Christi

.ig_ﬂ_-_.g.:a 1 &%mh_

- - -al-le - lu - ya, al-le - - ya, oal - le - lu

ij

0 1N r—— J— —

N ————

In all these instances, the fifths have been combined with consecutive
octaves, and it is interesting to note that while this combination is
satisfactory when the harmony is in close position, it is better to arrange
the parts so as to omit the octaves if the harmony is a little more open, e.g.:

Ps. 69 i.4. ’

s
«
e

Pl PPOR a
- o - +
L] []

1. I put on sackclothal-so;and they jested upon me. .

is better i i

é Jﬁ_h than

1 Church Music, by A. S. Duncan-Jones (Robert Scott),

$ N
! "

S~~————

to which attention is drawn.

g e T e T
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aS10 0 f the tave effe t pIOduced by doubllll dle
g
A.n occast nal t uch O h oc C

melody is sometimes pleasant, €.g., 1

E.H. 238 -

F— . . [) ” . G L] —‘l
» =—‘7- - il - ——t
- — R il

in,Li ist-rest, -
ure and blest, Truth's Fountain,Light of souls dis ,

4. Je - su, thou sweetness P

“«
i U - sires.
Sur-pass-ing  all that heart re-quires, Ex-ceed-ing all that soul de )
ur- -

[ W ¥ LR
f ﬁ a,. e .Y i'\’ Pt Y K 1 ¢ —4
5 a Yy —t P
1
I Y D h
3 -t ] 4 ; i 4
(b) Sixhs.

i i i they ma
Parallel sixths, of course, cause ﬁlq dlpﬁculgecsiiei;isu}[htg?z 5 1}; o j;f
leasure, yet in their very : Jrk 2
danger ?f‘lh a;[e Fi)s in the’c}}iord of the sixth a certain char;ct.er (i)fsworiginal
dan'gesrt.abiliety as compared with the common chcc)lr - efly s origa
grosﬁlion, and although, quite rightly, 1:[c) \;1‘11 a‘t;zo;Jns;animem, el
i its employment may rob : ' oL vinhey:
regancfar?: of the [I)na}c?;ial makes possible a pecm.xllllart }f:?nnelody om-
anitne t vghich can run about in parallel sixths with 1t & whe;e ote
?amniiré over a more or less sustained bassf, esp:(():liv oyrk e e
oelody i tively easy form , it has
oves stepwise. A compara easy ety
nzslogtsi,orr?s thoug}kjl it lacks the.dynamlc vigour frfa 1tsand —
o arts ’taking the same passing notes by contrary
two p

movement.

k]
H
i
bl
i
i
i
!
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The two forms may be set out for comparison as follows:

L
Q a
a2 _ 8 " a
Lord,bave. mer-cy up - on us
0 N

podid s

Cﬁxs a type, the latter is almost always to be preferred as being more in
ch s;itl:tzrn ithhtthf: style of the music and the general principles of its
accon ;I;le m(;n . Each shows the use of the pedal or organ point, but
the sa preference holds good in the case of the shorter standing bass
also applies to a similar treatment of consecutive thirds: ’

preferred to

e

24,
i
el A

On the other hand, it is a form which can i
) ) not be f
occasional touches of it may be found acceptable. It eis ;;lgll:i(li)(le}rrl l:nes(:
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reserved for use in conjunction with the melody being held by a part
other than the soprano, e.g.:

E H. 169

»
»
»
L
loal

q—F—H—:F .:..

]

4. Many a

plow and bit-ingsculpture Fashioned wellthose stones e-lect.Intheir places now com-pact - ed

J.

By theheav'nly Architect,

Who there-with bath willed for ev-er That his pal - ace  shouldbe decked.

Incidentally it will be found that in this manner of working, the strong
¢ chord seems to claim recognition more naturally, as also some minor

irregularities:
E.H. 231
: . ———
= s (]
n
[ a

2.Thus we praise with ve - ne - ra - tion

All the ar - mies of the sky

I D

L ATRAANRAY
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% PLAINSONG ACCOMPANIMENT PLAINSON Lted 3
. . k note interpolate '
P — g The suspension may be interrupted by a weanOte‘ :
b NSRS I S s S between (a) and (B), which is either (i) a harmony '
= E.H.150
Chief-ly him the war - rior Pri-mate  of ce - les - tial chiv- al - ry &c. i e =
, $ te : — i
== 2 b
Sy bPr
&c. i
2200 DNy dhn s 3 | |
= .; = 1 e = T~ ]
N T . | g T 1 4 -
N r
In passing it may be observed that the above remarks are not directed ,
against the idea of successive chords of the sixth which do not move : T { v
about note for note with the melody. They may, of course, be used :
. . . . 3 - 3 11 W.
most satisfactorily either in conjunction with or apart from the organ or (ii) a note one degree above or beloE H 125
- point—or even with a double pedal, e.g.: E.H. 124 ,A [ o
Ps. 36 iij. s : & T S L e e W)
[ a ‘ (il —2 " o
£ 4 A —= ; .
- . . And prostratefall to kiss his fet. . . From Pharachsruthless  ty-ran-ny.
12.There are they fallen,all they that work wick-ed-ness: they are cast down,and shall not be a-ble to stand. ‘
Ot A —h—h—h—e—k—y or
== T
. T2 g? s ¥ Py d}%
i e ot ) ¥—1
= . . i ords of the
. st = ’ An extended form of this will be seen In the closing ¢
or the opening of the second working of E.H. 176 on p. 61. example on p. 63. . mented by a weak note
(¢) Discords: Suspensions. The resolution also ma%; be}:ntderg?ll)rzglﬁ:ig;??
. AR or :
It has bee_:n required that these accented discords should be properly ‘ which is an element of the c! T.P
prepared, i.e., that the process of suspending should consist of three i d '
successive stages: . e, ~—y
(a) The preparation—the note about to be suspended appearing as *
a concord. spi - rit hath re - joic -ed in God my Sa - viour.
(B) The actual suspension as a discord over the new bass, candmyoE g |
(c¢) The resolution—the suspended note resolving one degree down- W . I H—t 5 2
wards to form a concord. A B C : v -2 : # F
| T r—r r &y
J h(l‘ é: A 3
= ¥

. -t
T omorstiing . i itable
b T Otherwise, the suspension resolving upwards is not often suitable.
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or, in an extended form:
Introit, Ascension Day

1

The followin e
g example shows the int :
ornamented resolution both employed in ii:}:f:lclims.usp ension and the

:ntroit, Trinity xviij

] .
& éﬂf.z!' A la %i i AP

As th i
s :Oesli2ngzs;feflllleegr2€aranon co‘rilsists of an appearance of the note
2 a concord, its a i i
gbout to i ) ppearance as a di
) g; oceslj?;vevcg, 1;;};16 following workings need not be disallov&srggrczlml;
: ay be known as an unprepared suspension: ’
Introit, Trinity VIII '

[ E
¢ . H. 160
——a S A A, - . »

A pdi B _—_. [ N )

- -1tk a - ] . - - =
y rig ht hand is full of rlgh eous-ness. Ad
t " . vocate Defender

S ) - -

=N =

P—a f e
T~
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Appoggiaturas.

Of the analysis of the suspension on p. 74 the elements B and C
occurring without A are termed an appoggiatura—in essence, the chord
at C ornamented by a discordant leaning note one degree removed.

[ 0 =

J .

T 1 T 1
T t N

1t is sometimes referred to as an unprepared suspension, though as the
element of preparation is entirely absent and the note is therefore not
<held over ’, the description would seem to be a misnomer, arising, no
doubt, from the similarity of effect caused by the strong discord
resolving by a downward step.

It is available for use in plainsong accompaniment, though it is
recommended that its employment should be exceptional. In any event,
the sharpness of the discord seems to need some mitigating introduction.
In the case of the suspension this is provided by the preparation (even
when interrupted), which wards off, as it were, the baldness of the bare
discord. Some corresponding protection ’ seems called for here, and
is best secured by using the appoggiatura only when it is approached

stepwise, thus:

—

_:____J,__J+,
The third instance may be classified as an accented passing note. In

each case, it will be observed, the ¢ protection » consists of a note which
is a factor of the chord of resolution, i.e., it is an anticipatory. The

above examples may be compared with:

ivi where the nakedness of the discord
d ! is plainly felt;
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and this again may be contrasted with the following:

where the discord is a
roper]
prepared suspension; 1:indper d

y'] [t | e R ot
3 =t
R e 1
‘here th ion i
or or w _the preparation
: d | g J_, but interrupted. s complete

|

It is, of course, understood that the a

as apphed to chords whi in
> ich ar € V issi
say. © esolutions ot . 1 themsel €s perm1531ble. That is to

n chOIdS or ﬁrst i \% S‘() f
. nver
; N ' 10118 thereo .

lkpz"SI g C ¢ ty

discord formin i :
third apart——orgt;r; ls?xte}?nedlate step between two harmony n
two harmony notes a fofxrt}llmaght togvcvli]r consecutively as stepsy be(;\tnfsez
are onl part. en two ha
Yy one step apart, the latter being lower :%Zgir?g t::(s,} howevir,
’ € may be

intercepted a second
attor. above the former and leap down a third to the

~ - - TheCrossshinesforthin mys-tic glow.

This figure is of
of common oc .
the highest n currence, and it is usefu
made agt e t(})lti:dmr?g’t:e' tthl}x}s tzl'(eiated. If, however, a lc}tl(;rllz?g?]b}? ' glgt
it should also b chord is
note . 9 uld also be reme -
must be anticipatory, as illustrated at P 4r§1b::}:3d that the passing
. ) S

ppoggiatura form is available only
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E.H.04

not - - -

E. H. 238

Nt [N} A

not

5 :P 7 I |4 %

This figure also is commonly met, and affords another example of a
passing note quitted by 2 leap. Tt is also interesting as being peculiarly

characteristic of essentially unisonous music, and it will be recognized
as a constantly recurring element in English folk-song:

The Cuckoo
[

as she flies..

s -
O the Cuck-ou shes a pret-ty bird, she— sing- ¢th

Dashing away Wwith the smoothing iron

She looked so neat and nimn-ble, 0. A - wash-ing of her lin-en, 0. - -

Spanish Ladies

you Span- ish la -

Fare - well and 2 dieu £0 —
Lowlands
0
5
Low - lands. Jow-lands a . way myJohn, . -

and instances can readily be multiplied.
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Usually there is no difficulty in treating the centre note as a harmon
note, and on the whole this is the most satisfactory way, though there
Is no objection to treating it as a non-harmonic passing note.

It may be seen combined with its upward counterpart in the beautify]

introit form of psalm tone ending fo de vijj i i
introit form o g 1or mode vi1j, which might be har-

Introit psalm, Dedication Festival
T 1 e oY R B

! S o

- - :the Lord hath puton his ap-pa-rel, and gird - ed  him - self with strength.

ij -

- N1 A ™~
o flof ¥ T I

. g ST )
g ;?:}a: 7 —

though the treatment of the u
desired.

If, however, a change of chord is made at the third note of the figure

the passing note, being quitted by a eap, must be anticipatory:
Gloria V. -

.S:"}%A: N Rl 1

pward figure leaves something to be

-l

»
&
»
»

- . . We praise thee, we bless  thee,

Wwe wor - ship thee, we glo-ri - fy thee,.

This sort of treatment will be fou
a position may be rounded off b

parts, especially if the melody-
psalm tone 1.8.

nd useful for cadences, and in such
Y a passing note in one of the under
passing-note 1s lengthened, as it is in
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Or, greatly daring, one might sharpen the final chord, so giving a
vigorous false relation.

This does not seriously affect the anticipatory character of the passing

note in the melody. ) .
Two particular figures under this heading have been dealt with in some

detail because they are of such frequent occurrence, but the idea of a
free passing note rising stepwise and quitted by a leap may be applied
more widely. )

For instance, in the All Saints Sequence (E.H. 253):

s
. — T

-
= []
. _ Serve our God in ho - 1i - ness. .

the second note might perhaps be treated as a free passing note thus:

0 4 " k, 2 i lkxg 2 g“ 5 'k‘ = h 3
o r. = p I" “S— -
) - or
g = —
T g

In the second example the incomplete chord at x implies the anticipatory
B. This may be compared with:

which is hardly a satisfactory working, as the fresh chord (even though
the bass remains unchanged) is not anticipated by the free B.

On the whole, however, the simplest and most straightforward schemes
for dealing with such figures are the most satisfactory, for instance:

G

AR
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where the B forms a harmony note in each case.
In all such cases it is sufficient to remember that if a fresh chord

immediately follows the discordant passing note, it should contain as
one of its elements the passing note just quitted.

t may now be appreciated why in earlier stages (p. 42) attention was
focussed upon the actual passage from chord to chord, and why weak
discords were less jealously watched within the duration of a chord than

in the act of passing to a fresh one.

Changing nofes.
The following figures? occur fairly frequently in the more ornate forms
of plainchant:

and the inner two notes in each case are capable of being handled as
changing notes, i.e., as unessential (though not necessarily both as
discords) while the outer two stand as harmony notes, e.g.,

T
2 T
T T

More often, however, the accentuation of the neum, or the immediate
context, will suggest a different treatment, e.g.:

1'The changing-note figure may be regarded as an extension of the auxiliary-note

interception of a note between the second and last notes, but on the  other side’, and
one degree removed from what will then be the fourth note, so as to change the
direction of approaching this last note,
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Introit, Trinity 1x
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In the following introit for Christmas Day, the figure occurs th.:qt;
times, but for various reasons it has twice been preferred not ’E% trea th]
as an occasion for changing-notes. At the s?cor.ld occurrence (‘ be’) the
treatment is a very straightforward harmonization which, however, may
fall within the changing-note category, in that the fourth note 1s 2
harmony note which does not stand above a change of bass.

Introit, Christmas Day ]
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gi. - ven :andthe gov-ernmentshall be up - on his shoul - der :

endhis Name shall be call - ed, An-gel of migh - ty Coua sel.

¥ f 7 s
On the whole, a harmonization of this figure which involves two
successive discords, the second of which coincides with a secondary
stress (as usually it does), will not be welcome.

Discords in General.

"The accompanist need not be at pains to analyse the nature of discords
which arise from the occurrence of passing notes, auxiliary notes,
pedals, etc. Chords of the seventh may be formed, yet a little discretion
may be exercised in passing to a fresh chord by such a progression as:

=S

D

which sometimes gives a suggestion of slipshod modernity. Usually the
discord is better dispensed with by rearranging the first chord.

===
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i i ' od
Beyond this, and a recollection that the tritone interval between melody

i i essary to
and bass is best avoided (see p. 43), it does ;lxot lzeebn; iflged ! 1)1' o
formulate restrictions. Ears rather than rules shou

C. at the
lent to remember th |
e ectlng What 18 UIlpleasant. It 1S Suﬁi

roughness of a discord may often be got round by a pr

tion (see p. 41), €.8.:
is better presented as g é

e

which in its turn suggests a revision of the original harmony:

e
2857

i : i te may

imi harshly discordant effect caused by a passing no ¥
tstngli)ag lxi,it?gated b;r rearranging the parts so as to drive apart t.he n(&tqs
?orfning the discord. This is particularly notable when the discord is

that of a minor second, which may be considerably softened if it is
presented as a minor ninth. Thus, in the progression:

i le F and the alto E causes an
inor second between the treb : ) )
gxk\grd roughness which is felt less acutely if a redisposition of parts

allows the F and the E to be separated by the interval of a minor

ninth, ie., between treble and tenor, thus:

J

r. 7

x

SE===s
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3. Ruyram. (3ii) A change of position within (iv) Similarly, the leap of an 1
(@) Ha(monzc Means of marking a Strong Note. a chord may be made with the octave:
le'Le ordinary manner by which the accompaniment reflects the rhythm same object. '
o1 the melody is by change of chord at accented notes. It is useful to
talz% 121:0 1’;account that: viij. sol. . TP
1) AA change of chord may be effected by movement . 1 [ :
without involving a change of bass: Y FO% 0 AR mmner part :—_"—ﬁ——a—_‘__l‘_'_ ! amnn g 5
_ i. Introit ending 4. : i — l."‘"
- @ L For be - hold from henceforth : . - ~ for the re-mis-sion of their sins.
TP ... I W

d: -J- A: .
e

Introit, Trin. xxiij *
E_—‘u'g A ﬁ%&%
- - . thoughts of peace, - i r r ¢
:c.
) [Trr—r—— - ﬁLLM—‘%
— d 1. 3 | s & § — | H
1 L2 11 —
u vr ! L1 —
S ———— .
| hd b 4 which is capable of bearing a stress, if required, at any point of its com- {
5 = ! position: |
I f "l 1 -
.o . . 3 - - X ‘
- (i) Akm to this is the suspension of an inner part, for the same purpose: l 4 =
Kyrie IT - e : i
ri ) ) 4444 o ‘:
L] o 1 B « N | -
. . s, o_a " . |
e . g A R, g8 .and be withered ev-en as  the greenherb.(zone ;
Lord, h; lad . and their bow shall be  bro - ken.() i
» havemer-cy wp - on  us :and in-cline ourheartste keep this law. ! :and their inheritance shall en - ddve for ev - er. (2
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g Gloria III
B * &

[ ] F—L .g »

- - we praise thee, we bléss  thee, .(3)

(6) Change of Chord at Weak Notes.

If in accompanying plainsong there is one rule which might be called
cardinal, it is that which designates strong notes as the occasions for
change of chord. It is even more vital than insistence on modal accom-
paniment. The order of importance is, first ‘ where ’, then ¢ with
what’,

Nevertheless, so long as the cardinal principle is firmly grasped, it is
not for one moment suggested that a weak note must zeper be accom-
panied by a fresh chord. It will be found that, provided the movement of
parts is kept slight (e.g., see p. 50), an occasional change of this sort will
not really disturb the true rhythm of the text. On the contrary, an easy
flowing harmony will be less prejudicial than one which is uncomfort-
ably forced to conform with a sealed pattern.

Many instances may be found in the various foregoing examples, but

a couple of workings for Vexilla Regis (E.H. 94) are given to serve as
additional illustration:
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. O Tre of beaut T'ree 1, On whose dear arms, 80 widel ﬂung,
4 dear s
ree auty, of 1 ght. 5 n 3 Y

O Tree with onal purple dlght'.
hose h y limbs uld find heir rest: An SpOll the SpOlleI of his prey.
T S ol sho t: est. d prey

iti luable for giving a
i hange may be posxpvely valuab
000351;3 naellli)éf S]flr%I;rxaaCt()a: grigidl)zr mechanical apphcatx:rn acc>1f ;}}geué\ﬁ; :
zzg:,ii;)llyrin syllabic forms where the rhythm tends to tre

The Rosy Sequence E.H. 238

The price of humankind to pay,

s

N d is sungmoresweetthanthis; No name is heardmore full of bliss;
2, No word & ;

¥
4 x
s—E & a—a
_ P
‘ L IBIPAR. »
§ — "
—_—————
e B
| N
| N NN :L

Fr=_——T
God
i 1 sgh, Than Je - sus Son of
No thoughtbrings sweeter comfest  nigh,
| L
—

most high.
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A fresh

ol fresh cl;);;i iar:st:; nvzgakt I?ote may ev<len be used strategically as a
. , there is an almost incurabl

maltreat the rhythm of psalm tone vj as follows: © tendency to

|3 E L—g‘—r“x———n
@} -1 l" L § I . IhY 1
g Poa o
An odd verse or two accompanied in some such way as this:
g
)

006
"0

:thou hast broken my bonds in sun-der

T—% H
= oD M N g

—d

T

P

will have a steadying effect, and intrinsi i
] R trinsicall

'I('}il)rﬂypmlts rgay usefully be borne in mir}lldl-s nlot unpleasant.

_(1) Anisolated change of chord i spi i

J%E)cq;ﬁ solat am)therg freshcc?lf)ci C;s more conspicuous than one in con-

ii ere are degrees of verbal weakness, and i i
R in mak i

}e(icilil)mj&gi 1:would naturallfy be preferred at the less WeIzﬁ{ ing & choice,
p ange at one of two i is g
ot the soame o ok e ’sgf:gc.e:sswe weak notes is generally better

H

\
fﬂ

% %Dedication Sequence (p. 142)
aA_a *

5 a ] P
) I el .

- - - Likean ar-my splendid and ter-ri-ble. .

- « . Ma-ker of hea-ven and earth. .

Far more subtle than a i
e procession of alternating st
syllables, the rhythm of the words is an evasive enguzgig%ngr;g ::1:211:

Y N S T S e Rt

et I
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and analyse, and the difficulty is enormously increased when it is
enshrined within a2 melody which may have its own rhythmic contribu-

tion to add. It is not surprising that in the process of applying an
accompaniment, the function of which is to reflect the one and to take
account of the other, a rather more flexible handling is called for than
a merely mathematical application of rules. In the very nature of things,
no more than any other art can the accompaniment of plainchant be
compassed by the manipulation of unqualified formulae. At least a sense
of balance and proportion must be brought to bear if the whole creation

is to carry the stamp of the craftsman.




92 PLAINSONG ACCOMPANIMENT

CHAPTER VI

PREPARATORY, FRALMODY
As the psalm- i
s the c}’)n :Iﬁtz??ue be(ljorggs.to the simplest of all forms of plains
benions s et é)te by 1r}11ﬂex1ons—and as it is quite likely thgzl %IT
$ ) point where_ plair 1 v )
sams . plainsong is most ur
gf mo; ;/nrglﬁ}ll; have been. expected to receive first tre;l%rjlr;tr?t’ _Heeded,
of im s,ta d the accompamment of plainsong in general to sum O(rider
2l wh()]% .an d]e Tﬁbjec; of accompaniment, however, must b Ciee adt
, although the church ician may | “have ¢
o although ch musician ma
e r;:lssillr;rl: ;Csu}sl:i 1?1med1ate and main objective hey n?lfsrtf %T; iy??g: -
rom mastering the , eceding
oo hims g the contents of any of i
cha %onsidj::ai}i]: vexf'y least the first three chapters starz]doa‘;t };e Pr(iciidmg
the consid vervnp(r)eszrilggaccom%amment whatever, and then {)friilrlcfnio
: 3 : »a study of Ch , ;
stance: ' : y apter IV ma
necessi(t);kfj:: ;l;ee;;alges wl{;lcfll{ here follow. That t:hereyrrl:\r/l bceogcr;‘rl.rllrrentlly
: rly embarkation on the e view.
e nk salter h in vi
gogzi};l;arlgasy tt}:e provision of the tone-talgle at ppasngi? kepIt would,
powever, ! thee pieexgeilzv;lc;;s{ty impracticable as well as uz?i'esitrg)?: l?o’
er i
t?Apsalm o & pter a complete and self-contained guide
ctually the psalm-ton i
€s raise no se
et t parate problem of i
exceptetyoctaﬁif:;tno dlfferel}t treatment from any other ?oriticc?;n I;a.mmth
e P & 211(1: to which the particular form naturally faﬁsafnsoqg’
inferomponent ¢ rtrl11ents of long stretches of monotone. and lﬂt.ObltS
it ons rous eeg : ern1 off; and whereas the latter are alv&a S as: in .
vach som mek)%r of rallentando, and a slightly higher i, o ot
Chords to: chany noiges may therefore be expected, the mongtc?lﬁ) il
call for no change o fchord at all. Although it is obviously not rproper
et e%e ot hchord at some verbal stress during a ;mpr?per
reckting SuC],]yh on the whole it is better in ordinary circu ances 1o
hake no sus change. F, requent movement of the bass d ing 5 one
o fb 0 mﬁke for a feeling of restlessness #1in & mono-
rom these points, all i princi
secompaniment sl ) the ordinary principles of plainsong
Qu#e simply, the order of instruction will be:
; To llearn how to sing the psalms .
o learn some of the ha ies i i
Vspp]y e rmonies provided in the tone-table, and
ith regard to the f
. ormer stage, the fi i
o Teg ge, the first step wil
Studentg ilsy iilehable psalter, and for this purposg it isl ats)seutO grOCUre .
s Iposses§1on of one of the following, irr cotive ot e
u psa 1t3er thlch may be used in his chur%l’l sspective of the
arum Psalter (Rev. Dr Pal :
aen _ . almer)—St Mary’s C
nual of Plainsong (New Edition: Briggsrgz Freor?),e—nlzjv alllltage.
vello,
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The Plainsong Evensong Psalter & Canticles (Hughes & Goldsmith)—

Faith Press.
The Plainchant Evening Psalter and Canticles

The difference between these is mainly in scope,
being broadly identicall.

Tt will be found that:
1 The music of the chant consists of eight tones, corresponding with

the eight modes (with the Irregular or Peregrine tone as an addition).

2 That portion of the melody which applies to the first half of each
verse (i.e., up to the colon) is invariable for the tone.

3 Variety within the tone is obtained by the use of different endings,
which are applicable to the second half of each verse; and so we speak,
for instance, of ¢ first tone, fourth ending ’, or more simply ¢ one-four ’
(i.4.), ‘ seventh tone, third ending ’ (* seven-three’, vij.3.) and so on.
Instructions for the application of these tones will naturally be found
in the introductory pages of the psalter chosen, and these must be
thoroughly digested, so that the student may make the singing of any
psalm a matter of perfect ease. Emphasis has already been laid on the
necessity for a vocal approach to the subject, and the point is here
stressed again. There is no other road whatever to psalm accompani-
ment, and the task must guite definitely be undertaken, audibly.

A start had better be made with a strictly syllabic ending, say i.4. for
Ps. 73, viij.2. for Ps. 3,and then an ending containing a neum may be
taken in hand, e.g., i.1. or 1.3. for Ps. 1 and so on.

e sung to gny tone—an essential require-

(Burgess)—Novello.
the method of chanting

1 The Sarum Psalter enables any psalm to b ]
ment in a community quire for instance, or in any other place where the antiphons

proper to the seasons are used and the psalm tone has to be selected according to the
mode of the particular antiphon of the occasion. The book is no less useful in the

ordinary parish church, and it is furnished with an invaluable introduction, a mastery
i alter. Its latest edition

of which is a sufficient equipment to dea :
drawn from English sources

includes in its tone-table certain additional tone endings .
ical system of pointing is an apparent rather

outside the Sarum Tonale. The numeri
than a real difficulty.

1o A Manual of Plainsong each psalm is pointe
dentical with those of the

d for a selected tone. The principles of
chanting are practically i Sarum Psalter, and as the book
enjoys a wide popularity, it is used as a basis of any examples which follow. An edition
is obtainable with the tones done out note for note over every syllable throughout the
psalter, but the organist will find it easier to use the smaller edition, memorizing the
required tone (a matter of extreme simplicity), 2nd so leaving his eye free to deal with
a piece of literature rather than busying it with fitting notes to words. The system of
pointing is very easy. The tones are those of the Sarum Tonale.

The Plainsong Evening Psalter is equally easy for chanting, and agrees closely with
Sarum Psalter principles, but is pointed for selected tones only (which are indicated
in modern notation over each psalm). The tones are from the Sarum Tonale with

English additions, but the book contains only the psalms (and canticles) for evensong
Its usefulness is therefore

accerding to the Prayer-book scheme for recitation. f
restricted to churches where the psalms at Mattins are not sung and where the revised
lectionary scheme of special Sunday psalms has not been adopted. This latter point

may affect any psalter pointed for selected tones. . .
limited ground. Itis pre-eminently

The Plainchant Evening Psalter covers a similarly :
legible, and has all strong verbal accents marked so—an undeniable aid to choir-boys,
i by their elders.Tones are drawn from slightly wider

and hardly less needed sometimes
sources.

R
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The student who has been lucky enough to have made his first intellj-
gent acquaintance with plainsong by hearing a competent choir sing
psalms unaccompanied cannot have failed to be most forcibly impressed
by two outstanding characteristics in the manner of performance. One
is the pause of silence at the colon marking the half-verse—long enough,
it has been suggested, mentally to repeat the words * deep breath ’—
and secondly, the combined diminuendo and rallentando immediately
before the colon (sometimes quite slight) and similarly at the end of the
verse—that ‘ dying down ’ or * lifting off > which is of the very spirit of
the chant. These two points, also the slight stress at the first note of a
neum, and, above all, the even recitation of good reading which leaves
unchecked the natural verbal rhythm of the prose, must always be kept
before one in the early stages of learning to chant. They will speedily
become automatic, and they naturally have a direct bearing upon the
manner of accompaniment.

Having made i.4. his own as applied to Ps. 73 so that he can sing the -

psalm through in the proper manner with ease, the player is ready to
embark upon the stage of adding an accompaniment. The simple and
direct manner (for the novice at any rate) is humbly to learn by heart,
say, half-a-dozen of the harmonies? set out in the tone-table, and then
to experiment in fitting them to the words.

In using the tone-table he will observe that the harmonies suggested
are clearly not all designed to fit one sealed pattern of rhythm. Just as in
Ps. 73 the accentuation of verse 4, for instance, differs from that of 5,
so the respective accompaniments should differ if they are going to
reflect the verbal rhythm. The following accompaniments are obviously
unsatisfactory:

[ S L )

1 1aY 1Y 1 ‘l[ N L 1. Ah Y N
4. For they are in no per-il of death : but are /xs-ty and strong.

.
=! $ -

"
r T

n
T

J &_’
[
5. They come in no misfortune like oth-er folk : neither are they pla-gued like other men
i @D _ N
~ ﬁ_;‘_ﬁ’
E =
1As far as the melodies are concerned, the difficulty of learning the ‘mere handful ’

4
of psalm tones which forms the whole stock-in-trade is negligible. It inevitably solves
itself in practice.

A
1.3
1

HH
Ir

T
v

TR
<3

]

|
TTen
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. . . il
le a discriminating selection of harmonies or 2 slight adaptation wi

whi : g i

result in something more appropriate, €.g.:
Sy

- -
F— 77 — T
4. For they are in no per-il of death :but are {us -ty and strong.
1 N
: ———T———1
S I

+ 14

i 1 dapting accom-
i i 11 quite soon develop for a 2
W P, e efosta d coincidently the ability also
i rticular rhythm, and col tly
Eallgglﬁg tzrggigglﬂl:}r)go;ies which will satisfy the %)}:‘I?CIE})II:S hoaf n}:}:(')(;};zxs'
y i i f course, tha
iment. It is not claimed, o e, onies
2ﬁ;22}::31{;118 the tone-table (pp. 152—170) are in the least degre

| 1 stron,
hgu::tcli‘;?attention may here be drawn to the c1rcumt§t:}rllecem c;fd iztion o%
veﬁml accent immediately preceding the ﬁirgic n(éte o
ending which itself opens with a weak syllable, €.g.:

L3700V -M§di‘ ] : ) e
I;)Zr:Znantzzar Reciting Note) iation Dominant | Ending 4
B : — -
. \aad T Wial t i, & o

. ‘it his hand.
Though he fal), he shall not be cas€ a-way : for the Lord uphdld-ech him with his han
oug .

i be at cross purposes if

iment and verbal rhythm will clearly 0ss oses 1

ﬁlcec%?;gagﬁz:fge of chord in each half verseis made at ;11-; ani . ;itng
respectively. The change must be made in each case at the p

syllable instead:

.- up-hild-eth him with his hand.

= = =

T Y ] 1

...-Cast gway:

T1%
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This feature is so commonly met, particularly where the mediation or
ending opens one degree lower than the dominant (e.g., Tones i, iv, vj,
and endings of ij and viij), that it may be advisable to mark such accents
whenever they occur, in order to catch the eye. In this connexion the
suspension, the 6-5 formula (p. 48), or the ° contrary motion ’ figures
(as above at ‘-holdeth him *—see p. 87) are most useful. The great thing
to be avoided is the isolated change at the weak inflexion, e.g.

- .:for the Lord up-hbld-etA him _ . .

bal

T
oy

3

»
t

TToh_

On the other hand, the situation may be dealt with by making no change
of chord at all, either at the accented syllable or at the weak syllable
which follows it. '

LY

-

- 430

¥4
A

R . & O "

d-babl

Though he fall, he shall not be cast a-way: for the Lord uphild-¢4 him with his hand.

t '11‘ ‘J‘glj ;}Lﬂ
T TP —f——F F
s — gh ) a1 { 5

..

'

The change must thus be at the verbal stress or not at all.

The field for applying or adapting the given harmonies to the words of
the psalms is now limited only by the extent of the psalter and the
number of endings in the tone-table, and the player’s proficiency should
increase in direct relation to the amount of time he js willing to devote to
chanting and work at the piano.

Before leaving him at this stage it may be well to clear away a difficulty
which in reality does not exist, but the ghost of which has been known
to dog the beginner’s footsteps, i.e., the * redundant note ’ or extra note
inserted wherever, according to the pointing, mediations or endings are
made to contain a greater number of syllables than there are notes (or
neums) to go round. It will, of course, be necessary for the organist to
know how to sing it--and in this there is no difficulty, as in psalters
based on selected tones, its presence and identity are clearly marked by
a ™, while in the Sarum Psalter it is regulated by a few simple examples
—but it is entirely unnecessary to regard it as requiring accompaniment.
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The following pair of examples will illustrate the point. In the first
there is a redundant note; in the second there is none:

r's. 99
466 ——a—
¢ "

[ )
n
p

rovs
Yoo

" 1

) ' i p— v ~—
. 4 4 Y
4.. . .; thou hast pre-pur-ed ¢ - quiTty o &e.. . - -
4 DD Y
= 2 j}t?_:L f— t
T Y
2= =]
> &
2. The Lord is grect in Sy - on : &c.. . -
4 DD E g A
Z=F + —f
} !

That is to say, the harmony may remain unchanged .wheth.erctohnecreer;lseg
redundant note or no. In fact, so far as the accompaniment 1s1 goncemed
it does not matter what the r_edundant is; it m1g}i;c efqu;lﬂ}llat b
A or B, or even C. It is always light, and apart fr?n} the ;c bat it may
take a shade longer to play ¢ e-qui-’ than ‘ Sy-’, it is the ¢

i ly. The harmony is independent of it.
t}'llf‘:hveozfliroélozsible exceptior? is in the mediation of Tone iij, where an

additional note is sometimes comparatively strong and may admit special
treatment, e.g.:

Ps. 59
| SR B s o
] Mt [

God sheweth me his good-ness pleut-eous-ly

1N 2\ A N

+ - | 1
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|
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The converse of the redundant note is that very characteristic feature
of the psalm-tone—the omission of a note or even a section of notes in
order to ﬁt verbal requirements. Thus, the abbreviated or abrupt form
of mediation is constantly occurring, e.g.:

Tones ij, & viij

(.5 VA "
ek
For  mine eyes have seen
iij
: 406 a
vV - g
ol )
For  mine  eyes have . seen
iv
;
+ * B (o
. T
For  mine  eyes have seen
vij a
i - ta— -
]
For mine eyes have seen

and its treatment is so obvious as to call for no further comment?. More
serious omissions, such as the entire absence of a reciting note in short
verses, are no more difficult to deal with, but may well be speciall
marked in the psalter so that the player is not caught unawares ’
It need hardly be pointed out that this capacity for ¢ short cuts * is 2
mark of the psalm-tone’s naturally elastic vitality, and one of its glories.

AT THE ORGAN.

fa};li—o(zit.t. Tt is not within the scope of these pages to enter into the history
? the hxﬁ“eren}: methods of singing the psalms in the Christian Chutch
rom the earliest days. For information of this nature the reader is

i i e . .
of & }ll'lee Ssaalst?rl i’gtlhzédr:x}:ttmgft}lus apparent complication is the concern of the compiler
oF the peal musicalra an of the organist. The fact emerges that there is such a thing
o purdly music .tccex}t proper to the chant, and it is a function of the pointing to
arrange that, whe ie al §x1§ti, it shall coincide with a verbal stress. (It does not exist in
the mediations of { 2 :s l\)g, 1ence there is no abrupt mediation here). This is simple in
o ons, ut in endings also there is a musical accent (quite apart from
S broper & coinc"’gs’ as sfuch), and examples may be found where the pointing
St arrange a coi 1 epc? of stress. In such cases the musical accent gives place to
the verbal, g,;‘,‘r e 2xxnu;:‘wa accent in the ending iv.4 is the penultimate note; see
e 1 e b V. o ut once again, it is the psalter which arranges this. The
ty is to see that violence is not done to the verbal rhythm put before him.
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referred to the chapter on Psalmody by Rev. Dr G. H. Palmer in
Elements of Plainsong. It is sufficient to say that, although there is
evidence of psalms having been sung ‘ full ° throughout, or by a solo
voice, the Gregorian psalm-tones as they have come down to us are
inextricably associated with the idea of alternating contrast in some form
or other, and the tradition as we have received it calls for the treatment
of alternate verses in contrast either of volume or of pitch’—zthis quite
independently of the use or disuse of the liturgical antiphon. The
particular method most commonly employed of securing this alternation
is by contrasting either men’s voices with boys’ (or women’s), verse by
verse, or by similarly interchanging one or two voices (‘ chanters —
generally men) with the full choir (and congregation). Aesthetically,
as well as traditionally, the value of this constant interplay of light
and shade is immense.

The exact manner of working will be as follows:

The organ gives out the notes of the intonation by way of introduction,
for the purpose of establishing pitch and tonality; thus, for example:

vij
E‘ = lil i !
y T

For verse i, the first half is sung by one or two chanters and the second
half is sung full. The remainder of the psalm is sung in the following
manner, according to the method adopted:

. METHOD 1. METHOD 2.
! |
Verse 2 | Chanters Boys
Verse 3 Full Men
Verse 4 Chanters Boys
Verse 5 Full Men
&ec. &ec.

An alternative way of dealing with the first verse according to Method 2
is for the chanters to sing the verse throughout.

Gloria is treated in precisely the same way as the ordinary psalm verses,
i.e., in strict rotation just as it happens to fall, and the intonation should
not be used. That has fulfilled its duty when the chanters have sung it
at verse 1. Hence, if a second psalm follows immediately with the same

11t should be stated, however, that in convent quires, the alternating verses are
commonly sung * side after side ’.

i
K
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tone, the first verse of the new psalm is started straight away without
intonation. In such circumstances that verse is sung full throughout,
L.e., it is not ‘ chanted ’. The Amen of Gloria is usually sung full.

Registration. The general remarks at p. 63 seem to call for no particular
modification as applied to the accompaniment of psalms. As alternate
verses are opposed either in volume or pitch, the obvious scheme will
be to rely on a sort of dual foundation consisting of a couple of suitably
quiet combinations prepared on different manuals, and to use these more
or less alternately, modifying them by addition or subtraction just as the
need for variety is felt. If a third manual is available, it will, of course,
be welcomed for use as occasion may admit.

As an instance, supposing the method of singing is ¢ chanters and full *,
quite a manageable sort of scheme might be to draw a light 8-ft. stop
or combination on the Swell, and a Stopped Diapason and light 4-ft.
Flute on the Great, which may be coupled to the Swell. The pedal had
better be coupled to Swell only, not to the Great, and a quiet pedal
Bourdon might be drawn, though this should be given a rest frequently;
16-ft. pedal, as a habit, should be guarded against.

The first half verse will be chanted, unaccompanied. For the second
half (full), the Great and pedals would be used. Verse 2 would be
accompanied on the Swell without pedal, and during its course the
Great Stopped Diapason might be put in. The resulting combination
will probably be found 2 very suitable ¢ average ’ sort of support for full
verses, especially if the Flute is quietly bright with no fiery quality. (It
may here be well to add that a judgement of quality should be made in
conjunction with the voices, not in the empty church where, if the organ
is well placed and the building resonant, the Flute may sound alarmingly
bright). Modifications may now be made at will, by exchanging the
4-ft. Flute for the Stopped Diapason; by putting in the pedal Bourdon
for a couple of ‘ full’ verses; by drawing a Principal on the Swell,
opening the box, and using the Swell only for a full verse; by reducing
the Swell and accompanying the chanters an octave higher; by getting rid
of everything on the Swell except an Oboe, and accompanying the
chanters by a few lowish chords on it; and so on almost without limit.
If a choir manual is available perhaps a 4-ft. Harmonic Flute will serve
a turn played an octave lower, or a Gamba combined with a quiet 2-ft.
stop may be useful for a ‘ full’ verse, especially if chords are played
¢ round the melody ’. The Amen concluding the psalm will need a little
breadth and the original Great combination will probably be in request
again, with pedals.

Plenty of variety with very modest means has here been suggested. Let
it not be thought, however, that a restless striving for variety should be
aimed at. Far better that the accompanist should devote his entire
attention to a right clothing of the rhythm of the chant with simple
harmonies, and stick almost for ever to a couple of stock combinations,
than that he should disturb the repose and tranquillity of the rhythmic
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ow by stop-handle gymnastics. It will only be when his accompaniment
If‘lxas beycomg really s;?;)ontaneous that he will be able to bother his head
much about variety of registration. .

The Colon. The pause here must be jealously guarded; there is a
tendency for it to disappear altogetber, but it §h0uld, be retained even i
the psalms are being said, without music. The singers’ part hereis silence,
but a combined silencing of voices and organ may be rather too abrupt
to be pleasant, and in full verses the player had better tide over the
pause by transferring the last chord of the mediation to the Swell with
his left hand as soon as the voices have attacked the last note, holding it
there till the second half is reopened on the Great; or more simply by
holding over, on whatever manual is being used, just ont note or a
portion of the chord which closes the mediation. If a soft swell is b:emg
used (e.g., for chanters), the whole chord may simply be held over; or,
on the other hand, silence might not be too pronounced here.

Whereas there is a distinct pause at the half verses, there should be no
break whatever between verse and verse, or verse and Gloria.

Endings and Finals. Psalm-tone endings do not always end on the final
of the mode, for the reason that, according to the original ‘scheme of
things, the psalm tone always led on immediately into the antlpho,n, anci
it was not necessarily until the end of the latter that the mode’s fina
was reached. But the whole unit of antiphon, psalm, and antiphon did
end on the final. As the corresponding unit is now more usually the
psalm alone, it seems desirable to achieve ﬁna}ht.y by some means or
other. Where the ending closes on the final, it is naturally the chord
of the final that will be used to complete the Amen, and the same chord
may frequently be made to do the same service if the last note happens
to be a component part of that chord, e.g.:

v.i.

o a
-T“ w ol [ -—

. .iworld with- out  end. A - men.

h 1SS S T Ir

(The final of the fifth mode, as here transposed, is D.)

If, however, this cannot be done, some sort of bridge may be constructed
by improvising for a couple of bars or so, to flow quite naturally to the
proper final of the mode, for instance:
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ol I o a
- - -lworld with - out  end A - men.
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Such additions will naturally be modal, simple, and short, and an
endeavour should be made to keep up some sort of free rhythmic feeling;
a procession of solid chords will hardly be suitable. Perhaps it may be
added that if the player is not handy at making a satisfactory improvisa-
tion spontaneously, he had better work a few out on paper beforehand
or quite frankly let the matter rest without an attempt to reach the final.
He might certainly do worse, and there are arguments on his side. For
instance, if the singing is unaccompanied, what of the final? Clearly the
voices cannot wander off in quest of one: conditions must be accepted
just as they are. It is at least arguable that it is no duty of the organ to
provide a kind of dummy antiphon.

No addition will, of course, be called for if the psalm leads straight on
to another one sung to the same tone.

Solemn modulations. These decorated forms of the psalm tone are
reserved, so far as the choir offices are concerned, as a mark of honour
for the gospel canticles of Benedictus at Mattins and Magnificat at Even-
song. They call for no specially detailed instructions beyond those given
in the psalter. It may be noted that inasmuch as the long reciting note
is interrupted in its course by the addition of ornaments, and is further
decorated in the first half of each verse by an orname;ltal use of the
intonation, the form approximates more closely to the less severel
simple kinds of plainsong. Y

With regard to the pace at which these solemn modulations should be
sung, a custom has arisen of taking them deliberately slower than the
simple forms. There appears, however, to be no very compelling reason
why solemn Magnificat, for instance, should be sung at a slower pace
than any other plainchant. It seems at least as reasonable to ask those
concerned to regulate the accompanying ceremonial of censing, as to
drag out the proper music or to eke it out with interludes. The function
of Magnificat is not, surely, to serve as a musical accessory to the censing.

The solemn modulations are not applied to Nunc Dimittis nor should
the intonation be used as a decorative feature at the beginning of each
verse. This canticle is treated as a psalm.
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Miscellaneous points.

i) The use of plain octaves as an accompaniment is too often over-
looked. Reserved for an occasional verse or half-verse, it forms, indeed,
an effective and refreshing contrast. It is best suited to simpler endings
and larger volumes of tone; it would not be preferred, for instance, in
accompanying boys’ or chanters’ verses.

(i) The essential function of the intonation is to form a bridge
between the final note of the antiphon and the reciting note of the
the psalm into which it leads. Seen in this light, it is a matter of little
consequence that the intonations of different tones are sometimes
identical. In the absence of the antiphon, however, the practical use
of the intonation becomes changed. It cannot always be a final guide
to tonality, and in the event of consecutive psalms having different
tones with identical intonations (e.g., iij and viij), it will reduce the
risk of confusion if the organist emphasizes the changed tonality by
transposing the second psalm a semitone down or up.

(iii) Although the structure of the normal psalm verse consists of a
sequence of dominant, mediation, dominant, and ending, it is a mis-
+ake to let each element harden into 2 kind of water-tight compart-
ment. Even beyond the special consideration of a verbal stress
immediately preceding the mediation or ending (p. 95) the first note
of these elements should not be regarded as an invariable signal for a
change of bass.

(iv) Neither is it essential to mark every new verse or half-verse by
a change of chord. On the contrary, if opportunities occur of allowing
verse to flow naturally into verse, or mediation into second half, with-
out interruption, they should be seized from time to time.

Experience will prove that a regard for such pointsas the last two
mentioned will not only make for a feeling of unity, but will definitely
contribute to that unhasting, unruffled character which marks an
adequate accompaniment of the psalm tones.

#* * * *

Having put the hand to the plough, is there not sometimes the tempta-
tion to look back? The restraint of the mode—for so it must seem in the
beginning—the almost childlike simplicity of harmony, the undrawn
reserves of instrumental power, the leaning to an unemotional interpre-
tion, the free verbal rhythm pressing through a quickly flowing
melody ’,—are not these things very new? Are we really called to such
revolution? Let us draw inspiration from the great and ever youthful
Elizabethan divine who, though he may not have been contemplating
the identical form as we have learnt it, faces the same problems, and
links hands with us across the ages to St Basil, bearing witness that the
ideals which we have set before us are no mere revival of an antique
fashion, still less the shibboleth of a moment, but that they are funda-
mentally the unique method of answering questions and fulfilling desires
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which are rightly uttered now, and have been so uttered throughout the

Christian ages.
¢In Church music curiosity and ostentation of art, wanton or light or
unsuitable harmony, such as only pleaseth the ear, and doth not
naturally serve to the very kind and degree of those impressions, which
the matter that goeth with it leaveth or is apt to leave in men’s minds,
doth rather blemish and disgrace that we do than add either beauty or
furtherance unto it. On the other side, these faults prevented, the force
and equity of the thing itself, when it drowneth not utterly but fitly
suiteth with matter altogether sounding to the praise of God, isin truth
most admirable, and doth much edify if not the understanding, because
it teacheth not, yet surely the affection, because therein it worketh
much. They must have hearts very dry and tough, from whom the
melody of psalms doth not sometime draw that wherein a mind
religiously affected delighteth. Be it as Rabanus Maurus observeth,
that at the first the Church in this exercise was more simple and
plain than we are, that their singing was little more than only a
melodious kind of pronunciation, that the custom which we now use
was not instituted so much for their cause which are spiritual, as to
the end that into grosser and heavier minds, whom bare words do
not easily move, the sweetness of melody might make some entrance
for good things. St Basil himself acknowledging as much, did not
think that from such inventions the least jot of estimation and
credit thereby should be derogated: ‘For’ (saith he) ‘whereas the
Holy Spirit saw that mankind is unto virtue hardly drawn, and that
righteousness is the less accounted of by reason of the proneness of our
affections to that which delighteth; it pleased the wisdom of the same
Spirit to borrow from melody that pleasure, which mingled with
heavenly mysteries, causeth the smoothness and softness of that which
toucheth the ear, to convey as it were by stealth the treasure of good
things into man’s mind. To this purpose were those harmonious tunes
of psalms devised for us, that they which are either in years but young,
or touching perfection of virtue as not yet grown to ripeness, might
when they think they sing, learn. O the wise conceit of that heavenly
Teacher, which hath by hisskill, found out a way, that doing those things
wherein we delight, we may also learn that whereby we profit!”?

! Richard Hooker, Laws of Ecclesiastical Polity, Book V, 38. (1597)-

EXAMPLES
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Thou that ta - kest

a - way the sins of the world, re- ceive our pray - er.
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re-ceive our pray-er. Thon that sit-test at the right hand of God the Fa-ther,have mer-cy up-onus.
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Ghost, art most high Inthe glo-ry of God the Fa-ther. A -men.
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Psalm 5. i.4.(Chanters & Full)
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W - - ” R » yoepres 3 i .,.mw.q 2T ST 2 el ﬂm‘_nﬂ,.},;

To oppostite Fage

http://ccwatershed.org

1 gl

P — o]
ll’.‘l—




P s i R R e T T TS YT oo 7 T e e

133
v
.

http://ccwatershed.org

ite pagc




e

LA L

7 ORI A TN €T

BT o=

i R A A AR 2

http://ccwatershed.org

134

E. H. 51

To opposite puge

R T WO




>

1 H
L P an
. |+
2>
°
° o —
b manand oo
2 |4
4
A
m TR kH.: T
H
S -
o2
p
£ . bk
[ 1. L}
- Fa N
R L]

N
-
>
¥
)~
L4

'

iwte page
==




al . http://ccwatershed.org

136
Aeterna Christi munera
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If the hymn is treated thus in the manner of pure plainsong,
fas it well may be), it will be necessary to revise the Amen so as

to bring it into conformity with the true mode, thus:—
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Easter Sequence (E.H. 130)
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THE TONES OF THE PSALMS
TONE 1
Intonation Dominant  Mediation Dominant Ending (1)
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For the Solemn Modulations of Benedictus and Magnificat,
see p. 168 .
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1{——.—&.——.—._—-—— —a——a——a i
2 R -~ :

S

»
de
»

——a—— A

—» a_

For the Solemn Modulations of Benedictus and Magnificat, :
see p.169

TONE III

Intonation Dominant Mediation Dominant Ending (1)

; 5 ;

{(2)
The same for A
Canticles ' —n N
. - , (3)
A 1l
fo 4
a2,
1) iE
(4) j
— -
™ a #
, (s)
, — :
| ; P
‘ (6)
—A——a i a
n Y = . i
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(6)

Intonation Dominant

Mediation

TONE IV

Dominant
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——r—‘—'—"__!r—H_.'—'
]

——-k—l—i—-—.——a—h‘f

, (4)
TR ﬂ
N N
a_ |
PP
R N 1
; —
(6)
e e
B
(7
————
e a
(8)
— %_——-nf
(9)
.

A S S

For the Solemn Modulations of Benedictus and Magnificat, see p.170

TONE V

Intonation  Dominant Mediation Dominant Ending (1)
F———i—i—i—l—‘ﬁ———-—ﬁ—-‘ a1 4
t n - i:H
j : : d :
(2)
a—a PO
% [ ]
A (3)
e K A
i g )
i & . “
TONE VI
Intonation Dominant Mediation Dominant Ending
'____-—n——;—l—-l—-*— ———
.2 a R

For the Solemn Modulations of Benedictus and Magnificat, sce p.168
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TONE VII
Intonation Dominant Mediation Dominant Ending (
a__ g a , 1)
a a2 2" a ! [ i ] [] [ e n -~
.« ]
. (2)
The same for [ a_a ]
Canticles : il
-—_...-___.._! 5
3 S
) — "
n a ] | - =
: n__
{4)
—
] n a | ] - :
Ca (5]
CI T N . - ﬂ
(6)
i
|} n ] ’ Py F. "
(7)
—
) [ n a [] 4}
i
TONE VIII
 Intonation Dominant Mediation Dominant Ending (1)
— e ——————a—t "
el ? nl a
(2)
——————— - S 1
{—m
(3)
——a—h
N - 2 2
(4)
— a -
T
For the Solemn Modulations of Benedictus and Magnificat, sce p.169
The Irregular or Peregrine Tone
Intonation  Dominant Mecdiation Dominant Ending
i 1 i 2
i R L "




s I

(1)

(2)

L

(3)

LU

(4)
{

L

http://ccwatershed.org

NOTE

. The enclosing of a note or sign within round brackets () indicates

an optional use; the omission of notes thus enclosed will involve a
proportionate lengthening of the note preceding the bracket.

. Notes within square brackets [ ] are for use, or not, according to

the requirements of the pointing.

_ All the tones have been reduced to a common dominant (A). The

Gnal and dominant of the mode are indicated at the head of each
page.

. A small perpendicular line over the upper stave indicates the close

of the reciting note (the dominant).

. In the following harmonies no regard is paid to the position or

identity of redundant notes (see p. g6).
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Note on Tone IV (especially w. 4, v §). | ”

The first five endings of the fourth tone consist of five notes or note-
groups as compared with the more usual four or three in the other tones,
and therefore afford peculiar opportunities for reflecting the various
verbal accentuations which may occur within them. It therefore follows
that corresponding opportunities are here offered to the organist to help
out the rhythm by a discriminating accompaniment, and it has been
considered advisable to draw special attention to the treatment of endings
4 and 5, which are the simplest and most commonly used.

The following combinations of accent are typical; but, though alarming
in number, are capable of great simplification.

g

DM LA TR B AU I

R o T

R P T

R T N T g

i
| . : "
I. —a—a—a——g - — a
!I ‘ ; n
o
EIL a. 1. the law that he géave them
gl! il b. 2. punishedst their oWn in - vén - tions
i c. 3. footstool for he is hé - ly :
§, i d. 4. con - démn ‘the in - nocent blood i
E 5. to his own- - - - hin - drance (Sarum)
e 5. Lord our Géd is hé - ly
Ig il 7. slin - der - ed his néigh - bour
o — T e
it 8. Lérd 2 - - - and he héard them (Sarum)

vw,,...,

(N.B.—The possible occurrence of a redundant syllable immediately
before the final syllable calls for no observation.)

It will readily be seen that 6 and 7 are merely variants of 2 and 3
respectively by the addition of a strong syllable immediately preceding
the inflexion. The treatment of this feature by the use of a suspension
(or other device) will have become familiar in Tone i; however, examples
are given opposite under the fifth ending.

Number 5 will be recognized as variant of 2, and 8 a variant of
7 (or 3) and call for no exceptional treatment.

Thus, in fact, the types are reduced to the first four—a, b, ¢, d—, the i
last of which, where the musical accent is displaced by a strong P
syllable immediately preceding it, is rarely met; and of these, b and ¢ I
are often so closely akin as to call for no differentiation in treatment. S
Attention is drawn, for instance, to Example iv. 5, ¢, which by its light 1
texture and conjunct movement is equally suitable for use with a
¢ or b rhythm.

It is not impossible to find rhythms which do not readily sort them-
selves exactly under the above classes, but a mastery of the principles
underlying the following examples will enable the student to treat such
cases with ease, if indeed any special treatment is called for.

For beginners, a rough working rule emerges:—

Determine whether the ending begins on a strong or weak syllable,
and use an a accompaniment or bfc accordingly. If b/c is
immediately preceded by a strong syllable, approach the ending by

a suspension or a six-to-five. '
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Ending 6
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Ending (as in Sarum Psalter)
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T .. SOLEMN MODULATIONS
ones ij & viij
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Accent, musical, 6, 12, 13, 91, 98, 151

Accidentals, 3, 25, 27 et seq., 66, 67, 68

Alternating voices, 4, 99

Anticipation, notes of, 33, 39, 41, 45,
46, 48

Anticipatories, 41, 75, 77, 78, 80, 81

Antiphon, 29, 93, 101, 103

Appoggiatura, 33, 77

Asperges, 68, 107

Authentic modes, 22, 23, 65

Augxiliary notes, 33, 39, 48, 82

B flat, 3, 23, 25, 27 et seq., 48 68
Bar line: see Division bar

Bass melody, 58 et seq.
Benedictus, 102

Binary feet, 14

Bistropha, 7

Cadences, 66, 70, 8o
Canticles, 102
Cantor: see Chanter

Changing notes, 82

Chanter, 4, 47, 64, 99, 101, 103 .
Chords changed at weak notes, 34, 36,
49, 55, 88, 9o
Chords, kinds available, 31, 32, 33, 65. 77
Clef, 3, 30
»» change of, 2, g
Climacus, §
Clivis, 5
Colon pause, 94, 101
Common chord, 32
Compound neums, 6, 16, 38, 45
Confusion of modes, 66
Consecutive fifths, 58, 70

’s octaves, 58, 70
. sixths, 71
Construction of accompaniment, 42 ¢t
seq.

Contrary motion, 71, 87
Culminating virga, 16, 46

Decorative forms of accompaniment, 51,
58 et seq.
Diamond note, 5
Diminuendo, 94, 19, 101
Discord, 39, 40, 41, 47, 74 et seq.
' softened, 41, 83
Division, 4 )
” bar, 4, 14, 18, 37, 38, 45,47, 48
Dominant, 23-25, 65, 96, 103
Dominant-tonic cadence, 66

E flat, 27 et seq., 67, 68

Economy of chords, 33 et seq., 43, 40, 92

Endings (psalm-tones), 93, 95, 101, 103,
147

F sharp, 27 et seq., 66, 67, 68
False relation, 81
Finals, 21 et seq., 27, 49, 63, 101

INDEX OF SUBJECTS
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Five-part harmony, 38

Flattened B, 3, 23, 25, 27 et seq., 48, 68
Fluency, 33, 49, 51, 55, 63, 88
Folk-song, 23, 79

Free passing notes, 78 et seq.

Guide, 2

Harmonic basis, 51 et seg.
Harmony notes, 33, 39, 42, 75, 80, 82

Imperfect triad, 32

Inflexion, weak, 95, 103

Intonation, 99, 102, 103

Inversions of common chord, 32, 61,
71,73

Key signature, 26, 28, 69
Liquescent notes, 6

Magnificat, 102
Mediation, g3, 98, 103
’s abrupt, 98
Misleading finals, 27
Modal accompaniment, 32, 65 et seq.
Modes, 21-26, 68
Mora vocis, 17

Neum (original), 2
,»  (group of notes), s, 12, 38, 45
(see also Compound Neums)
Notation, 1 et seq.
Nunc dimittis, 102

Octaves as accompaniment, 33, 36, 44,
47, 103

Omission. of melody notes from accom-
paniment, 51 et seq.

Pace, 19, 34, 102
Parts, number of, 49, 55, 58, 41, 85
Passage from chord to chord, 39, 45, 82
Passing notes, 33, 39, 45, 71, 78
4 accented, 77
' quitted by a leap, 78 et seq.
Pause, 4, 94. 101
Pedal point, 72z, 74
Pedals, 58, 63, 100
Des, 5
Pes subpunctis, 14
Pitch, 7, 30
Plagal modes, 22, 23, 63
Podatus, 5
Porrectus, 6
Precenting, see Chanter
Pressus, 17, 15, 38, 46, 47
Psalmody, 92 et seq.
Psalm-tones, 15, 92, 147
Psalters, g3
Punctum, s

-

T e
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Quaver, 9, 19
Quaternary feet, 15
Quilisma, 7, 18, 38, 46
Quinary feet, 15

Rallentando, 4, 9, 17, 18, 37, 35, 43,
46-48, 92

Recitative, 36

Reciting note, 23, 92, 95, 103

Redundant note, 96

Registration, 58, 63, 100, 101

Resolution, interrupted, 75

Retardation: see Suspension

Rhythm, 10 et seq., 33, 86 et seq., Yo, 94,
100, 102, I51

Rhythm, harmony in relation to, 33 ef seq.

Rhythmic touch, 13, 14 (see zlso
Secondary Stress)

Salicus, 17, 18

Scandicus, 5, 17, 18

Second inversions, 32, 01, 73
Secondary stress, 13, 14, 38, 46, 84
Shape of accompaniment, 61
Solemn modulations, 102

Spaces between notes, 16, 46
Standing bass, 33, 48, 72

Stave, 2, 8, 30
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Stressed notes, 6, 12, 18, 38, 42, 43, 45
4‘6) 47 86; 87’ 95 (See also Secondaq;
stress)

Stressed note before inflexion, g5, 151

Strophicus, 7

Suspension, 32, 39, 44, 45, 47, 74 et seq.
86, gb

Suspension, interrupted, 75

» unprepared’ 76: 77

T'ailed notes, 5, 16, 46
Tenor melody, 58 et seq.
Ternary feet, 14
Three-part harmony, 49-51
Tierce-de-picardie, 66

Time value of notes, 11, 17, 18
Tone-table, 145

Torculus, 6

Transcription, 5, 9, 12, 26
Transposed modes, 27, 67
Transposition, 8, 26, 103
Tristropha, 7

Tritone, 23, 30, 43, 48, 85

Unaccompanied plainsong, 1, 31, 94
Unisinous music, I, 79

Virga, 5, 16, 46

.
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INDEX OF EXAMPLES

The following melodies have been drawn on to illustrate the construction of
accompaniments. Big figures indicate harmonisations of complete melodies. Little
figures denote fragments of melodies. Italic figures indicate the numbers of hymns in
The English Hymnal. Accompaniments of plainsong hymns in Songs of Praise (Oxford
University Press) are indicated by the letters S.P.

Agnus I11, 116 Introits
5 X, 117 All Souls, 48
Antiphon, Compline, 129 Ascension, 108
' Septuagesima, 129 Christmas, 83
Asperges, 107 Corpus Christi, 70
Maundy Thursday, 50
Benedictus (T.P.), 59 Requiem, 48
S. Stephen, 39
Creed, 112 Trinity VIIL, 76
Gloria I, 60 : . IX,83
., 1III, 88 ' XVIII, 76
.V, 80,117 »  XXII, 109
., VI, 120 ,, XXIII, 86
Whitsunday, 83, 109
Hymns (E.H.) . Introit psalm ending, i.4., 86
1 S.P.35 . ij., 80
17 66,S.P.277(2)
31 see 169 Kyrie 11, 33, 34, 86
49 132 ,» V,111
51 134 ,» VII, 110
52-57 S.P.21

Magnificat, vj. sol., 130

32-62 75;),’8586 ,,  viij.1. sol., 55'3
124 75, S.P.92 Nunc dimittis, ij.1., 154
126 2,75
130 140 Psalm 3, i-4., 126
150 75 »  14,iv.4., 59
156 67, S.P. 101 ,,  110,1ij.1.,124
160 76, S.P. 108
165 69 Sanctus 111, 115
169 56, 73 . » X, 116
11556 ]é?(”s Sequences
181 All Saints, 40, 41, 81
183 ) Dedication, g0, 142
189 (¢ 176 Easter, 140
192 g Golden, 67, S.P. 101

~
W
-~
~¢

Rosy, 51, §7, 71, 79, 89, S.P.

2¢ 2
228  see 241 Whitsuntide (see Golden)

229, 230 see 169

231 see 241 Te Deum (simple), 36
238 51, 57,71,79, 89: S.P. 277 ' (solemn), 44
241 73

253 40, 41, 81 Venite iv, 39

624 137 » Vi 38, 68,121
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