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,
! Pieces in the 5th and 6th modes, with final F, and B, flat 

or natural. 
ORDER	 OF STUDY TO BE FOLLOWED I 

Pieces in the 1st mode with constant B natural; in the 4th 
mode id.; in the 5th mode id. IN	 THE ACCOMPANIMENT OF PLAINSONG 

Pieces in the 1st and 2nd modes with final A. 
 

I. - 1. Simultaneously: a) Two part counterpoint (Part I, 
chap. I up to § 4); b) Rhythmic analysis of Plainsong 
pieces (Part II, chaps. I and II up to § 3, page 79, h 
but especially: Practz'cal conclusions, page 75); .' 

2.	 § 4, of chap. I, with the exercises on Plainsong which
 
follow;
 

3.	 § 5, (syncopated counterpoint) which may be taken at
 
the same time as 2.
 

11.	 - 1. Simultaneously: a) Three part counterpoint (Part I, 
chap. II up to § 3) ; b) Study of Plainsong rhythm 
(Part II, chap. II, § 3, with the accompanying exer­
cises) ; 

2. a) Syncopated and florid counterpoint (Part I, chap. II, 
§ 3); b) Study of feminine rhythm (Part II, chap. II, 
§ 4); J 

I 

3. a) Part II, the whole of chap. III (rhythmic rules); )b) Written Plainsong accompaniments in three parts, 1within the prescribed limits. i 
II I. - Simultaneously: a) Four part counterpoint (Part I, t,

chap. III, Pages 38 to 40); b) Part III, chap. I, espec­
ially § 6: modal analysis rules (analysis exercises). 

IV.	 - When the study of Part I (pages 40 - 51) and of 
Part III, chap. II (especially § 1) has been completed, 
Plainsong pieces should be harmonized in the following 
order (the student should refer to Part III, chap. III, 
chap. II § 2, 3, and 4, also chap. IV, but should not 
attempt transposition until he is sure of his untransposed 
writing): 

Pieces in the 1st, 2nd, and 6th modes (with finals D and
 
F) without B flat or natural.
 11Pieces in the 4th mode, with final E and no B flat or B
 
natural.
 

Pieces in the 1st, 2nd, and 4th modes with B both flat and
 
natural.
 

Pieces in the 5th and 6th modes, with final F and constant
 
B flat.
 

Pieces in the 6th mode with final C (with a melodic B flat). 
Pieces in the 3rd mode with final E, in the 8th mode with 

final G. 
Pieces in the 7th mode: a) entirely in group I; b) covering 

the complete scale. 
Pieces in the 3rd and 4th modes with final B, and in the 

4th mode with final E and essential B flat (transposed 
mode in B). 

Pieces in the 3rd and 4th modes with final A. 
Study of Psalmody: a) preparatory rhythmic exercises; 

b) complete accompaniments. 

----...;i......t»...ojalo__6 _ 



PART ONE 

Elementary exercises in modal harmony. 

CHAPTER I 

Two-part counterpoint. 

§ I. - GENERAL DIRECTIONS. 

NOTE AGAINST NOTE COUNTERPOINT. 

I. - Intervals. 

We know that the diatonic scale consists of five whole tones 
and two semitones distributed in the following manner: C - D, 
whole tone; D - E, whole tone; E - F, semitone; F - G, 
whole tone; G - A, whole tone; A - B, whole tone; B - C, 
semitone. 

Although the theory of intervals belongs to the most element­
ary musical teaching, we think it may be useful to recall the 
following. 

Two conjunct degrees of the diatonic scale are said to be at an 
interval of a second; this second is major when the two notes are 
at a tone's distance one from the other and minor when the 
distance is that of semitone. 

, ~ la nil' e·1 .. Ien l1-6- 0 a0 a 
l....:." i majol" seconds II minor seconds 1 

Two notes separated by a single degree are said to be at an 
interval of a third; this third is major when the two notes are at 
two whole tones' distance one from the other, and minor when the 
distance is that of one whole tone and one semitone. 

, __ elll lila aLJJ a o~ 
I major thirds 1/ . minor thirds . I 
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. 2) That the ~ere na~es of the two. notes whi~h .make up an
Then, we have the interval of a fourth : peifect when it consists mterval determme the mterval but without qualifying it.· Thus

of two whole tones and one semitone, augmented when it consists F _ B is always a fourth, even when the F is sharp and the B 
of three whole tones. 

&_

flattened; F - C flat, which on the keyboard is the same as F ­

B, is nevertheless a fifth.
 

n Once the interval has been named, the qualification of major, 
minor, augmented, diminished, may be added, according to the. I perfect fourths I laugmentedl

fourth or 
tritone number of tones and semitones which it contains I. 

3) An interval is inverted by setting its lower note an octave 
\~) 

The interval of ajifth is said to be jJeifect when it consists of higher or its higher note an octave lower. Thus a third is the 
three whole tones and one semitone; and diminished when it inversion of a sixth: a seventh the inversion of a second; a fourth 
consists of two whole tones and two semitones. the inversion of a fifth and 'vice versa. 

4) When two notes, which constitute an interval, are sounded in 
succession, the interval is said to be melodic,. if they are sounded 

I perfect fifths I /diminisMI 

t_ " 

a 
simultaneously the interval is said to be harmonic. 

fifth 

The interval of a sixth is said to be major when jt consists of 
four whole tones and one semitone, and minor when it consists of ~lharmonic\Imelodic\lha7-mO~iclthree whole tones and two semitones. thil-ds fifth fifth 

I I. - General rules for writing.*()~OOr 
1-& major sixths II minor sixths (. I. Melodic intervals, the octave excepted, which are greater than 

. a minor sixth, are never allowed. All augmented or diminished 
A major seventh contains five whole tones and one semitone, a intervals are forbidden (augmented fourth or tritone, diminished 

minor seventh four whole tones and two semitones. fifth).
The following is an example of bad writing so far as melodic 

intervals go: 
7th dim. 5th maj.6th*_e~e-~ 

major seJJellthsj minor sevenths 

Finally, two notes of the same name, of which one begins and ~ 
the other ends the same scale, are said to be at an interval of a 7th 
peifect octave. In working out the given exercises, care should be taken to 

make the melody sing naturally; repeated leaps and the frequent * u ~ 0 I n ¢lC· return of the same formulae and the same notes should be1& 0 0perfect octaves I avoided. 

I An interval said to be major becomes augmented if its upper note is raised Intervals greater than the octave are a ninth which is an octave or its under note lowered by a chromatic semitone: C - E, major third;plus a second, a tenth, which is an octave plus a third etc... C _ E sharp, augmented third. An interval said to be minor becomes dimi­
The following should be noticed : nished if its upper note is lowered or its lower note raised by a chromatic 

semitone: B _ A, minor seventh; B - A flat, diminished seventh. The
I) That intervals are named beginning with the lower note: same applies to intervals said to be perfect: C - G, perfect fifth; C - G 

thus the third of C is E and not A, and the interval D - F is a sharp, augmented fifth; C - G flat, diminished fifth. In diatonic music, 
third and not a sixth. which alone concerns us here, among augmented and diminished intervals, 

only the augmented fourth and diminished fifth are used as defined fur-If I wish to begin by naming the upper of two intervals I should 
say, for instance, that the lower sixth of F is A. ther on. 

if 
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contrary, if one ascends while the other descends or vice versa: A wide ascending interval may easily be corrected by a des­

cending conjunct interval i=J-Fi2~ =0
 
This applies equally to a descending interval i=~
 ~ 
But the following: i~Et <9-]-F ~31 ~:.t! In this connection the following rules should be observed: 6J- -----=EL--6J_ ~ 

should be avoided. I) Similar motion should lead neither to a fifth nor to an octave: 
No alteration in the degrees of a scale is allowed: no flats or
 

sharps may be used as accidentals; no flats or sharps in the key
 
signature may be annulled. ,..
 

2. Harmonic intervals are said to be either consonant or disso­ ~F=~-~~=~nant. The perfect octave, the perfect fifth are said to be peifect I forbidden II allOlJ'able Iconsonances; the major or minor third and sixth are said to be
 
impeifect consonances. All the other intervals are said to be
 
dissonant; these are: a second, a fourth (even the perfect fourth I),
 These intervals should therefore be the outcome of contrary or
 
the diminished fifth, the seventh (the ninth is assimilated to the
 oblique motion as shown in the last three examples.
 
second, and the tenth to the third etc.).
 2) Moreover, two consecutive octaves or two consecutive fifths are 

prohibited, even in contrary motion, and still more so in similar 8ve 5th 3rd 10th 6th 7th 2nd 9th dim. 5th 4th
 
motion.
, : 

!perfect consonancesI Iimperfect consonances I I dissonances I ~For the time being the student should confine himself to the
 
use of perfect or imperfect consonances. It should be noticed
 
that intervals can be figured by their corresponding numbers: 8, 5,
 The same applies to the repetition of two notes in unison or to
 
3, 6, 7, 2, 4; l} indicates the interval of a diminished fifth.
 two notes in unison followed by an octave or vice versa. 

It follows then, that when writing in figures, no two fives or3. The harmonic movement of two parts in relation one to the 
eights should follow each other, and again, when five and eightother may be similar (or parallel) if both parts ascend or descend follow each other, the harmonic movement should be verified: simultaneously: 
movement should not, in such a case, be similar I. 

, Endless discussions have arisen in the attempt to justify such strict rules. 
Consecutive octaves are proscribed because of their harmonic poverty. To 
write consecutive octaves amounts to omitting one part which is merely the 
doubling of another (this doubling process is sometimes intentional1y used but - not in strict four part counterpoint). Again, by similar motion, this very oblique, if one ascends or descends, while the other remains sta­
simple interval is given too much prominence; although in this latter case tionary: 
it should be noticed that the rule is much less strict and will admit later of 
perfectly legitimate exceptions (in three and four part counterpoint). 

~ As to consecutive fifths, these are said to sound harsh and to give an 
impression of two tonalities foreign one to the other. This may be true of 
classical harmony belonging to Rameau's system, in which everything centres 
around the chords of the dominant and of the tonic j for, in this harmonic , The fourth is not dissonant in the same way as other intervals; this will system, similar motion leading to a fifth on a degree qualified as mediocre orbe noticed when the formation of chords is being studied. Even when writing bad (and still more consecutive fifths) would, so to speak, throw the tonalityin two parts, early composers frequently treated it as a consonance. Never­ off its axis. But, in a purely modal harmonic system - such as the one wetheless, beginners, for whom these exercises are intended, should keep to the are considering -- this impression (as many modem examples show) does notgiven rule. 

,
 
j 
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3) More than two or three consecutive thirds, or more than two ­
or three consecutive sixths and, in general, more than thr~e conse. 
cutive direct movements should be avoided because of the impres­
sion of dullness which they produce. 

4) Here are, in the key of C (and of course in all other tonali­
ties), two progressions which are unanimously condemned in all 
treatises on harmony. They are calledfa!se relations of the tritone. 

~.
 
exist at all, because, here, tonal synthesis is very much reduced and every 
harmonic degree may take on the importance of a passing tonic note. A 
sequence of fifths (especially in four part writing) might then produce the 
effect of tonal" decentralization". Nor should we forget that these were the 
very first harmonies ever used. 

Even accor~ing to classical theories, a fifth on the chord of the domina~t 
or of the tomc approached by similar motion is good because the quali­
ties which characterize these" good degrees» are actually reinforced by the 
similar motion. This explains the frequency of the following writing: 

~ 
-v 

..D..-_ ~ '" 

But consecutive fifths on the chord of the dominant, approached for 
instance, as in the following example by a passing note in the soprano, are 
also to be found - and the case is not a rare one: 

(Saint-Saens, Tollite hostias, Christmas Oratorio). 
There are also consecutive fifths approached by a semitone; 

~?' •.,., I :d I 
These do not sound harsh. 
Moreover, authors of text books admit that consecutive fifths formed by a 

succession of chords in root position, m9ving by thirds or fifths or fourths 

-7­

In a hcmuonic system that is based partly all the attraction of 
the leading note towards the tonic, one can understand that such 
a progression should be forbidden: in the first example, theB fol­
lowing on the lower F of the preceding harmonic interval should 
actually play the part of a leading note; this it cannot do because 
of the fifth E - B; in the second example B rising to C finds 
itself in conjunction with the note F, which it had seemed to shun 
in its desire to reach the chord of the tonic. But, in a modal 
system in which the attraction of the leading note towards the 
tonic note does not exist, this prohibition loses its raison d'etre; 
there is no leading note, therefore, all attraction is absent. We 
know too that early writers have made very happy use of these 
formulae. 

(F to D; G to C or F to C, etc.) do not sound in the least harsh because of 
the notes common to both chords. 

T 
.pfi1'fP-~ 

Ie)

(

It. I IJ 

There remain consecutive fifths in chords in root position moving by an 
interval of a second. 

The similar motion of the two fifths leading towards the chord of the domi­
nant is in no way unpleasant even in the following formulae: 

The last example shows two consecutive fifths moving by similar motion to 
the tonic; this sllccession is hardly tonal in the classical sense of the word, but 
is good because the second fifth belongs to the tonic. 

It follows, then, that even in the theory of classical harmony, consecutive 
fifths may be acceptable; everything depends on where they finish. And it 
must be noticed that the best combination is that in which the fifths are in 
the bass and tenor, while the soprano proceeds by contrary motion. 

We may, therefore, say that in a purely modal system, consecutive fifths in 
chords moving stepwise are good if used in the way described. 

At most their rather hollow sound may be ascribed to their being" doubling 
fifths» just as there are doubling octaves; but they do possess a certain colour 
which is not to be found in octaves. 

Nevertheless, because of the many pitfalls which lie in wait for beginners, 
for whom these exercises were written, I have thought it best not to depart
from traditional rules in the text of this book. 

N° 723. - S 

....::; 
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5) All exercises should be writtenfor the human volce. Here is, 
for practical purposes, the compass of the four qualities of human 
voice: bass, tenor, contralto and soprano. 

~Opr8DO -e-." 
0­

Tenor 

~-G-

u 

It should be noticed that when a tenor is reading in G clef he is 
in reality singing an octave lower. It is therefore regrettable that 
for practical purposes the use of the fourth line C clef should have 
been abandoned. In any case, true notes must be written for each 
part and, if the C clef be not used, the tenor should be written in 
the F clef. 

The exercises should be written for two well defined voices i. e. 
for soprano and alto, or for alto and tenor, or for tenor and bass; 
at most, for soprano and tenor, or for alto and bass; but it is 
better not to attempt the combination of soprano and bass, which 
leaves too big a gap between the voices and would probably 
sound poor, The exercises should be written on two separate 
staves,

The use of very high or very low notes should be avoided 
and the voices kept as far as possible in the middle register. 

Exercises should also be transposed into various keys (the 
necessary sharps and flats put into the key signature are not acci­
dentals but essential; it should also be remembered that the notes 
of the scale must not be altered). The object of such transposi­
tion is to familiarize the student with these keys and to enable 
him to give a theme written normally for the soprano or for the 
tenor to the alto or to the bass and vice versa. 

4. Exercises; here are several themes. 
They should first be taken as upper part and an accompanying 

part or counterpoint, like the theme in semibreves, written below. 
Then the same theme should be taken as lower part and the 

counterpoint written above.
Several counterpoints should be written both above and below 

the same theme so as to utilize all possible combinations. 

In order to avoid mistakes the student should: 
I) Read the melody of the counterpoint and make sure not 

only that all the melodic intervals are used correctly but also that 
the melody sings naturally. 

~) Read each of the harmonic intervals vertically and see that 
only consonances have been used. 

<;"~",......~~-~ 

3) Notice by what kind of movement fifths and octaves have 
been approached and make sure that no two fifths or octaves have 
been written in succession. 

These themes belong to the mode of D (first and second Plain­
song modes), to the mode of F (fifth and sixth modes) or to the"! 

t
mode of G (seventh and eighth modes). It will be seen in 
Part III that the Plaisong mode of E does not infact conform to , the theory of the Greek mode of E; the difficulties to which the 
cadence gives rise, make it impossible to utilize this mode for 
simple writing exercises; moreover, the themes, which will be,. given below, correspond to the ground covered by Part I of this 
treatise. 

The flat in the key signature of the modes of D and of F (this 
flat is an essential part of the tonality and a practical result of the 
transposition of the modes of A and of C) will be explained in 
Part III. 

When the theme starts on the tonic, the first interval used 
should be the octave; when the counterpoint is below the theme, 
the interval of a fifth may also be used. When the theme does 
not begin on the tonic, the counterpoint may start on any conso­
nant interval.f 

No overlapping is allowed i. e. the lower part should not rise 
above the higher part.
 ~, Finally, unison is allowable in the first and last measures.
 

II Mode of D (first or second mode):
 

!
~ 

fao 
The student should choose other examples of the same kind,! 

I 
that is to say belonging to the first or second mode and from 
which the B, whether natural or flat, is excluded (the first Kyrie of 
Mass IX, for instance). The flat figures as key signature and 
may appear in the counterpoint but is not in the theme. Further 
on, the reasons for this choice will be explained. 

Mode of F (fifth or sixth mode): 

1 tte -~ : 10 : i<3Ii \I 

.}
1 

What has been said concerning the mode of D holds good here 
also. 

Mode of G (seventh or eighth mode):

Ie e'k'--_ 
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_ The Hymns: Veni Credtor, Verbum supernum provide other 
examples. The fragments chosen should not descend lower than 
F nor rise higher than E. 

Formulae with which to end: 

~a
 
&Oe~
 

(no C sharp in the mode of D, no F sharp in the mode of G) 

Specimen exercises I: 

Theme in the alto 

t~e : I 
633-?:3 68 

~;e~;l~~
 
Theme below counterpoint:
 

Theme in the alto (transposed one tone lower)
 

It will be seen that a note in the counterpoint may be tied and
 
thus occupy two but not more than two measures.
 

§ 2. - SECOND SPECIES OF COUNTERPOINT 

OR TWO NOTES AGAINST ONE 

When completely familiar _with the preceding work, the student 
should begin the next species of counterpoint which has two notes 
written against one. 

In this species the theme, which, like the first, is written in 
semibreves, is accompanied by a counterpoint written in minims. 

I. - The first beat or first note of the counterpoint in each 
measure must be consonant i. e. an octave, a perfect fifth, a third, 
or a sixth. 

The second beat or second minim of the counterpoint in each 
measure may also be consonant; but it may also be dissonant, that 

x These examples have been written on one staff only, merely to economize 
space. 

is to say, it may sound an interval of a second, a fourth or a seventh 
with the theme, of which each note is held over this second beat 
of the measure. Nevertheless, the harmonic intervals of dimini­
shed fifth or augmented fourth must be religiously avoided 
because, in most cases, their use would result in harmonies quite 
unsuitable to Plainsong modality. 

Dissonances on the second beat are acceptable in so far as they 
are passing notes i. e. when they serve to connect by a step two 
notes placed on consecutive first beats (by a step is meant a melo­
dic interval of a second). 

~·4.J~

'~~8'1l~.
 
A. The second beat is consonant, the melody, in consequence, 

may move freely. 

B. The second beat is dissonant; the passing note C connects 
the D to the B by a step; the passing note D connects C with E 
(obligatory melodic interval). 

C. Here we have an augmented fourth which is perfectly correct 
but not permissible in Plainsong because the B has the character 
of a leading note and belongs to our modern C major. 

Nor should the dissonance revert to the note which preceded it, 
as in the following: 

, :J~
 

(anticipatory note). This ornament will be studied in the follow­
ing paragraph. 

The facility in writing which these devices give the student 
should make him very particular as to the melodic quality and the 
variety of his counterpoints. 

2. - Fifths and octaves should be used in accordance with the 
following rules: 

I) The rules concerning a fifth or an octave being reached by 
similar movement and those concerning consecuthe fifths and 
octaves hold good in second species. 

From the first to the second beat the movement is necessarily 
oblique, since the counterpoint moves and the theme remains 
stationary, this, then, cannot give rise to mistakes. But between 
the second and the first beat of the following measure, mistakes in 
the harmonic movement are more likely to occur. 
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I 1 In the first measure, the first interval should be an octave when 
\ the theme is above, an octave or a fifth when the theme is below. 

But the counterpoint may well begin only on the second beat, 
_J.•j 

in 

-' - -e--.Q.'"
(forbidden). after a mir.im pause. 

-,,_ ...""t~ 

2) No two octaves or fifths should occur on two consecutive first 
beats, so that the new interval, which is on the second beat, even 
though it may create contrary motion, in no way excuses fifths or 
octaves which may be on the first beats. 

~ ~ia.~~)I)Jj2)~
 

3) As a rule, moreover, it is better not to have two octaves or 
two fifths on two succeeding second beats. 

~
 
Although this rule (and even the preceding one) is often disre­

garded, it is better to conform to it in these exercises. 
When, in the two incriminated measures, the counterpoint has a 

symmetrz"cal melodic design (as in the examples given), it should be 
considered defective because of the resulting impression of broken 
harmonies which emphasizes the fifths and the octaves: 

ti J~§)5~
 
broken harmony the same in three-part

hannony 

But, when this symmetry does not exist, the fifths and the 
octaves are less evident: 

&:-2 
Moreover, in the first fifth (E - B) of the first example, and in 

the second fifth of the second example (F - C) the notes Band 
C are treated as passing notes. 

3. - The themes given for first species counterpoint should be 
used again; they may have a counterpoint written either above or 
below them and all the rules that have been given should be fol­
lowed. 

In practise, the last measure but one should be written in semi­
breves, in conformity with the cadence formulae already given. 

Theme below: (a)• .Jr d I! '1: d-jt ~ :1 
u - .. - a 08' Ii 8 

It will be seen in (a) that a unison may occur as an exception 
on a second beat. 

Theme above: 

~ (b) (Ii)

;.n'~tp!) In el; ,If m un J 
,8 -_.' - g 3 

In (b), in spite of the melodic symmetry of the two measures, 
consecutive fifths on two second beats in succession sound very 
well because the second fifth is really a passing note. 

To continue the movement in minims, the last measure but one 
might have been written thus: 

f'ri¥±9 
I n modes of G and of F, the following is possible: 

(mode of G) (mode of F) 

Theme below: 

666 

j i 

In the mode of F: 

} g I II I ~Theme above: 0 _ 8 _ 1)0 _ IS Qlj 

In all other cases, the last measure but one should be written in 
semibreves. 

I 

L
 



I 
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§ 3. - THIRD SPECIES OF COUNTERPOINT. 

I. - In the third species of counterpoint, the part accompany­
ing the theme should be written in crochets and, in consequence, it 
will have three, four (five, six) notes against one, in measures with 
3/4, 4/4 (5/4, 6/4) time signatures. The value of each note of the 
theme should cover a whole measure (dotted minim, semi­
breve, etc.). 

I) At this stage, every first beat should be consonant; but, on any 
other beat, passing notes may be used under the conditions we 
have already defined. These conditions suppose that the passing 
note connects by step two consonant or 1'eal notes, so that they 
give rise to the following combinations: in a measure of four beats 
we should have, for instance, a) consonance, b) dissonance, c) con­
sonance, d) dissonance; or a) consonance, b) consonance, c) disso­
nance, d) consonance. If the second and the fourth beats are 
dissonant, the third beat is consonant; if the third is dissonant, the 
second and fourth are consonant. 

Two successive dissonances would have been possible in the 
following exampIe: 

~.J~J~ 
-u I. • 3 .:e­
6 r s 

(diminished fifth and fourth). But, although this example may 
be harmonically corrrect, for reasons of modality we whould 
exclude the diminished fift hand the augmented fourth. 

When a note which may be qualified as a leading note (the B 
when there is nothing as key signature; the E when there is one 
flat etc.) is a 1'eal note, the other note of the interval (F for 
instance) being foreign to the harmony is almost bound to spoil 
the passage from a modal point of view. See above or the 
following: 

~
 
For, in such a case, either the B should rise to the C, that is to say, behave 

as a real leading note, or else it should keep its stability and this is taken 
from it by the passing F. In an eighth or a seventh mode the example 
quoted is always bad. We shall see later that there is a harmonic device 
(the suspension) by which it may be corrected. as in the following: 

It. 

f1!!T -r,.... j 

In the opposite case, i. e. when the B is foreign to the harmonyJ and the F is a real note, the result is bad, as is shown by the fol­f, lowing example

(i g! :.J~ 
\ 
! 

II in which the B is still completely under the attraction of the C. In 
the following examples, however, it may be allowed: 

I ~·?~RHJ~~ 
as here it distinctly has the character of a passing note. 

This very important remark is made to prevent possible confu­
sion between the ancient modes and our modern major scale, 
which is characterized, among other things, by the tendency of 
the leading note towards the tonic in chords of the diminished 
fifth or the augmented fourth whether sounded or implied. 

There remain, then, the two combinations already shown, with, 
of course, the possibility of substituting consonances for disso­
nances. 

.J'~..: i, , ?" 
+ = a passing dissonance. 

2) Instead of connecting two different notes, the dissonances 
may also return to the original note which, in such a case, is said 

(the F is not heard at the same time as the B). On the other hand, the 
augmented fourth is excellent in such examples as the following one: 

.. ­

I, 
II!J 1 r 

.J. J 

in which the B is an appoggiatura. It is not the fact of hearing F against B, 
or B against F, that jars, but the attraction of the leading note towards the 
tonic in the diminished fifth and the augmented fourth. 
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to be embellished I. This embellishment, or embroidery as it is 
sometimes called, may be above or below the principal note and 
should be used under the same conditions as passing notes i. e. for 
the time being on beats other than first beats. 

-!l'ii -eG~ a 

(1) embellishment above; (2) embellishment below 

2. - With regard to jifths and octaves the same rules as for 
second species should be applied, viz. : 

1) These intervals should never be approached by similar 
motion when passing from the last beat of one measure to the 
first beat of the next. It is, therefore, on the sounding of the first 
beat that the harmonic movement should be watched; there must 
be no consecutive octaves or fifths even by contrary motion. 

2) There must be neither fifths nor octaves on any two first 
beats in consecutive measures : 

.~ ·Ji~i_£~5r~I~)]
 
'6 

3) What has already been said concerning other beats holds 
good here, any fifths or octaves which are emphasized by the 
melodic design should therefore be avoided. 

~f :mrJ J~ J"rEi J J~ 
In all other cases the teacher must exercis.e a certain leniency.
 
Nevertheless, when a first beat is marked by a fifth or an
 

octave, the student should make sure that the same interval does 
not appear in the preceding measure or at least not with any promi­
nence. Ex.: 

Itfa;i J I ::8) f (to be avoided) 

, According to strictly logical order, melodic embellishments: passing notes, 
accessory notes, appoggiaturas, anticipatory notes etc. should be treated of all 
together. But logical order is not necessarily pedagogic. \Vhat would be 
thought of a piano teacher who in teaching technique attempted to give a pupil, 
all at once, every detail concerning, for example, the passing of the thumb? 
We shall, therefore, have to return several times to this subject, which is 
logically one. The same remark applies to fifths and octaves. 

..~ 
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But, on the other hand, no objection can be made, after marking 
a first beat with a fifth or an octave, to finding this interval in the 
following measure on any' other beat than the jilst: 

~JJI~~~, 
3. - The themes should, therefore, be treated as before, either 

as upper or lower parts. 
The counterpoint, instead of beginning on the first beat, may 

start on the second after a crochet pause. The formulae already 
given should serve as a guide for the first and the last two mea­
sures. 

In the mode of D, the last measure but one should be written 
in semibreves; see cadences. 

For the mode of F, the following or similar formulae are 
suitable. 

With the the11le below: 

"0'"J~-
With the theme aboz1e: 

,~ ~ _,.,1 I,. I 
For the mode of G, the following or similar cadences are 

suitable: 

Theme below Theme above 

~. ~, 196 I 
e- V -& ~ 

IIH 

In thjs species the theme should be accompanied successively 
by three, four, jive or six, notes against one. 

The embellishments of which we are now going to speak should 
not be used. 

l,-_ r<J 

§ 4. - EMBELLISHMENTS OTHER THAN 

PASSING AND CHANGING NOTES. 

These melodic embellishments are not allowed in strict counter­
point but the study of them is necessary to Plainsong accompani­
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ment; we shall give a definition of them here and supplement 
further on with the necessary explanations. 

I. The antidpation is certainly the simplest among them, its 
very name explains what it is: 

.!~ 
In these two examples the D is anticipated and this anticipa­


tion creates an accidental dissonance.
 

2. If, in an embellishment, we suppress the return to the essen­

tial note, we get what is called an anticipatory note (Fr. Ichappie):
 

~f p.~~. J i~l~ )~ 

This note, then, is approached by a step and quitted by a leap;
 
the reason for its existence is to be found in the essential note
 
which precedes it.
 

3. The appoggiatura, on the contrary, finds its explanation in
 
the essential note which follows it, since it may be approached by
 
a leap and quitted by a step, as will be shown below.
 

a) This note may be placed on a beat other than the first beat,
 
or, more exactly and speaking generally, it may be outside the
 
harmonic movement:
 

G~ J Iiftft 
There is something unobtrusive about the appoggiatura, which
 

in this case may be called a weak appoggiatura; the essential note
 
which follows may belong either to the same harmony (ex. I) or
 
may cOIncide with a new harmony (ex. 2).
 

"An appoggiatura may be above or below the note which fol­

lows it.
 

b) The strong or expressive appoggiatura, or appoggiatura pro­

perly so called, COIncides with the change of harmony; it may
 
therefore be on a first beat. It may also be either above or below
 
the note of resolution, which is an essential note.
 

- 1~-

When reached by step, this note might possibly be analysed as 
a passing or changing note, placed on the change of harmony; 
but, whatever theoretical view one may take, it seems simpler to 
give the name of appoggiatura to any melodic note of this kind 
placed on a change of harmony. 

In contrast to other foreign notes, it should be observed that 
this note is often long, sometimes even longer than the essential 
note which follows. Ex.: 

~.+~_.
 
.Q. .e- -& 8' 

6 • 7 ~f.t J ~ JIP¥~] 

I) Upper appoggiatura of a third by a fourth. 
2) Lower " of a third by a second. 
3) Upper " followed by a lower id.. 
4)" " of a sixth by a seventh. 
s) Appoggiatura reached stepwise (app. of a third). 
6) " " ,,(app. of a sixth). 
7) " reached by a leap in the melody. 

The appogiatura of an octave by a ninth: 

~~ J I 

like the octave itself (which is the essential note) should, for the 
most part, be reached by contrary motion; the following, therefore, 
should be avoided, especially in two part writing: 

~
 
The lower appoggiatura of an octave by a seventh is not to be 

recommended in two part writing except when this note is merely 
a changing or a passing note. 

t
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As to the lower appoggiatura of a sixth, it can hardly be said to 
deserve this name since the resulting consonance of a perfect fifth 
can have nothing of the true character of an appoggiatura. 

In the same way, a fourth can hardly be considered a lower 
appoggiatura of a fifth, but makes an excellent upper appoggia­
tura of a third I. 

There remain then: I) the upper and lower appoggiatura of a 
third j 2) the upper appoggiatura of a sixth by a seventh j 3) the 
upper appoggiatura of an octave by a ninth. 

Here follow some formulae written in the compass of an alto 
voice and under which a bass should be written with one note 
against every group of quavers or against every crochet j the 'tU, 

rules we have given should be followed especially on modal 
cadences. These formulae contain not only passing and changing 
notes but also anticipations, anticipatory notes (Fr. echappees) and 
appoggiaturas. Non stressed embellishments, i. e. those which do 
not coincide with the harmonic movement, present no difficulty. 
As a true appoggiatura need not necessarily be on this or that note, 
which note might be treated as essential, the letter A hq,s been put 
over notes which should be treated as appoggiaturas. On (a) we 
have an anticipation. 

Ex.: A A (a) 
A 

~lei . .. 
,I, 

Mode ofD A A A 

A A Mode of F 

~C1~~.~
 
A A A 

, In writing for more than two parts, the lower appoggiatura of a fifth by a 
fourth may be heard fairly distinctly because the fourth creates a characteristic 
dissonance, with the third, which completes the chord. 

- 21­
Mode ofG
 

A
 

~, 
A A 

The student should then apply the principles given in Part II 
in making a rhythmic analysis of Plainsong pieces belonging to the 
first, second, fifth, sixth, seventh and eighth, modes j the first four 
of these modes should not contain the note B, flat Of natural, i~1 
the melody; the last two, except for the cadence 

~
 
should not go lower than middle F nor higher than treble E I. 

A bass should be written under the melody, with a note on 
every ictus or on every second ictus j harmonic movement of some 
kind is obligatory on every long note. Obviously, this is not the 
way to accompany Plainsong: two parts would be insufficient and 
the frequency of a chord on each ictus would be excessive; this 
is merely a preparatory exercise. 

I t should not be forgotten that every note which begins a 
binary or ternary group may, when joined to the note which 
follows it by a step, be considered either as an essential note or as 
an appoggiatura of the second note, in virtue of what has already 
been said on the subject. 

Here is an example of this type of work: (a) 

(Introit : Exsurge) 

A 

, It will suffice to open one's Graduale and to run through several pages in 
order to find similar examples. Cf. the article by the Rev. Dom Desrocquettes 
in La Revue Grlgorienne,· 1924, n° 1, {lage 6, note 1 and page 9, note 4, for a 
list of some such pieces. 

rv 
..., 

..­ . .....-. -.­
* -(I­

I
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On (a) we have a double anticipation. 
Once more let it be clearly understood that the above is merely 

an exercise on intervals; the final formula, in particular (torculus 
and punctulll), would be harmonized quite differently if written 
out in three or~Iour parts. 

§ 5. - SYNCOPATED COUNTERPOINT (THE SUSPENSION). 

Before passing on to the study of three part counterpoint it is 
well to become familiar with the suspension by making use of it 
in two part writing. 

In this species the counterpoint begins with a minim rest, the 
minim which follows this rest is written on the second beat of a 
2/2 measure and is tied to the following first beat; and so on. 
The second beat is thus necessarily consonant, since it cannot be 
a passing note. 

H the syncopation does not produce a dissonance, the counter­
point may move freely in sounding the following second beat: 

&, - dIJ )+~ t~
 

But if the syncopation produces a dissonance on the first beat, 
the following rules must be observed. 

I. - The dissonance must be resolved on the degree immedia­
tely below it, and has, therefore, an obligatory movement for its 
resolution. 

In accordance with this: 
r) If the syncopation is in the top part, the seventh is resolved 

on to the sixth; the ninth on to the octave; the fourth on to the 
third. 

In other words, the seventh is the suspension of the sixth; the 
ninth of the octave; the fourth of the third: 

~ _ ;J 
'0876"O"3-eoa 6 ,3 

2) If the syncopation is in the lower part, a second is resolved 
on to a third and a fourth on to a fifth. In other words, the 
second is a suspension of the third and the fourth a suspension of 
the fifth: 

,.. : p E'p p I0_ ;;..Ig ri I 

- ~3-

3) But the ninth with resolution on the octave (syncopation in 
upper part) should not be transposed into a second with resolution 
on a unison nor be inverted (syncopation in lower part) to a 
seventh with resolution on the octave: 

(Forbidden) 

I :; :T: II fJ :: elf lr I 
Care should, therefore, be taken not to confuse a seventh, which 

is resolved on to a sixth (counterpoint in upper part) with a 
seventh, which is resolved on to an octave (counterpoint in the 
bass). 

4) Once the dissonance has been resolved, it may be found 
impossible to continue the counterpoint in syncopation. In such 
a case a counterpoint of two notes against one should be reverted 
to and the syncopation started again as soon as possible. 

5) The themes already given may again be used as subjects, 
first as upper part and then as lower part. Essentially, the cadence 
will have to be as follows: 

~ J~ from which we get: 

, le lao ~r rJ 
p~r:r 0 ~ -cJ" 

$ _~:J ~~" r~ 
Where it is impossible to do otherwise the cadences given for 

the second species may be used. 
6) Octaves and fifths on two consecutive first beats are still 

forbidden. This applies equally to octaves and fifths on second 
beats and also to those produced by a suspension: 

~::~~ JrJ~
 
'--' 8 -& 8 "0 8 

(Forbidden) -- - ~ 
N° 723. -4 
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1
"7) In the case of the dissonant diminished fifth and augmented \

fourth, the rule already given should serve as a guide. When the 
note, which might be qualified as leading note, is an essential note, [
(B, when there is no key signature), then these intervals cannot be 
allowed to pass. Moreover, when the counterpoint is in the upper 
part, the diminished fifth cannot be used because its resolution 
gives rise to a fourth which is itself a dissonance. ( 

Ex.: 
l 
j 

~ 4 ;j ".1J 8'~~20 ~ ~ 
Possible: the B is a suspension ~ 
~~~~ 

non modal: the B is here in practice impossible 
an essential note and non modal 

Sometimes the context may allow this augmented fourth; 

~ 
but there is always the danger of giving the impression of a domi­

nant seventh. j
 

Here is a worked out exercise in syncopated counterpoint: l 

~ .. Jr ~~ iJ¥7F1Jo ~~ 
:;;; '$- 8 ?tl • 3 8 o~\F II 

Ii 

j
~, : -'? ~r r~P,-Ff!¥? eo' I j 

In the sixth measure of the last example, the second inversion 
of the triad or six four chord: D G B, which the melody outlines, 
is forbidden under this form in all modern treatises of counterpoint 
but it caused no anxiety whatever to earlier writers, who did not 
give the matetr a thought. It should be remembered too that in 
G major with F sharp, the impression given would be a very diffe­
rent one. 

The B should here rise to C and F be lowered to EJ thus producing pure 
modem major. 

- 25­

N. B. - Before theirtesolution, both a suspension "and an 
appoggiatura may sound another essential note which has been' 
borrowed from the harmony of the resolution: 

~ %~t,JJI
 
suspension appoggiatura 

This procedure may sometimes be useful in the accompaniment 
of Plainsong. 

CHAPTER II 

Tbree part counterpoint. 

§ I. - NOTE AGAINST NOTE COUNTERPOINT. 

The addition of a third part allows for a more complete har­
mony and thus clearly introduces the idea of a chord. 

1. - Root chords of three notes. - When a given note is placed 
in the lowest part, if, above this harmonic bass (not necessarily the 
bass voice, but the lowest of the three, which may for instance be 
the tenor) we sound a third and a fiftk, a chord of three notes is 
produced, which may be either a peifect major chord, or a peifect 
minor chord or a chord of the diminisked fifth. 

Taking each note of the scale as a starting point we get the 
following table: 

The lowest note which thus serves as a basis is called the root 
n,ote of the chord and gives the chord its name (chord of C, of D, 
etc.). 

I t will be seen that some chords contain a major third, others a 
minor third and that the fifth is perfect or diminished. Hence, 
chords may be of three kinds. 

I) The peifect major chord: major third and perfect fifth (these 
chords are marked with the figure I in the above table). . 

2) The perfect minor chord: minor third and perfect fifth (mar­
ked with figure 2). 

3) The chord of the diminisked fiftk.· minor third and dimini­
shed fifth (marked with figure 3). 

Provided that the root note remains in the bass, the other parts 
may be distributed as desired, although, ofcourse, within the limits 

I 
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-of the given voices. One would write, for example, for bass, tenor 
and alto; or for bass, tenor and soprano; or for bass, alto and 
soprano. 

Here are several possible ways of distributing the chord of C : .. 
Ie) 

-& -e-

It should be borne in mind that a chord derives its name not 
from its top melodic note but from its root; all the above chords 
are therefore chords of C major. 

2. - Inve1·sion. - If, instead of putting the root of a chord as 
its bass we put the third or the fifth of this root, the chord is said 
to be inverted. 

Theftrst inversion makes the third of its root the bass of a 
chord; the root is then at an interval of a sixth above the bass. 
Consequently, this inversion is named: ch01·d of tlte sixth. 

IV root chord hords 
of the sixth 

. 
• 

~ 
The second inversion is called a chord of the fourth and sixth. 

A 

I~ - I-~ 

This is prohibited in strict counterpoint and, except in certain 
cases, which will be given later, it is not allowed in the accompa­
niment of Plainsong. 

It should be noticed that the fourth G - C, which may exist bet­
ween two upper parts, does not create a dissonance. But a fourth 
between the bass and one of the upper parts is said to be disso­
nant: and this is precisely the case in the chord of the fourth and 
sixth. 

3. - Figuring. - Above the bass, instead of two figures which 
should mark the intervals (3 and 5, for the perfect chord, 3 and 6 
for the chord of the sixth) 5 or 3 may serve to indicate the perfect 

fifth or this interval may be left unfigured, and 6 serve to indicate 
the chord of the sixth. 

4. - Chord of the diminishedfifth. - The danger of using this 
chord lies in the attraction of the tonic C towards the leading note 
B, which attraction is characteristic of our modem classical system 
but cannot be admitted in the modal system of Plainsong. 
Therefore, this chord in its root position is practically impossible 
in Plainsong accompaniment I. 

This leaves us the first inversion: 

,v 

.: 

"0 

• 

.g.. 

A R 

It is fairly clear that such formulae as the above belong to the 
modern key of C major; the B has here the character of a leading 
note. The same is true even when such formulae are inverted, 
in which case the character of the chord of the diminished fifth 
is influenced by the chord of C, which precedes it, regardless of 
what follows. They must, therefore, be rejected. The last of the 
three examples would alone be allowable, in certain cases, if the 
first movement of the chord of C had the transitional character 
of a passing harmony; both chords should be of comparatively 
short duration and should have no marked rhythmical importance. 

If, on the contrary, the chord of A minor is substituted for the 
chord of C, and especially if the note B descends instead of rising, 
then the chord of the sixth on D or the first inversion of the chord 
of the diminished fifth may sound very well, just because the B 
has no longer the character of a leading note. 

, Ie) 

. .n. -­ .D... 

(These examples should be transposed into all keys.) 

, In our modern harmonic system, the chord of the diminished fifth may be 
a) the chord of the seventh degree in a major scale (B, is here the true root), 
which is only used in harmonic sequences; b) the chord of the second degree 
in a minor scale; c) the chord of the dominant seventh minus its bass (fifth 
degree of the scale). The context will generally show what harmonic interval 
is being used. The earliest contrapuntists allowed the use of this chord in the 
form of a first inversion without submitting it to any meticulous tonal analysis 
and in many of these cases the element of attraction was undoubtedly present. 
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.5. .,...... Omission and doubling- of notes. - Care should be taken 
to write a complete harmony i. e. to sound the three notes of a 
chord. Sometimes; however, the logical movements of parts - a 
very important consideration - does not allow for complete. 
chords. One note is then omitted and another doubled. 

The fifth is most usually omitted and the root doubled; the. 
third is less often doubled. Early composers frequently omitted 
the third, especially at the beginning or end of a piece. Ex.: 

.. i 

J 

~ 
n 

IV rr r "f r.; 

J 

~ 

I 

.... 

I) Complete chords; 2) the fifth is omitted in a perfect chord; 
3) a chord of the sixth in which the fifth of the root is omitted 
and the third (which is in the bass) doubled. 

It is generally better not to double the bass in a chord of the 
sixth especially not in the upper part. But, when this chord is a 
transitional or passing chord, as in 3), this may be done without 
producing an unpleasant effect. 

6. - Fifths and octaves. - A. The rules relating to two part 
harmony should be observed here also. There must then be no 
consecutive fifths or octaves even by contrary motion, or similar 
motion leading to these intervals a) between the bass and a 
middle part ; b) between the bass and the soprano; c) between a 
middle part and the soprano. It is, therefore, important to 
compare the parts two by two. 

It should, however, be noticed that rules concerning fifths do 
not apply to fourths. Ex.: 

1 2 3 4 5 6 
. .. 
~ r-.-J f" 

. 
r 18'1 

I '5': r 5 

~-

I 

5 
I I 

~~ 
i 1 

, 

5. Consecutive fourths (allowed) between the soprano and the 
~~ . '. 

6. Fourth reached by similar motion (allowed) between. the­
s,oprano and the alto. 

B. ExcejJtions to these rules or at least to those relating to a 
fifth or an octave reached by similar motion are fairly frequent. 

The principles formulated in modern textbooks on harmony are 
based chiefly on the tonal value of the chord: the distinction 
between good and bad harmonic degrees is taken into accOQnt. 
This distinction does not concern us here. Moreover, it is impor~ 
tant that this statement of facts should be simplified and reduced 
to a few practical rules. The severity of the rules will be still 
more relaxed in four part counterpoint, but experience shows that 
too much freedom, too many foreseen exceptions only create 
confusion in the mind of the student. 

a) An octave or a fifth may, therefore, be reached by similar motion 
if, of the two jJat'ts which fonn the fifth 01' the octave, the 'upper 
moves by a step, the lower part being free to move by a leap. ' 

By the higher of two parts is meant the soprano if the fifth or 
octave is formed by the soprano and one of the other two parts 
but it may also mean the intermediate part if the interval in 
question is made by the bass and this intermediate part (the upper 
of the two parts forming a fifth or an octave must move by step). 

!'i'l I A II I II 11" 1 -
II~ I --r-J 

... 

8 r5 i ra5 

-9--1."19--1?. " ( 

JI 0 ... ..... 

[iT 
IIi8 " ___-p: 

.... -* .., 

I. Consecutive fifths between the soprano and the alto. 
In all these examples the upper of the two .parts forming a fifth 

2. Octave by similar motion between the soprano and the bass. or an octave (the soprano in examples I, 2, 3, 4, 6, 7, 8, 9; the 
3. Fifth by similar motion between the soprano and the bass. alto in ,ex;l.mples 5 and 10) moves by a step, the lower of the two 
4. Consecutive fifths between the extreme parts by contrary parts (the bass in examples I, 2, 4, 5, 7, 8, 9, 10;. the alto in 

motion.. examples 3 and 6) moves by a leap. 

..• j 
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For reasons of a tonal order, in the modern sense of the word, 
official text books would give example 9, as one to be avoided 
because on the ascending fourth of the chord roots A • D, the 
third of the first minor chord (C) rises by a major second and by 
similar motion to the octave of the bass (D) of the second chord; 
the disposition of notes in example 10, in which the octave is not 
between the extreme parts, would be better. We, however, have 
no reason for disapproving of the disposition of notes in example 9. 

b) When a chord passes from root position to its first inversion 
or vice versa, it does not matter whether the fifth is reached by 
similar or contrary motion: 

~
 
In the second example the notes of the same chord are merely 

differently distributed. 

c) All examples similar to the following are permissible, 
although the upper part moves by leaps. 

.. ..... ~ 

-

d r I If-r 
R ~ 6 II 

I I 

.p. ,. 

7. - On the use of the chord of the sixth. - It should be observed 
that the peculiar character of this chord, which is most often a 
chord of transition, hardly allows of leaps in the bass. 

The following sequence would be definitely objectionable: 

? E t~
 
Examples such as : 

are good because of the proximity of the subsequent perfect chord 
approached stepwise in both cases and which, in the second 
example, is only at a third from the first chord of the sixth. 

8. - E%ercises. - Two parts should be written above the follow­
ing basses in accordance with all the rules hitherto given. . 

The student should verify the following: 
I) The melodic movement of each part taken separately and 

the compass of each of the voices. 
2) The harmonic intervals of each chord (no chords of the 

fourth and the sixth). 

3) The harmonic movement between parts taken two by two 
(i. e. bass and middle part, bass and soprano, middle part and'l

l soprano) so as to avoid forbidden fifths and octaves. 
It will be noticed that the distance between the bass and the 

middle part may easily be of more than one octave but if the 
distance between the two upper parts is greater than an octave 
there is a certain risk of unpleasantness in the sound: 

.... 

VI 
better'good bad 

J avoided 

-

?~ : 

2\li 

o,lh R,~ 

{ 
Attention must be paid to the melodic movement of the inter­

mediate part; this should not merely complete chords at random 
but have its own melodic raison d'etre; it is more important that 
each part should sing than that every chord should be complete. 

When two chords have a note in common, this note may be 
sustained by being tied in the same part; in many cases this is 
the best course to adopt. 
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The exercises given should be transposed into several different 
keys. 

When the student has become familiar with the use of chords 
in root position and with their first inversions, he should return to 
the themes given for two part counterpoint or choose any similat 
ones according to the same directions and place these themes 
sJ..lcce,ssive1y in three different parts, writing out the other two 
parts either one above and one below, or both above or both 
below. 
. Nevertheless, in the mode of F, the theme should not be put in 

the bass because this· would necessitate tl).e writing of a first 
inversion of the diminished fifth in the last measure but one, 
which, from a modal point of view, is bad. 

Cadence formulae: 

I eJ 

. 
-
I 

'" 

I 

-d-

I 

f;I 

I 

r i -r r r 1 

I .... 

I I 

I". 

... 

[iT r- f 
I I I If".p 

. 

The use of the chord of the diminished fifth should be strictly 
limited to the formulae given further back. 

§ 2. -COUNTERPOINT OF TWO OR MORE NOTES 

AGAINST ONE. 

I. - In three part counterpoint of two notes against one, the 
theme should be placed successively in all three parts (except in 
the bass for the mode of F); one of the counterpoint parts is 
written in minims while the other is in semibreves. 

Passing notes may be used but not· changing notes or other 
embellishments. 

As regards fifths and octaves, there is nothing new (see rules 
given for two part counterpoint and exceptions to these rules in 
preceding paragraph under .6. - B). 

'"IJ 

"l Y:' 
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The second bea.t of every measure may e~~ily' be givenlm . 
incomplete chord especially one without a third such as: . 

a , ,j 

~ 

o ,n 

2. _ When the counterpoint is written in crochets (three, four 
notes against one), the rules given in the preceding chapter should 
again be applied.

c:hanging notes as well as· passing notes may be used. Other 
embellishments viz, anticipations, anticipatory notes, appoggiaturas 
must, for the moment, be rejected. 

A student with little time at his disposal may confine himself to 
writing the counterpoint in crochets in the upper part, the theme 
being placed in one of the two lower parts. It should not, 
however, be thought that the absence of new rules dispenses the 
student from thoroughly mastering these species. 

3. - Finally, when the practical rules given in Part II, chap. III 
have been well grasped, a few pieces of Plainsong may be selected 
for harmonization. In the modes of D and of F, these should 
have no B either flat or natural; in the mode of G, they should 
not descend lower than middle F, or rise above treble E. 

A preliminary detailed rhythmic analysis of each piece should 
be made. The notes of the melody may be treated with the 
freedom bestowed by the use of the anticipation, the anticipatory 
note, the appoggiatura... (Cf. chap. II, § 3,4. - the formulae given 
there should be harmonized in three parts). 

What we have said concerning suspensions in two part syn­
copated counterpoint will make it possible to analyse those which 
must necessarily appear in certain cadence formulae, mention of 
which is made in Part II. 

The following is a short example of this elementary form of 
work: 

First Xmas Nocturn : Dominus dixit ad me 
(8) 

/ 
If 

i
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c) A suspension of the octave of the root note by a ninth:
 

~ 

-

o 8 

2) In a chord of the sixth: a) the root note of the chord of 
resolution or the sixth of the bass may be suspended by a seventh: 

• I .... 
I 

Ie 
8­

6 7 G It­ 7 6
• 

b) The third of the root note may be suspended in the bass: 

5 IJ 
8~.t 3 

~ ~rl l-!.. 
'0 

The suspension of a fifth by a sixth does not give rise to a 
dissonance. 

b) A suspension of the root note of the chord in the bass: 
... 

ureT 

3 I.. So 

c) The fifth of the root note may be suspended i. e. the third of 
the bass suspended by a fourth (which thus forms a chord of 
the fourth and sixth). 

~ 
The suspension of the octave of the root note by the ninth is 

the only case in which both the suspending and suspended notes 
are heard together; it should be noticed that we speak here of the 
suspension of the octave of a root note. This must not be trans­
formed into the suspension of a unison by an interval of a second: 

(forbidden) (id.).~ 

~ g ;g,~ I _ B 
7 8

p: 1nodnverted i. e 

~ eo 

j-, 
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The suspension of the root note is therefore good only where 
this root note is not doubled by its own octave as in the example c) 
given further back. 

In order to figure suspensions clearly, it is generally necessary 
to note down all the intervals; there are thus two lines of figures 
one above the other. 

The rules given for two part counterpoint still hold good, 
notwithstanding which, fifths (not octaves) in a slow movement 
between upper parts have been frequently used by old masters. 

l 

rv 6 ~ 6 ~ '6 

I . -e­ ~ 

These should not be used in exercises but will be tolerated in 
Plainsong accompaniment. 

2. - Mixture of spedes. - The theme is 'written in semibreves 
as before, another part is written in cro~hets, and a third in 
minims or syncopated counterpoint: this is called a mixture of the 
species. 

One mixture is particularly interesting as regards the end we 
have in view: it is that of a top part in crochets (four notes 
against one), an intermediary part or bass in minims with suspen­
sions by syncopation where possible and the theme either in the 
bass or in the intermediary part. 

As regards their -relationship with the theme, the two counter­
points should be written in accordance with the rules followed up 
till now. Strict correctness in writing should be observed in the 
relationship of the two counterpoints one to the other. 

The third beat of each measure presents an interesting peculia­
rity: the third crochet of third species counterpoint (four notes 
against one) may be given a passing dissonance (or a changing 
note); on the same beat the second minim of second species 
counterpoint (two notes against one) may also be a passing dis­
sonance; if, in addition, these two notes create a dissonance 
between themselves, it will be noticed that simiJar motion will 
often give rise to faults or to harshness j contrary motion is very 
much better although logical and sure movement of parts will 
make almost anything pass muster. 

A changing note which seems to keep the ornamented note in 
its place may easily be used in the resolution of suspensions. 
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Here is' an ~xampre: : 

u ...... ;"--:: ·r f-- I--·f F r I 

l . 

fe.l rea) F--­ r f I 
ew 

At (a), D in the alto would be better (it would do away with 
the prolonged similar motion between the alto and soprano) even 
though it brings about .a fifth G - D between the bass and alto by 
similar motion. G has been written in the place of D. in deference 
to the formulated rule. The next chapter will throw fresh light 
on this matter although, for the present, we should remember that 
it is easier to follow a rule than to break it judiciously. 

The theme being written in semibreves, the resolution of the 
suspension will almost necessarily have the same harmony as the 
suspension itself. But, in an accompaniment, the suspension may 
coincide with a change of harmony: 

" ...J 

IfV 3 f>II- .:I-6' 

I t should be noticed that the resolution of a suspension should 
never be doubled at an octave's interval by similar motion: 

bad 

~
 
This mixture of the species finds frequent application in the 

accompaniment of Plainsong. After having practised it on given 
themes, Plainsong pieces (with those characteristics which we have 

~
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already indicated) should be harmonized with suspensions, espe­
cially in the intermediate part. 

The following formula: 

" 
IeJ ""+Ja _I_ 

7 0 0 

is often useful in cases where the bass, remaining stationary, 
a suspension on the seventh drops to the sixth, then to the fifth, 
thus keeping up the movement by marking the ictus (these 
formulae should also be transposed a fifth lower). Generally 
speaking, embellishments, used in the upper part, in no way 
interfere with this succession of harmonies as will be shown by the 
examples given in the following chapter. 

CHAPTER III 

Four-part counterpoint and diverse complements. 

1. - Four-part counterpoint. - I) The rules for four-part coun­
terpoint are exactly the same as those for three part counterpoint. 
Nor do the exercises differ from those given for three-part 
counterpoint. But, as the writing is for four voices (soprano, 
alto, tenor and bass), harmonies will generally be complete with 
doubling of the root note or of the fifth and, but more rarely, of 
the third, especially between extreme parts; in this last case we 
have the doubling of the bass by the soprano in the chord of the 
sixth, since the bass is here the third of the root note of the chord; 
this doubling of the third should only be of short duration, thus: 

~ 
11~ J .I~,J 

6 0 T 

2) As to fifths and octaves, they should not be consecutive, but, 
when approached by similar motion, these intervals may often be 
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tolerated even when they are not among the exceptions already 
allowed, i,e. even when the upper of th.e two notes which make up 
the fifth Of octave is approached bya leap. 

The relationship between extreme parts shoulds be carefully 
watched· and that between the soprano and bass should be in as 
strict accordance as possible with the rules given above. 

For the- relationship between the three lower parts or between 
the highest and one intermediate part to be good, it is the logical 
progression of the melody which should be more particularly 
watched; this will, of course, necessitate a certain freedom in the 
treatment. Here again, all official text books take the harmonic 
value of the degree into account before determining when a fifth 
or an octave approached by similar motion should be authorized. 
We, who do not and must not concern ourselves with this matter, 
have nothing against such similar motion, provided that it is 
required by the melodic progression of the parts involved. 

For instance, and in this we are in agreement with all the text 
books, when a note which is to become a fifth is heard in the first 
chord and is, in consequence, common to both chords, the fifth may, 
without difficulty, be approached by similar motion (E is here 
cammon to both chords): 

... 

~e
 

The following may also be commended : 

A 

leJ 

&_-~ 

and in many other cases the pupil will only require to be guided 
by the teacher's experience. 

~i 

We would even venture - but this is a personal opinion....,... to 
authorize consecutive fifths in cases already described in the 
footnote of pp. 5, 6, and 7· 

3) The same method of work, already given for three part 
counterpoint, should now be applied to four-part counterpoint 
and in all species. 

N 728.-5 
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Counterpoint in the alto. 
Theme in the soprano. .. " . "" tenor.'{ 

. "" " bass. 

Counterpoint in the soprano. 
Theme in the a/tf) "" " tenor.{ 

" 1I" bass. 

Counterpoint in the soprano, 
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minor modes but other modes of a very different kind; it would' 
then be merely a chord of the seventh like any other. 

Can this chord be allowed in the modal system of Plainsong? . 
Contrarily to a fairly widespread opinion it is not the seventle that 
we condemn, but the diminished fifth in which the risk of 
attraction is always very great; we need not then formulate any 
rule other than that given for the chord of the diminished fifth, 
but it should be recognized that the element of attraction is much 

Theme in the tenor "" " alto. more strongly marked in the complete chord of the dominant{ 1 seventh than in the simple chord of the diminished fifth, since, in " "" bass. 
the latter, the root note is merely implied; and yet, the elementfCounterpoint in the soprano, i 

7heme in the bass ) " "" alto. 
l II "" tenor. 

In mixed species with, for instance, the theme in the tenor, the 
soprano may be in crochets, the alto in minims and the bass in 
:;emibreves. 

With the theme in the alto, the soprano may be in crochets, the 
tenor in minims with or without syncopation, and the bass in 
semibreves. As many combinations as possible should be tried, 

The theme may also be in the bass or in the soprano. As a 
preparation to the accompanime_nt of Plainsong, it is less neces­
sary to have the theme in semibreves in the soprano, a Plainsong 
melody being always of a flowing nature. 

Before beginning to write four part accompaniments, the 
student should notice at once that in many passages requiring 
lightness it is better to write in three parts only; the tenor, in such 
cases, most often serves as a harmonic bass. 

II. - Chords of the seventh. - Up to the present, we have used 
chords of only three notes. By adding a seventh to the third of 
the root of a common chord, we get a new series of chords said to 
be chords of the seventh, one on each degree of the scale: 

~ I sII I ••

I. Perfect major chord with minor seventh. 
2. Perfect minor chord with minor seventh. 
3. Perfect major chord with major seventh. 
4. Chord of the diminished fifth with minor seventh. 

A. The chord of the dominant seventlt. - Chord I. is known as 
the chord of the dominant seventh because it is placed. on the 
dominant or fifth degree in major and minor modes. If this chord 
is admitted in the accompaniment of Plainsong, its name ceases 
to have a meaning since in Plainsong there are neither major nor 

of attraction comes entirely from the interval of the diminished 
fifth; it is, therefore, the impression of a leading note going to the 
tonic which must be avoided. The following sequence: 

f !!6 ~
 
a 

will always be bad as it distinctly belongs to a modern major 
tonality. The sequence: 

~ it ~ 
though it might be allowed to pass in certain cases (according to 
the context), will nearly always be bad because the leading note 
rises to the tonic, thus giving way to the latter's attraction, in 
spite of the bass" interrupting" a perfect cadence. 

In the formula: 

f 81~
 
-Go 

(chord of the diminished fifth) the impression of a modern major 
tonality is much less strong, because the first chord would seem to 
belong to the second degree (with B as root) of a mode in which 
A is the tonic. With G as root (Cf. preceding examples) one is 
much more forcibly reminded of the key of C major. 

Very different is the character of B, supposed leading note, 
which, instead of yielding to the attraction of the C/ falls as in the 
following examples. 
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In other cases; and even if used in a different position in the 
above examples, this chord is detestable in Plainsong. 

It may, therefore, be used on certain first and second mode 
cadences, but in moderation, as it is less stable than the same 
chord without the seventh. 

B. Chord 4. (diminished fifth with minor seventh), in the follow­
ing or any other similar form, would be bad for the same reasons 
as the chord of the dominant seventh. 

.. 
reI 0··...-. 

The first of these two chords is in reality a chord of the domi­
nant ninth with its root G implied. 

With B as true root note and when followed by the chord of 
A minor, or in any other combination in which B loses the cha­
racter of a leading note, this same chord may sound perfectly right: 

" 
-'-'~leJ 

.0. -& 

ll70 

We shall give further examples of this later on.
 
The remaining chords of the seventh present no special difficulty.
 
C. Preparation and resolution. - It is generally said that the 

seventh should be prepared and resolved (similarly to a suspen­
sion). Ex.: 

A 

~ . •oJ l'~ 2 
P. Preparation 

R. Resolution 

( 

I; 
l 
1'. 

t
 
j 
!\ 

j 
~ 

-j 

.1
 
1 

1
 
f 

This is all right as far as it goes.. But we must point out that 
a) when the seventh is prepared, instead of being resolved bya 
downward step it may remain stationary; b) when the seventh is 
not prepared, it very often takes on the character of an expressive 
appoggiatura and thus tends to resolve by step downward. 
Examples are given further on with which beginners should be 
satisfied. 

D. Inversions. - A cbord of the seventh in root position (which 
we will figure throughout with 7) may, like all other chords, be 
inverted, as the above examples have shown. The first inversion, 
which is very much used is the chord of the fifth and sixth / the 
second inversion (a passing harmony) is the chord of the third and 
fourth/ the last inversion with the seventh in the bass is a chord 
of the second. ..
 

j , 
Ie} , . 

g 
-e­

i 
.n. 

2 
.-6" 

E, ·General treatment. - The following are a few practical cases:
 

I) With normal preparation and resolutz'on (like a suspt:nsion):
 

Camp.... with, ~0~ f 
I I L. 

. I "66 

(the seventh is suspended and falls to the sixth). 
In the first example there are two consecutive fifths between 

the alto and the soprano; they should be allowed: an embellished 
note (F in the soprano), when the changing note is of short value, 
may be considered as stationary, and any fifths created by the 
latter may be allowed; such cases are frequent in Plainsong 
accompaniment. In the same way: 

~ and ~'i~ 
are allowed because the second fifth is made up of one true note 
and of an appoggiatura in the upper part. 
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v.ery differentis the case of a passing note, which, in the place 
of 'a fifth merely approached by' similar motion, creates twoconse­
cutive fifths. 

~..~ 

2) Without preparation: 

I. The seventh appears in the melody only: 

+ -:I-- -:I­.­ .-­ .­

I~ I r I f ' r, r r rt 
..". ..,.. J ..... ..".. 

I 

2. The seventh appears in the accompanying parts too, but is 
resolved downwards. 

a) Here, in most cases, it is better to omit the fifth of the root note 
of the chord, so that the seventh, which is resolved on to the sixth, 
is really an appoggiatura. Because the sixth may then fall to the 
fifth of the bass we are thus provided with a very useful formula 
for numerous cases in which a stationary bass is required: 

(p~'l"rf__ -.ee «!~S - - - - - • - - ~U9) 

i etc{offltrt.Sezag~tiima) 

Here is a similar formula with the dissonance prepared: 

(ibid. incli-na ~ au- rem tu- am) 
.. _It. 

Ie) 
~r -r-r '.,.-­-... -....­ r r 

I. L ..... J.. 'I 

r 
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b) The final cadence in seventh and eighth modes adapts '.itself 
admirably to a major seventh, which seventh may be prepareP : 

A _ .... " ........
 

Ie) ~ t or unprepared: 

~~ 
Moreover, this seventh in the alto, because it takes the place of 

the octave of the root note F, does away with the harshness to 
which the simultaneous sounding of the melodic B and the dou­
bled F in the alto sometimes gives rise: 

A -
I~ t' 111, r r

J .,
II r 
dJ 

i flto 

.J 

(In the first example, the first G in the bass is a passing note). 

3) Wz'th twz'ce tzed notes (the preparation is tied and is kept 
stationary by being tied again). 

I. In the bass, in the following or similar formulae: 

Plainsong example: 

~ -
1l!J I r· -r (fifth mode cadence) 

..4J. j 
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2. In tke tenor, (sometimes in the alto) in the form of a chord which, with embellishments, would give us: 
of the fifth and sixth in the following and similar formulae: 

1\ Ill. 

ft 

lei .,. F .. uP .. 
.tc. 

-. 
I,
 I
1'!J I 

.J. ..L .J. 

\J and other similar workings. 

Plainsong example: I I I. - M elodz'c devz'ces z'n tke accompanyz'ng parts. t
 I) We have already drawn attention to an appoggiatura on the 
1\ /l1li ~ seventh in the alto, which drops to the sixth. 

An appoggiatura above or below the third may also sound well : 'tleT I r r~i' r 1'"
lU--G. aL ~~t'oit nequle~ .j A {MI \'UIII) (B:t8ur If")

1_1_1 ~-1 

.''& - ..........
'l-) I I i'" t ~r
(Jnlroit Jndina) ~~roil~xs6~ 

In (a) is seen the best possible use (as a passing chord) of the 
chord of the third and fourth. (Cf. D. p. 43). r 

The same harmony also gives the following: In the second example we have an appoggiatura first above 
then below the tenor. 

2) In speaking of seventh and eigth mode cadences we have • 
already pointed to the usefulness of sustained passing notes in the 
bass for linking up two harmonies; intermediate parts also lend r i r themselves very readily to such treatment: Ex.:~~ II I ­

1 

j'!J I I 
-JAll these cases may be regarded as having a short lower pedal ~ .J­

(in the bass) or intermediate pedal (in the tenor). 

3. Equivalent formulae with the seventh in tke upper part might 
also be found such as the following harmonic schema: Here is another example in the bass: 

L"--' r,-i'-i 
rlntroil Exsurge) I1_.1 __ I 

~~ .... 
f

f 

etC!.

I I 

(elllli re ni eiem •••••. )1 .. 
I'!J r I -e-

" 

!l­

-0# 
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3) A pedal or pedal poinHs a sustained note that is most often 
in the bass but is also to be found in an intermediate or upper 
part, and on which notes foreign to it (chords of transition) may 
pass. . 

I t provides a possible use of the chord of the fourth and sixth. 
We have already given formulae (see above) in which the 

seventh, prepared and then sustained, creates a true pedal point. 
Here are some formulae which should be transposed into pract­

ical keys. 

I@) ri 
JU 

-& . 1° . 

J' U 
0 

:1:t:t=!~1
 
To these should be added the formulae already given for chords 

of the seventh. 
In Plainsong accompaniment, a pedal point can only be esta­

blished on the tonic note; if not on the principal tonic note of 
the piece, at least on the provisional tonic note of a passage. 

Plainsong example: 

(~q~,
 
1"--' I I ~ntroit Kxsurg 

~.JL J. !JJ. J 

It will be seen that the principal harmony belongs here to the 
tonic D, the others are merely chords of transition. 

4) Notes .forez'gn to the harmony, sounded simultaneously. - It has 
been observed that the melodic movement does not prevent long 
passing notes, expressive appoggiaturas, etc., being used in the 
accompanying parts. 

In the accompanying parts it is also possible to have notes 
foreign to the harmony, which are sounded simultaneously. The 
logical progression of these parts will alone show whether the 
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mixture of passing notes,.anticipatory notes, appoggiaturas, etc., 
is truly musical. 

On any assumption, contrary motion lends itself to such combi­
nations with fairly good results; but similar motion often leads to 
mistakes and unnecessary harshness. An exhaustive list of pos­
sible cases would be beyond the scope of this book. 

I t will be sufficient to notice that passing notes, changing notes, 
appoggiaturas, may be double, treble or quadruple. 

I. By contrary motion: 

l ....) 

fA ..... 

~J F • r 
J 

[br r-

2. By similar motion, in thirds or sixths, or in thirds and sixths: 

double appog. id. triple
in sixths in thirds appog, 

3. By a combination of the two processes: 

quadruple appog. 

5) Cases of the sixth and the seventh in a perfect chord in root 
I,D'	 position: if a perfect chord in root position is complete (with fifth) 

it will be quite obvious that both the sixth and the seventh are 
foreign to the harmony; they may for instance be passing notes : 

i' " +~ 

Ie. 
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If one of these foreign notes is written simultaneously with the 
change of harmony, the following varying formulae are obtained: 

They. may also be the embellishment of an embellishment: 

II ++ ~-+I 

A B A B A 

..... " ~ 
~~ 

or an embellishment or changing note followed by an anticipa­

tory note: .'
 

I'l b I ~ 1" 
(a) embellishment.~@) 

(b) anticipatory note 
(Fr. echappee). 

The peculiar position of these two notes in relation to the bass, 
with which they would form a chord of the fifth and sixth or a 
chord of the seventh, has allowed of the use of a kind of anticipa­
tory note by a double leap in which the intermediary notes seem 
to be implied: 

,IIi 

---..:>feJ 

The first of these two examples shows the possibility of a new 
analysis of a formula, which we have already given, and in which 
the harmony used was said to be a chord of the seventh: 

1\ ~ (aJ... 

~ ---r-t 

JJ 

In examples A, both the foreign notes, which return to the true 
note by a step, have the character of an appoggiatura; the first 
has even received the delightful name of" appoggiatura of an 
appoggiatura ". 

In example B, we have an appoggiatura followed by a changing 
note before its resolution. . 

These cases are interesting from the point of view of Plainsong 
accompaniment where modal c~lour so often demands harmony 
of this kind; the two notes, which we have qualified as foreign, 
do, in fact, seem, in the Plainsong text, to call for the essential 
note which has dictated the principal harmony from the very 
beginning of (he melodic formula. Finally, we may have an anti~ 
cipatory note by a double leap: 

" -+­

rtT 'I 
.J.-J. iJ 

We shall see later why this E must be treated as a foreign note 
(the suspension of the third in the tenor in no way affects our 
analysis). 

•
As Part II of this treatise will have been studied together with 

this one, the student should now proceed with Part III in which 
he will find more precise information concerning modal harmony. 

Moreover, in (a), because the C belongs to the following har­
mony, it may also be analysed as an anticipation of the harmony 
of A minor or indirect anticipation as the theorists call it. 

,J 



PART TWO 

Rhythm. 

CHAPTER I 

Measured Rhythm. 

§ 1.- DEFINITION of RHYTHM. 

I. - Tradi#onal dejinitz'on. 

In most manuals on the theory of music, rhythm is taken to be 
a certain proportion t'n duration, which, translated into practice, 
consists in the exact multiplication and division of a unit of dura­
tion, which may be called time unit, pulse, or beat. Thus, a cro­
chet taken as such a time unit may be divided into quavers and 
subdivided into semiquavers, or may be doubled and quadrupled 
and thus become a minim and a semibreve. But rhythm may 
also be considered as a certain ordering of the time units, in which 
some take precedence over others; the first note of a beat or pulse 
is more important than the other notes of that beat, and again, 
the first beat of a bar or measure is the most important of the 
measure. 

In rhythmical movement there must, of course, be order, and 
for this, some kind of fixed element or unit is required, which will 
serve to measure time much as metre, square metre, and cubic 
metre, serve to measure lengths, surfaces, and volumes. But this 
beat or pulse (element of order) is the smallest, the least important 
factor in the order of rhythm. The structure of the musical phrase, 
its general form, that is to say the composition itself, in the etymo­
logical sense of the word, contains elements at least as important. 
The definition given by the manuals is, therefore, incomplete. 

It is also inaccurate in that it tells us that the first beat of a 
measure is strong and must be stressed. 

The truth of the matter is that the first beat possesses a 
rhythmical value of its own, which we shall define later. This is 
where the confusion lies, Rhythmz'c force, rhythmt'c accentuation 
undoubtedly exist, so long as these terms are exactly defined, 
but they do not stand for mere force, nor for stress, nor even for 
accent. The first beat certainly has a quality of its own, but does 
that mean that the interpreter must make it a strong beat? 

Such a theory is contradicted by facts. A glance at any score 
will show that accents are distributed among all the beats (except 
in music of a certain type, which need not concern us here). 
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The term rhythmic stress or accent is, therefore, ambiguous and 
we reject it. Later, we shall endeavour to define an accent, show­
ing that the term need not necessarily. be synonymous with 
intensity of sound, and we shall find other terms by which to 
characterize the rhythmic qualities of the various beats of a 
measure. 

No real musician, moreover, has ever thought seriously of 
arpying this theory of an accented first beat in his interpretation 
of music, nor can we easily imagine a Beethoven symphony ren­
dered in such a manner. 

Let us, therefore, dissociate three terms, which, whatever other 
relations may subsist between them, represent three distinct ideas. 
These are rhythm, accent and stress. 

II. - True dejinition. - To those possessed of common sense, 
the idea of rhythm cannot be separated from the idea of move­
ment; true, one speaks of rhythm in architecture and painting, 
but this is done figuratively and because, in these purely plastic 
arts, movement is implied. There may be movement simply in 
time (in its generic sense of duration) e. g. the rhythm of day and 
night; and there may be movement in time and space such as the 
rhythm of walking or the rhythm of the stars. 

But movement without order is rhythmless; and we can have 
no aesthetic emotion without order. We can, therefore, affirm 
that the connotation I (in the language of logicians) of the term 
rhythm presupposes ideas of movement and of order and is, in 
fact, the conception of order in movement i. e. "the ordering of 
movement II (Plato's definition, used by Dom Mocquereau). 

Applied to musical rhythm, this definition embraces: 
I. The general architecture or form of a piece. 
The first movement of a sonata, for example, begins with two 

themes, differing in tonality and character. After their exposi­
tion, these themes are developed and then taken up again in their 
original key. A Rondo is composed of a refrain or principal sub­
ject and a number of couplets or episodes etc., etc. The plan of 
a fugue is less simple, for· it has several parts or voices and, in 
consequence, several simultaneous types of rhythm; but the ex­
position, the counter-exposition, the various entries of the theme, 
the episodes which separate these entries, the pedal point, the 
stretto, etc., all these create order in the movement of the whole. 

2. The period and its elements. 
r, A theme, complete in itself, may be composed of two or three 

parallel periods; each period is divided into phrases and the 
phrases subdivided into sections. These terms are fixed only by 

I 

, In logic, connotation is opposed to denotation. Connotation (or intention) 
is taken to mean the contents of an idea or of the terms used to express it, 
denotation (or extension) is taken to mean all the people and things to which 
the term may be applied. . 
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convention, but, since we apply them to elements that we consider 
related one to another, we Can say that a period may cover several 
phrases and that a phrase may contain several sections. We get 
a complete sense of repose only at the end of a piece, but that 
sense of repose can befelt in a lesser degree at the close of each 
period, at the end of each phrase, and of each section. 

The nursery rhyme Jack andJill may be used as an example; 
there are two periods, each of four lines : '. 

. t h {Jack and Jill went up the hill }Is. prase T f h '1 fa etc a pal a water; t . dIS . peno 
d h { Jack fell down and broke his crown 

2n .p rase And Jill came tumbling after. 

t h { Then up Jack got and home did trot }
IS. P rase As fast as he could caper; 

The,y put him to bed and plastered 2nd. period 
2nd. phrase his head. 

{ With vinegar and brown paper. 

In each period there are two phrases, each of two lines, and in 
each phrase there are two sections, each of one line. 

3. The time-unit or pulse or beat; its multiplication and sub­
division r. 

In listening to music, we recognize the place of beats and we 
group them so as to give to some a particular rhythmical value. 
We shall examine later the elements, which determine this order 
in rhythmic detail. For the present, let us simply recognize the 
fact of its existence. 

Rhythm, so defined, can be applied "toti et soli definito ", in 
accordance with the dictates of formal logic. 

§ II.--'-METRE. (Fr.: la Mesure). 

In modern music the bar line at once strikes the eye. 
Reproaches have been heaped upon it, but even its detractors are 
unable to dispense with it. Since the bar line is for the eye, it 
cannot be said to create anything in the way of musical rhythm. 
I t must, therefore, be a sign; but of what? 

I. The period 2 and its subdivisions; how to distinguish them. ­
The most casual reader will have noticed that all periods and their 

• It should be noticed that the beat is not necessarily multiplied (though I 
can point to no one piece of music where it is not), nor, above all, necessarily 
subdivided (see the rhythm of Plainsong). We speak of a possibility ofmuItI' 
plication and division (an actual fact in modern music). 

• English musical terminology is notoriously vague and varies considerably 
with different writers. We have taken section as the smallest subdivision, 
phrase as next in importance, and period as the largest. We hope that 
readers who use these terms in a different sense will excuse us. The chief 
thing is that our meaning should be clear (translator's note). 
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" subdivisions end on the first beat of a measure. The value of a 
sign being convential, we may define the first beat as one which 
marks a fall or resting place. We may ·find cadences on other 
beats, but these, excepting where for various reasons the normal 
metrical course has been abandoned, arefeminine cadences, which 
we will examine in detail further on. For the present we speak 
of masculine cadences and we note that in general they occur on 
the first beat. 

The melody may be said to overlap the bar line and to fall just 
beyond it. There can be no question of enclosing any musical 
phrase between two bar lines. In this way we begin to see the 
natural relation existing between rhythm and metre. 

But it is clear that metre (Fr. la mesure) and a measure 
(Fr. une mesure), or that which is comprised between two bar 
lines are quite different things. 

Also, when we speak of the rhythm of a particular period, 
phrase, or section, the expression being used to describe a more or 
less complete musical formula, it is clear, here again, that rhythm~ 
in its generic and abstract sense-and a rhythmical unit are quite 
different things. 

We have indicated-and will gradually define more precisely­
the natural relationship between rhythm and the barring of music; 
but let it be clearly understood that a rhythmical unit and a 
measure are necessarily different things, since the cadence or 
fall of the melody always takes place beyond the bar line. 

II. Pulses or beats, and how to recognize them.- The first beat 
does not only serve to mark a cadence or semicadence. The 
smallest imaginable section would he one consisting of two notes; 
one is on the up-beat of the measure, the other on the down-beat; 
it can be represented as follows: ~ I ~ , the impetus being on the 
up-beat, the rest or fall on the down-beat or first beat. 

But few sections are as short as the one just spoken of. For 
the most part they are composed of several measures and the 
sense of rest on the first beat is less marked. 

And yet, in measured rhythm, the ear is able to distinguish 
notes which fall on the beat from those which complete it, and, 
among the beats, to recognize the first. 

We are even able to affirm that the beat recurs at regular inter­
vals and that the first beat recurs with similar regularity. This is 
evident to the eye because each of our beats has the same length 
and the same is true of each of our measures. But this regularity 
is perceptible to the ear also, which proves that we have here .no 
arbitrary factor but something truly rhythmical i. e. somethIng 
relevant to order in movement. 

In a great many cases, once the metrical structure of a compo­
sition has been firmly established, we continue to count beats and 
measures from sheer force of habit, and this in spite of the intro­
duction of syncopation and other elements, which tend to break 

No 723. -6 
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the metrical mould j therefore, it seems we must admit a kind of 
struggle between the metrical and rhythmic iorces at work. 
Some music, on the other hand, tends from the start to free itself 
from metrical tyranny, in which case the bar line is nothing more 
than a landmark for the player and an aid to ensemble playing. 
But it must not be forgotten that the vast majority of classical 
masterpieces begins by establishing a metrical framework The 
subsequent struggle to break away from this framework in every 
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II. - Length is generally acknowledged to be a very important 
factor in the determining of the rhythm of a piece and it is in 
reality the most important. 

We already know that the first beat indicates a resting point at 
the end of periods and phrases j this resting point or pause has 
necessarily a certain length, it may even be prolonged into silence. 

If, however, in a piece, we hear only notes of equal length, we 
are in doubt about the rhythm j as soon as there is inequality, the

\possible way introduces a factor of the greatest variety.	 rhythm is made clear by the lengthened notes. 
This metrical framework presupposes the regular recurrence of i Let us first consider the place of beats. In a series of quavers, 

beats and measures and, consequently, of first beats. And, if it 
1 

for example, if no other element is present, the rhythmical 
be remembered that the musical period is made up of two parallel grouping may be open to doubt; should a crochet appear, the 
phrases of equal length, and that in each phrase the sections ~ doubt is immediately dispelled, for that crochet marks a beat. It 
contain the same number of measures, it will be seen that there is I. should be noted, moreover, that in measured rhythm the length of 
complete symmetry. \Ve shall examine later by what means com­ the beat, once established, remains invariable and is unaffected by 
posers succeeded in escaping from the too rigorous symmetry of the subdivision of the beat into triplets or duolets. In Plainsong 
the eight bar sentence. and in some examples of modern music, where the notes of 

subdivision are of equal length, and where a compound beat of The fact remains, nevertheless, that a piece of music starts with 
ternary subdivision is necessarily longer than the beat of binary a definite metrical design, however much metre and rhythm may 
subdivision, there can be no regular metrical frameworksubsequently fight against one another. If, however, they are in 

If we put a minim with a crochet, we find, in accordance with opposition from the beginning, then the bar line is an empty sign 
both for the eye and for ensemble playing, and metre cannot be	 the same principle, that the minim marks the first beat; any other 

grouping would tend to break the metrical mould. Ex. :said to exist. 

§ 111.-The METRICAL FRAMEWORK. ~ ¥ ~ (Beethoven,
•	 SymjJ/lony, n° 3)

How, then, is the metrical frome work established? i. e. how does 
the ear perceive naturally: I) the place of beats, 2) the place of 
first beats and their relative value? Let me state once more that Length contrasting with brevity, therefore, clearly determines 
we have here nothing artificial or conventional but something the place of beats and that of first beats. 
objective, of a truly rhythmical character. . 

III. - The slur, though not to be depended on entirely, may
1.- Tillle signature, obviously, does not of itself stand for be of use in indicating the rhythm of a composition. We know,

anything; music is for the ear not for the eye. for instance, that in legato playing, stringed instruments group a 
number of notes into one stroke of the bow. 

The formula ~ -- --­~ -F -~f=r Elfi-ff ~ 

will be heard as ~~~L72==t=t:LE::-~8	 ~ 
~-.\=±=ti3-t--E:E=I:I 

In the above example, if, as indicated, the notes are grouped
in binary measure in spite of the indication i' unless, of course, three by three, the time is ~' if grouped two by two, the time is ~' 
other elements determine a ternary measure. If the six notes are in one slur, there remains doubt as to their 

The beginning of the Prelude to Parsifal, written in syncopation, grouping. 
without a harmonized bass, is in reality free rhythm j nothing in the We may say that slurring has, in general, a metrical signification 
music shows the place of the beats as indicated by the time and groups the notes into beats or into measures. From this it is 
signature. It is only later on, and through the context, that this clear that the end of a slur in no way marks the conclusion of a 
theme takes its place in the metrical plan. musical rhythm j this, as we know, overlaps the bar line. The 

l
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relationship between slur and rhythm is, in such cases, the same 
as that between the barring of music and rhythm. 

Occasionally, however, a slur may be a true rhythmic sign, 
grouping together an elementary rise and fall, as in the following 
example: 

MiArt 

In this case, other factors, harmonic bass and tonality, determine ~) 
the place of the beats. 

harmonic bass, no pre-established metrical framework, and yet, the 
rhythm is clear and can be easily perceived at first hearing. 

~
 
The tonic B and the dominant F are obviously of importance 

and clearly indicate the first beats; melodic symmetry in the first 
measure, with notes in groups of four, also necessitates the use of 
the time signature ~, marked by the author. 

Moreover, it is not melodic symmetry that creates the rhythm 
in this case, for melodic symmetry may occupy a completely 

The slur was first applied to key-board instruments by compa­ \
I

rison with its use for strings (Cf. slurs written by Mozart, Haydn, 
different place, as in the theme of the B flat Fugue (second partand Beethoven). Later on, the great rhythmic slurs covering a \ 

i of the Twenty .four Preludes and Fugues). 

~il'~
 
Here the melody begins on the off-beat, i. e. on the second half 

of the first beat, after a quaver rest. This is because the Fugue 
having started on C, the second degree of the B flat scale, the 
tonic B flat following immediately upon this, attracts the beat to 
itself. The end of the formula on D has the definite character of 
a fall, even though provisional; this fall is emphasized by a sym­
metrical repetition of the melodic pattern with fall on the tonic B 
flat. In such a manner do first beats reveal themselves in ! time. 

4 
In the first case, we have symmetry commencing on the 

first beat, in the second case, symmetry commencing on an off­
beat. 

The rhythm of a composition is, therefore, in some cases, 
revealed by tonality alone. We should like to draw attention 
once more to the fact that the themes quoted have been chosen 
purposely without harmonic bass and with no musical context. 
Our remarks could be applied equally well to many other of 
Bach's fugues, such as, for instance, the D minor Organ Fugue, 
or the Fugues in C sharp minor and in G major from 24 Preludes 
and Fugues. The melodic symmetry of this last fugue would 
seem at first to impose a ~ or ~ time signature rather than that 

whole phrase or a section, were introduced. Such slurs are per­
fectly legitimate, but have unfortunately been frequently confused 
with those used to indicate bowing or with those written by 

i
I
I 

I

I
• 
~
 

classical composers. (See in this connection Saint-Saens' curious 
pamphlet: Les idees de M. Vincent d'Indy.) 

Something analogous occurs in the grouping of notes over the 
syllables of a text; the articulation of a new consonant, the change 
of a vowel, may be compared to the stroke of the bow. But it is 
the lengtlt of the syllable that receives several notes as opposed to 
the relative brevity of the neighbouring syllables, which determines 
the place of the beats and in many cases the place of even the 
first beats (except where there is opposing influence, such as con­
test between metre and rhythm). 

(Handel) 

~~~-~=-~ ~~~~~~~B
~~:~~a?~~~'F=B
 

As when the dove la-ments her love, All on the na­ ked spray. 
1. 2 3 1. 2 3 1. 2 3 1. 2 1. 2 3 1. 2 3 

'-" 

Here, all the syllables placed on the first beat are twice as long 
as those on the third beat (iambic rhythm). 

IV. - Key or tonal sense. We have recognized that the first 
beat has a character of at least provisional or transient repose, of 
heaviness, as Mr. Vincent d'lndy calls it. We have seen, on the 
other hand, that the degrees of a musical scale tend naturally to 
revert towards the tonic, real note of repose. From this we may 
deduce that, where length does not intervene, the tonic and even 
the dominant serve to indicate the rhythm. 

Let us take, as an instance, Bach's fugue for organ in B minor. 
Here we have notes regularly slurred, of equal value, with no 

I
I
I

I 
! 
J 

of ~; nevertheless, the conclusion of the theme requires this l~st 
time signature. We have here the case of a time signature whl;h 
is not always the true one. This is because, in the course of Its 
development, the fugue changes its time so frequently that it would 
be impossible to mark the successive time signatures. 
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But, since it is this very contest that gives rise to our inter,:st, 

,~-
a) Formula in 4 beat measure b) symmetrical reproduction c) Form-

of (a) 

~
 
ula in 3 beat d) reproduction of (c) 

measure 

Were the time signature ~ adopted, it would suit the first 
formula, making it end normally on a first beat and on the 
tonic G. What follows does not, however, lend itself to such a 
time signature. 

V. - A harmo1u'zed bass may run counter to the natural rhythm 
of the melody and we find interesting effects produced by this 
rhythmic duality. For example, the beginning of C. Franck's 
Fantasia for Organ in C, 

~
 
if harmony did not intervene and impose another rhythm, would 
certainly be barred as follows: 

$er~
 

Notice the influence of length on the tonic, felt already on the 
second note. Barred in this way, we would in all probability
have had a platitude, whereas Franck's idea is lovely and 
ingenious. 

VI. - As we have already had occasion to point out, once the 
metrical framework has been firmly established, the listener, from 
force of habit, adopts it; even when truly rhythmic elements 
(especially that of length) that tend to break this metrical frame­
work are introduced, the latter's influence is still felt. It may 
happen, therefore, in certain passages, that metre is no longer the 

we see here why classical composers were careful never entirely to 
break the metrical mould; they merely played with it. 

I t should, nevertheless, be noted that when the metrical frame­
work is being established, viz. at the beginning of a piece (except 
in certain cases which occur frequently in contemporary work and 
more rarely in classical music), metre keeps to its normal function; 
metre being here the exterior sign for detail in rhythm. 

This contest between rhythm and metre gives birth to synco­
pation, of which little will be said here, as it does not exist in 
Plainsong '. 

Whether occurring in polyphonic music (embracing all parts) or 
in monody, syncopation, when complete, gives the impression of 
a slip or stumble because the listener who has become accustomed 
to the established metrical framework finds himself counting 
wrong. But, where no such framework has been established, 
syncopation is impossible. For the eye it may seem to exist but, 
no regularly recurring beats and first beats having been heard, the 

note which seems to be syncopated ~-L*~ (except, of 

course, where the first beat is marked by a harmonized bass) is 

merely heard as ~~~ Hence, in free monodic rhythm, syn­

copation is non existent. 

To sum up, strictly metrical rhythm would involve the 
following: 

I) Perfectly equal parallel periods, parallel phrases, and sections, 
grouped two by two; 2) equality of beats; 3) a first beat recurring 
regularly, in a manner clear, not only to the eye, but also to the 
ear. 

On such a framework, in spite of its rigidity, have great works of 
art been produced. Rhythm, moreover, has endeavoured to free 
itself from metrical tyranny by syncopation, by transferring the 
length of a first beat to another beat, by the play of slurs, by the 
unequal length of phra~es especially in the fugue style, which 
Reber compared to prose (the eight bar sentence being compared 
to poetry). All these have helped to emancipate rhythm from 
metrical tyrrany. Modern music, on the other hand, often tends 
towards" free rhythm". 

Finally, let us note that a measure, which is the external 
expression of rhythm, may be: 

expression of rhythm, even though the foregoing regularity 
, Since syncopation is a struggle between previously established metricalcontinues to exercise its influence. If the struggle between metre regularity and true rhythm, it cannot exist in free rhythm where metrical

and rhythm is prolonged, rhythm prevails and the bar line is irregularity is the rule. Cases of metrical regularity are rare in Plainsong and 
reduced to nothing more than a landmark. do not seem to have given rise to syncopation. 
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I) The smallest measure possible, or compound beat, in which To begin with, stress is not in itself musical; unless required by 
case the signature can only be !! or ~ or a rapid ! or ~., we have 

8 8' 4 4 
examples of this form of barring in the Scherzo with one beat to 
the measure, and in the Waltz (rapid ~ time in both cases), and 

4 
also in a number of classical works in ~ time, each measure being 

4 
given one beat by the conductor (see Beethoven's fifth Symphony, 
first movement). 

2) A measure of medium length, comprising two, three, or four 
of the small measures or compound beats. This is the most 
normal form of grouping and should be made in accordance with 
the principles already set forth. 

3) A very large measure, in which the first beats occur only on 
resting points, at the end of sections, phrases, etc. 

The following illustrates the three methods of barring. 

Polly put the kettle on, etc. 

~~~-.~~~#f=B~·~f·~5±I-T-:3l~A-4 .--- - -- ----- -5 ~ ~------ - -- ­
The small measure 

~_ .~=~~-~---S~~ ~~A
J@~-.=I!=it:~=Er~ .-.-.-~-=I ~ 

The measure of medium length 

_!U:=___ _._...- -.j--j-j '" l .... _-=-~-~. -!--- -' --.~"11-~ ~:::=j===~ ~~4;m a== -H~
 
------ ----.-.---------­

The large measure 

-4--~-.-- .., -~- ... - -­• \,,-_7I=.~G-~~~ ~-~ = -~--~ 11!_,,~_~~ :::=j-­~ 1!-===- .... -_-= -'/===~."'-==p-= ~ 
A very large measure 

The very large measure, though interesting from a theoretical 
point of view, is not practical for purposes of conducting. Take, 
for instance, an Adagio in ~~ time, with presumably twelve beats 
to the measure, but in which a conductor generally subdivides 
each beat into three. 

§ 4. - ACCENT AND STRESS. 

One is accustomed to hear that stress or accent is necessary to 
mark a first beat and even, that without this stress a first beat 
cannot exist; but we have shown, in the preceding paragraph, that 
rhythm is possible without stress. 

The influence of stress on rhythm can be proved by facts; it is 
not a question which can be settled a prion·, but one which should 
be studied in the light of the works of great composers. 

the composer's thought, stress, instead of lending colour to a 
composition, would be a blot; we may, therefore, assume that it is 
connected with accentuation. 

I 
But an accent may exist apart from material force; we find a 

proof of this in the fact that a note may be accented on the organ 

'J 
without the intensity of sound being modified and without even 
the possibility of such modification. 

The word "accent", moreover, has a number of different 
meanings and it is most important to avoid all possible confusion in 

i using it. First, we have the tonic accent of languages, with which 
fl· we need not at present concern ourselves; then, the rhetorical 

accent, in which we are not directly interested; finally, the musical 
accent, which we will seek first in music without words and which, 
with the help of examples, we will then define. 

Let us begin by noting that the term accentuation applies not 
only to the stress or accent given to this or that note, but to the 
preparation and resolution of the accent, without which it would 
only be a noise. The term is, therefore, used here in its widest 
sense. 

In classical and modern composition there are two kinds of 
musical accents differing completely in character and of which the 
following are two examples taken from the works of Bach. 

I) The final cadence of the Prelude in E flat, for organ. 

~ , + 

~ 
J.--I 

'-'­tJ 

~ 

2) The opening of the G major Fugue. 

1 
t- ,e 

In the first example we find an appoggiatura accent, i. e. an 
accent on the first beat; this type is generally long and heavy, 
calls imperiously for the note of resolution, and gives rise to the 
feminine cadence of which we shall speak later; the harmonic bass 
it will be seen, has come to an end on the tonic; the place of the 
accent is here obviously on the first beat. Everything combines 
to show it : the harmonized bass and the lengthened value of the 

mailto:J@~-.=I!=it:~=Er
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note which receives the harmonized bass. When the accent is 
omitted, we have an impression of syncopation. 

In the second example, the contrast between the staccato of the 
repeated D's and the legato from D to G creates an accent on the 
third D, though we have here neither harmony nor pre-established 
metrical pattern to guide us and the accent falls unmistakably 
on the second half of a beat, namely on an off-beat (influence of 
the tonic G). The counter subject of the Tltema Fugatum of the 
Passacaglia has similar accents. 

In many cases the bass does not change on the note which has 
the accent but on the following one, thus showing the mutual 
independence of first beat and accent. 

Ex.: Concerto for piano by Mozart: 

A 

I@) 
~ 
) 
It 

I 
~ ~t .. , ) 

It­ ele. 

r 
Notice the interplay of slurs and the opposition of the legato to 

the staccato. vVe get here no impression of syncopation, the 
influence of a pre-established metrical framework cannot be felt 
since we are at the very beginning of the last movement. 

The Sonata in G major for pianoforte, first and last movements, 
swarms with examples of the same kind; see also the Sonata in F 
major, n° 12, first movement, beginning at the eleventh measure. 
The accented third beats in no way detract from the rhythmic 
value of the first beats. 

I t may be said of these accents that they are light and of those 
on the first beat that they are heavy. Opponents of the doctrine, 
which we shall expound in the next chapter, admit of this 
distinction in music without words and confess that a light accent 
need not have a definite place in a given rhythm. We have shown 
how rhythm and a certain kind of accent are mutually indepen­
dent; it remains for us to define the nature of the accent in 
Plainsong. 

According to M. Vincent d'Indy there are many more accents 
to be found on the up-beat than on the down-beat: it is possible 
that he is considering, on the one hand, light or purely expressive 
accents, and on the other hand, certain heavier accents, which 
really belong to the first beat but which, when written on the up­
beat, give an impression of syncopation and are therefore in 
opposition with the pre-established metrical framework. 

r . 

l'
implied by the melody, even if one rejects Czerny's interpretation 
which places a heavy stress on the beginning of each beat. We 
have here feminine time groups. 

(,' , , 3) Rebound: 

+. .........
 

'~t_ 
(Mozart) 

I Cf. Revue Gregorimne, 1925, n° 3, P.go-99. 
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§ 5. - THE FEMININE RHYTHMIC UNIT I. 

Up till now we have been supposing that the note of repose is 
on the first beat, thus creating a masculine cadence. Let us now 
examine the feminine cadence, of which the above quoted example 

-\	 
from Bach's E flat organ Prelude is the type. Here the harmo­
nized bass comes to a halt on the first beat, giving a sense of 
heaviness; then, the melody rebounds from the first to the third 
beat and finds on the latter a definite resting place. 

There are, however, many instances where the feminine cadence 
is not so clearly defined. A feminine rythmic unit may be cha­
racterized by a semi-cadence or even by a simple breathing space 
at the end of a section. 

In the nursery rhyme" Jack and Jill ", which we have already 
quoted, the feminine ending at the conclusion of the odd lines is 
musically rendered by a feminine semi-cadence. 

We may, therefore, say that the conclusion of a feminine 
rythmic unit marks a resting point, definite or provisional, some­
times only a breathing space or the end of a melodic group, on a 
beat other than the first beat, sometimes even on an off-beat. 

I) Feminine ending of a section: 

~ ~:E=~~ from the nursery rhyme 
_______-=f===-.---!-.- _._ -- " Jack and Jill " 

to fetch a pail of wa- ter 

2) Melodic separation of beats: 

# e ,.'I ~ '" (D'''»• 

The breathing spaces are not necessarily effective but are 
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4) Melodic grouping, properly so called: 

.Molto vivace (one beat to each measure) 

&~ f If' ~ rfFrnr tXt· ("Htbbeo) 

The first measure is here melodically isolated from what \11 

follows; so much so, that, in the introduction of the Scherzo, we
 
have:
 

"51 ~. '" 
(i. e. the same formula completely isolated) 

In a masculine rhythmic unit, as we have already pointed out, 
the melody halts on an accented beat. The true feminine ending 
or cadence is a prolongation of the masculine cadence leading on 
to yet another strong beat, which will, nevertheless, be weaker 
than the first (e. g. the third beat in a four beat measure). In 
other cases of feminine rhythmic units (semi-cadences, ends of 
sections ...) the conclusion of the melody has no rhythmic support; 
it rests transitorily and precariously, calling imperiously for what 
is to follow, and it is rhythmically incomplete. 

Here are two examples of a rhythmic unit: 

~ 
primary id. 

masculine rhythmic feminine rhythmic 
unit unit 

The second differs from the first only by the added note. 
If, as follows, we isolate the feminine time-group 

~~I E W 
do we obtain a feminine rhythmic unit? No, because if one yielded 
to the temptation of stressing the first note heavily, so as to esta­
blish it as the first beat, the practical result would be to blend 
all the elements of the group into one. Now, a single element 
cannot constitute a rhythmic unit. If, on. the contrary, the first 
note is lightly stressed, the last note, prolonged by silence, takes 
on the rhythmic value of a first beat (unless some imaginary 
conception of rhythm has been previously at work). This is par­
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ticularly noticeable in the above quoted example from Beethoven 
of which, in spite of the! time signature, the opening is heard as 

4 
follows: 

?=,f§oo
 
The isolated feminine group is transformed almost automatic­

ally into a masculine rhythmic unit. 
The feminine group, therefore, to be heard as such, cannot be 

separated from its context. It is the conclusion of a formula (the 
end of a phrase), or else, as in the Beethoven example, its character 
is revealed by what follows it, by the immediate resumption of the 
melody. 

In short, all feminine grouping is of a melodic order. 
The order of melody is not necessarily the order of movement. 

The latter admits of repose only on a strong beat; melody, on the 
contrary, may group notes in quite a different manner, and is free 
to end melodically on beats other than a strong one. But where 
there is no contrary indication, such as melodic outline, symmetry, 
accentuation of a section, established metrical regularity, etc., 
melody and rhythm conclude naturally together. 

§ 6. - RISE AND FALL. 

As has already been said, the smallest conceivable section must 
consist of at least two notes, one on the up-beat, the other on the 
down-beat. Together, they form a primary rhythmic unit 

~ I ~ 
rise fall 

The terms anis and thesis are synonymous with those of rise 
and fall. 

With the broadening out of the section, these terms take on a 
wider meaning. A whole portion of the melody may be arsic, 
leading up to a long thesic portion, for a melody often seems to 
move only by acquired speed, the period I of rest beginning long 
before the final thesis is actually reached. 

In other words, we have an arsic portion and a thesic portion of 
the melody. 

In a section considered as one rhythmic unit, there can, in 
practice, be only one arsis and one thesis. But, as rhythm, in its 
wider sense, is the natural development of primary rhythmic 
units, the notion of arsis and thesis cannot be ignored either 

I The word period is used here in its broadest sense and not as a precise 
musical term. 
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practically or theoretically. It would, however, be unmusical to 
consider only the smaller steps or beats of the rhythm. Both 
analysis and execution require a broader outlook. 

In a primary rhythmic unit, arsis (or rise) and up-beat are one 
and the same thing, as are also thesis (or fall) and down-beat. 
We will use the terms up-beat and down-beat when speaking of 
measure, and the terms arsis and thesis when speaking of rhythm 
in its wider sense, unless indeed we are concerned with a primary 
rhythmic unit, which is completely isolated in a piece. 

The rhythmic phenomenon that makes us feel the place of first 
beats has no name in modern terminology. Of the three terms 

1 '1adopted by students of Plainsong I, ictus (blow), which is far from 
satisfactory, rhythmic support, which suggests leaning on the note 
and is, therefore, generally wrong, and rhythmic touelling point, 
which is certainly better, ictus seems to have prevailed. 

The place of the ictus would be that of our beat, a beat 
corresponding to one marked by an orchestra conductor, including 
the decomposition of one beat into several in a very slow movement 
and the fusion of several beats into one in a fast movement, such 
as the Scherzo in ~, but taken in one beat. 

Thus, we should have an ictus of the first beat and an ictus of 
the other beats, and again, if we consider the phrase, taken as a 
whole, we should have an arsic ictus and a thesic ictus. All these 
notions will find their full development in the following chapter. 

CHAPTER II 

The Rhythm of Plainsong. 

All measured rhythm is characterized by rigourous symmetry. 
In classical music this symmetry is happily tempered by the 
frequent struggle between metre and rhythm; in modern music it 
is often suppressed. In Plainsong (if one excepts hymn melodies) 
strict symmetric form is very rare. 

§ I. - PROPORTION OF PARTS IN THE PERIOD. 

Plainsong does not lack form, for balance, which is necessary 
to form, need not necessarily be symmetry. 

True, an introit, with its psalm and repeat and, especially, an 
alleluia with its verse and da capo senza replica 2, remind one, by 

, The late Dr. Palmer defined ictus as " impulse of the voice" (translator's 
note). 

It will be remembered that in the classical minuet the repeats are made 
before the Trio but are left out at the Da capoJ' hence the expression Da capo 
se1Zza repHca. The same holds for the alleluia sung once after the verse. 
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their plan, of the Minuet or the Scherzo. And again, classical 
Rondo form is suggested by a respond such as the Libera. This 
respond opens with an extensive initial sentence composed of 
three musical periods, Libera, Quando, Dum veneris / then follow 
in succession, three couplets, the verses: Tremens, Dies, Requiem, 
between which we hear Quando cmli after Tremens, Dum veneris 
after Dies, and finally, after the verse Requiem, the repetition of 
the whole of the beginning with its three parts. A Kyrie, for 
instance, will give out one theme for the Kyrie, another for the 
Christe, and unites the two on the last Kyrie. 

But these parallel periods, phrases and sections, generally vary 
in length. They are, nevertheless, fairly clearly defined. In the 
Vatican edition, the whole bar generally indicates the end of a 
period and, in consequence, marks a true cadence giving a sense 
of complete repose. This bar, moreover, indicates a silence of the 
length of one note. Such is the traditional interpretation, which 
need not, however, be adhered to mathematically. 

The divisions and subdivisions of a period are indicated respec­
tively by a half bar and a quarter bar. The half bar generally 
indicates the end of a phrase, and the quarter bar the end of a 
section 1. In both cases the time for necessary breathing should 
be taken from the value of the last note. The Solesmes rhythmic 
editions have been very successful in bringing out the precise 
value of this note and, consequently, of the bar itself. Its length 
being thus clearly defined, the section may again be subdivided 
into smaller more or less independent melodic groups, which, 
however, should not be unduly marked by exaggerated breathing. 
Here again, the lengthening dots of the rhythmic editions, which 
double the length of a note, are of invaluable help to the singer. 

In the following chapter, we shall see how ends of periods, 
phrases, and sections, should be shewn in the accompaniment. 

§ 2. - THE ICTUS OR SMALLEST ELEMENT OF ANALYSIS. 

According to the most generally accepted interpretation, there 
is, in Plainsong, a typical value of duration or typical time unit, 
which may be multiplied but cannot be divided. In our music 
the time unit may be multiplied and it may be divided and sub­
divided into two, three or more smaller values. Plainsong has a 
first beat, in the same sense as first number in mathematics and, 
consequently, indivisible. This time unit, which may be repre­
sented by our modern quaver, is, therefore, the one fundamental 

, In the Vatican edition, certain quarter bars are certainly debatable, others 
are wrongly placed. Only a careful analysis of the melody (see § 4. - con­
cerning feminine endings) will show whether the musical sense does or does 
not allow for a break. 

2 
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element in the detail of rhythm; it is always equal to itself as our 
modern beat may be said to be equal to itself. 

Grouped in twos and threes, these time units or notes form 
binary measures and ternary measures represented by small 
~ and ~ measures. These small measures go to form larger 
groups in which they figure as beats, said to be compound beats. 
As the value of the time unit is unchangeable, the compound 
ternary beat is one third longer than the compound binary beat 
and must not be confused with our modern triplet, which is equal 
to two quavers or a crochet. 

For the moment we shall confine our attention to these small 
measures or compound beats. The first note of each of these 
binary and ternary subdivisions may be compared to the first 
note of a beat in modern music. Both carry an ictus, in the sense 
already defined. i. e. an ictus of variable importance. We have 
shown by what objective criterion the place of beats may be 
determined in other music. The same method will serve to 
indicate the place of the ictus in Plainsong. 

The singer does not create the ictus, for this element forms part 
of the rhythmic movement itself. The interpreter should not 
ignore it, but he need not accentuate it any more than he need 
accentuate every beat in modern music, especially not the first 
beat in every measure. 

r. The ictus, If rllytll1l1ic phenomenon. - Our critics begin by 
disputing the presence of an ictus every two or three notes and 
they maintain that to reduce all melody to ~ and ~ time is to 
carry analysis too far, and to cut up the melody unduly. Our reply 
is that we no do not reduce all melody to ~ or ~ subdivisions. 
Taking a broader view of rhythm, we imagine far larger measures, 
made up of compound beats, so that we get an ictus greatly va­
rying in importance. Beats, even in modern music, must finally 
be reduced to binary and ternary divisions, but what musician, 
because of this, has ever felt bound to cut up a melody pulse by 
pulse or measure by measure? The aim of all rendering should 
be to express the character and style of each period and its 
elements and such expression does not prevent the steps (ictus) 
of the melodic movement being perceptible to the ear. This is 
true of all music, whether it be modern or Plainsong. 

But our opponents go further and say or imply that the ictus is 
a purely metrical phenomena; that in free rhythm there can be no 
such metrical divisions and, therefore, no ictus. 

Rhythm (in its general sense), they say, can only consist in the 
linking together of rhythmic units (concrete sense) between which 
one has no right to place a bar line or its equivalent. Thus, the 
first line of the hymn A,:,e maris stella is made up of three primary 
rhythmic units, (one for each of the three words) with arsis and 
thesis. No need to occupy ourselves here with any questions of 
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metre. If, however, you would have it so, it is the poet's idea that 
should be followed. He has used tonic trochae (false trochae 
incidentally, each consisting of one accented and one unaccented 
syllable). Thus, the metre begins on an accented syllable, and, 
if the terms arsis and thesis are used for rise and fall respec­
tively, the accent is thesic. But, in that case, the terms arsis and 
thesis are used in a sense which contradicts the one outlined a 
little while ago. Some people, then, talk of a thesic, others of an 
arsic accent. But, in each hypothesis, the accent is z'ctic, which 
would give the schema: 

~ ~ I0, ~ I ~ PI 
A-ve rna- ris stel-Ia 

Our critics would seem to have fallen out among themselves 
on a purely verbal point. 

, 

To those who reproach us with confusing rhythm and metre we 
reply that these are two entirely different things, but that the 
normal part played by metre is to give to a first beat the character 
of a fall or pause, which character makes it the exterior sign of 
rhythm considered in its detail. As already stated, once the 
metrical framework has been firmly established, there often arises 
conflict between metre and rhythm, because, from force of habit, 
the listener continues to feel the influence of metre. In such 
cases the ictus is reduced to a purely metrical phenomenon. 
But, when the metrical framework is being established, the ictus 
is both a rhythmic and a metrical phenomenon and we know 
by what means it impresses itself upon our musical under­
standing. In free rhythm, obviously, no such conflict between 
rhythm and metre is possible, and in consequence there can be 
no purely metrical ictus. Certain notes, however, will attract our 
attention by those characteristics which we have already described; 
only, these ictic notes will not recur at regular intervals as they do 
in measured rhythm. But, whether we consider the small measures 
or compound beats, or the larger measures made up of these 
compound beats, we find no fixed metrical framework but one 
which is constantly being renewed, no one fixed metre but a 
series of measures of unequal length. 

The principles set forth in the preceding chapter, and which we 
shall apply strictly, will enable us to give clear rules for the 
rhythmic analysis of Plainsong. 

I I. - Tile Latin accent. - Controversy has raged around the 
subject of syllabic chants. The former example of a pseudo­
trochaic rhythmic unit shows the importance of the part played 
by the Latin text. It has been granted us that in music without 
words there exists a light accent which is called an expressive 

N° 723.-7 
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accent. But the tonic accent of modern languages does not 
belong to this species but to the long and heavy species. This we 
know by the fact that all mediaeval poetry treated the accent in 
the way in which classical poetry treated the long syllable, which 
syllable undoubtedly carried an ictus. 

In short, transported into this field of enquiry, the question 
reduces itself to that of the nature of the Latin accent. Our 
modern languages, arising as they do from Latin, cannot, in their 
present state, have their tonic accent on the up-beat. Indeed, 
except in a few rare cases, composers always place on the down­
beat the syllable which is said to be accented. 

But, it is no less certain that during the classical period (that of 
Cicero, Virgil, Horace ... ), the accent played no particular part in 
the ordering of rhythm. This was determined solely by the 
interplay of long and short syllables, the accent being sometimes 
short and sometimes long. The scanning of any Latin verse will 
make this clear. At this period the accent was merely acute. 

Gradually, however, the accent took on a peculiar intensity; 
the notion of quantity (length and brevity) was finally lost sight 
of and a new type of versification came into being, founded on 
the alternation of accented and unaccented syllables (tonic 
rhythm). There was a period of groping, of confusion, and even 
of mistakes, between the reign of classical metre and the intro­
duction of tonic rhythm. Now, it was at this time, that a very 
considerable portion of Plainsong melodies was composed or 
.adapted. \Vhat right, then, have we to assume that the composers 
of these melodies submitted blindly to the laws of tonic rhythm, 
which were only to hold undisputed sway at a later epoch? 

III. - Rhythmic analysis applied to Plainsong. - After all, we 
need only open a Graduale, analyse the melodies and note the 
place of the accent. The question cannot be settled a priori. 
True, it has been affirmed that music set to words has no rhythm 
save that of the verbal text to which it is allied, i. e. that it has 
none of its own. This assertion has been contradicted by facts; 
words may sometimes modify a melodic group by necessitating a 
breathing space at a given point, but our critics do not seem to 
distinguish clearly enough between a melodic and a rhythmic 
group, owing to the fact that for them the ictus has 
metrical and, therefore, an artificial character. 

Taken at random in the Vatican Graduale we find: 

~ (Ferial Sanetus) 
lillD e I u.s 

$ rrEr Ii &1 (Whitsunday introit) 
le1 __ rum 

only a 

4i J) ~ (Hymn: Ave maris stella) 

I
 VIfBo "-'
 

and such examples might be multiplied by the thousand. Note 
again the incipit of the introit, Resurn!xi, the firts eis and Domine! of the .introit Requiem, where, in reality, the note placed on the

j. accent would seem to be only an anticipation of the one that 
I follows. In all these cases it is musically impossible to hear te 

note bearing the accented syllable (the first of Sdnetus, the .second 
J	 of terrdrum, the third of Resurrexi, the first of Virgo) as marking 

a first beat. Only a course and unmusical accentuation would ~ impose the ictus in this way, whereas, the true rhythm stands out 

l with admirable clearness. 
The accent may, therefore, actually be on the up-beat, as in 

other cases it may be on the down-beat. If, in the cases cited, 
which are examples and not exceptions, the accent is really on 
the up-beat, no one has a right to say that in purely syllabic 
chants the accent is necessarily on the down-beat. As in syllabic 
chants all rhythmic indications are lacking, we can only discover 
their author's intentions as to the accent, by the study of their 
treatment of it in ornate chants. 

So far, we have dealt with the principle of grouping add of 
length as a factor in rhythm. In syllabic chants, the MODAL 
SENSE may also serve as a guide. For example, Dies iree, dies 
illa. With an accent on the first beat, we should have to scan: 

ti~ 
doubling the last accent in order to give the last syllable of illa a 
solid resting place r. Scanned as follows 

~ 
the rhythm could only make itself felt by a rather brutal method 
of accentuation or by means of the binary metrical framework 
which so far has been quite regular 2. In any case an imp 

I It would be possible also not to double anything and to link up withou.t 
pause with what follows; in such cases (see section IV), a series of ictic accents 
is produced; this could be done here and would give lrfl! and lila feminine 
endings. But the melodic outline which characterizes such feminine endings 
is completely lacking, at least to those who have no preconceived theory on the 
Latin accent (see how Saint-Saens uses this theme in his Danse macabre ' see 
also Chapter I, end of § 5).	 J 

2 Or by· means of the harmonic bass, whose influence often preponderates, 
although there is no question if it here. 
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pression of syncopation would be given, which is altogether 
foreign to Plainsong methods of expression. Once again let us 
point out that the hypothesis of the accent coming necessarily on 
the first beat is contradicted by the facts to which we drew 
attention a little while ago. Let us analyse the melody itself. 
D is the tonic and the verse divides very naturally into two. The 
lengthening of the accent of ilia was only the consequence of 
our first hypothesis, and has no objective foundation. As the 
appearance of the tonic calls naturally for a first beat, I try the 
following: 

~
 
taking the penultimate D to be simply the anticipation of the 
last D. Compare this with the antiphon: 

'J)~
 
E- go sum qui sum 

or even with Bach's fugue in D minor where the influence of the 
tonic is no less characteristic. 

g~f'x~
 

Here is another example of the influence exercised by the tonic 
in the Prose Lauda 5 ion: 

~
 
(G is the tonic, see note above on Dies ira:, dies illa). 

That which follows in these sequences shows very clearly that 
the composer has given. length to the melody on weak syllables 
(Tuba mirum, Libel' scriptus etc.), and did not, therefore, allow 
himself to be influenced by the pseudotrochaism of the text. 

We may, therefore, conclude that the first beats of the small 
measures (or the division of the melody into compound beats) 
must be determined without the help of the Latin text. It is a 
fact revealed by the analysis of the melody that ictus and accent 
in Plainsong are quite independent one from the other. In an 
isolated word of two syllables such as Deus (primary rhythmic 
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unit), the ictus affects the last syllable because it is naturally long 
(not prosodically, but because of the silence which prolongs it), 

the accent comes on the up-beat i. e. f I f and we have a 
De- us 

masculine rhythmic unit with a light arsic accent. Moreover, in a 
I phrase taken as a whole, the accent may come either on the up­
i beat or on the down-beat i sometimes, various interpretations are 
~, possible. 

In applying such a rhythmic theory how, in practice, should the 
Latin accent be interpreted? It must, if an intelligent reading of 

l 
I	 a text is to be achieved, retain a certain degree of prominence, 

and in most cases a certain degree of intensity. On the other 
. hand, the very definite character of the rhythm should be pre­
served and anything which might destroy it, such as a heavy and 
prolonged accent, should be avoided. There are many cases in 
modern music where the musical accent in no way prevents the 
first beat from being given its proper place. In this way, the 
rendering acquires a distinction which is foreign to the exclusive 
use of the heavy accent. In Plainsong, therefore, this moderate 
stress on the accent fits in very well with our rhythmic analysis. 

IV. - Practical Conclusions. - In the more detailed analysis 
of rhythm, it must be remembered that single notes in Plainsong 
are of equal length, but that a note may be doubled and 
even trebled. A compound binary beat may have two single 
notes or one doubled note; a compound ternary beat may have 
three single notes or one trebled note or one doubled and one 
single note. These subdivisions should, at first, be figured regard­
less of words or neums, as follows; for all binary subdivisions: 

n or J; for ternary subdivisions: .iT:), J. or J f But, as soon 

as the student has made himself familiar with this kind of ana­
lysis, he should transcribe the text exactly as given in the 
Solesmes modern notation editions, with a small vertical line or 
episema to indicate an ictus where its place might be open to 
doubt. . 

According to the principles already set forth, the notes which 
should receive an ictus are: 

I) In syllabic dlants, the final syllable, and, in words of more 
i 
\	 than two syllables, the antepenultimate syllable of each word: 

" 

An isolated 
another on the 

I, 
I
 

)1
 

t 

~ ol~~I~~I~~I~ 
ote 8 1,0l Illes }II a
 
LaD" Sion Sllhal'''8lIJ
 

trisyllable has an ictus on the final syllable and 
first syllable. But, as the final syllable is the 
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decisive factor, if the trisyllable be preceded by a dissyllable, the 
tonic of this latter may carry the ictus: 

~ ~~l~~lr 
D~lJS Dom i nUB 

As also: 

i ~ ~1~~I~~lr~~I~~l~~I~~lr 
Virgo De; g:'nitflx ~re~~or ~Ime s{derum 

All other combinations are governed, like these, by the length 
of the final syllable. Some cases are doubtful; in such, the 
vertical episema in the Solesmes editions are of great help (see 
especially the editions in modern notation). 

2) In ornate chants, the ictus occurs: 
r. At the beginning of all groups (except where the contrary is 

indicated) I. When a single punctum precedes a neum and is on 
the same syllable as the neum, the punctum and not the first note 
of the neum receives the ictus. Kyrie IV is an example of this: 

~.~
 
; ~i' ri ­ 0 

the vertical episema dispels all doubt here. In the earlier 
Solesmes editions, this note was dotted. 

In the communion, Cantdbo, the ictus is on the first note of the 
word Domino: 

, ~,pElil
 
1)0 __(millo) 

If this punctum, which should be well emphasized, were really 
doubled in the rendering, the second ictus would affect either the 
following note or the one just after it. In practice, the accom­
panist should, on such occasions, remain discreetly vague. 

Neumatic notation need not necessarily be rhythmic; in perfect legato, by 

2. On notes specially marked with the vertical episema or ictus 
sign. This sign subdivides certain neums of five or six notes, and, 
in other cases, it marks an ictus, which the ordinary grouping 
would not reveal but which is shown by certain indications in 
the MSS.. 

3. On long notes i. e.
 
a) those marked in the rhythmic editions with the lengthening
(' 

dot; 
b) bz' and tristropha; 
c) the oriscus and the pressus (Plainsong students are familiar 

with these terms; d. the preface to the Vatican edition). The 
pressus should never be treated as a syncopation; the two notes 
are tied and the first has an ictus. Two divis, with one tied note 
common to both, should not, therefore, be counted separately as 
two binary beats. 

In certain cases, the ictus is marked on the second note of a 
neum which might have been taken for a pressus; the second note 
is, in fact, a repeated note and the two notes are not tied but 
distinct from one another; the second receives the ictus. 

The same holds good for a note sounded several times, reverbe­
rating on the same degree of the scale for more than three simple 
beats. 

d) The note or two notes immediately precedi1zg a quilisma; in 
the latter case, the first note is marked with a dot. The dot after 
the note immediately preceding the quilisma is purposely omitted 
because the rule is always to lengthen this note. 

e) The last note but one of a salicus I is, in practice, almost 
doubled. In a three note salicus, the second note has the ictus, 
whereas, in a scandicus, the ictus is on the first note. In the 
rhythmic editions, the iCtus is always shown by the vertical 
episema. 

These indications will make the rhythmic analysis of a piece of 
Plainsong an easy matter. It should be remembered that, at a 
whole bar, a silence of the length of a single note must be 
observed. A single note before an ictic note should be joined to 
the preceding group or, at the beginning of a piece and also at 
the beginning of a period - that is to say a single note after a 
whole bar - be counted on the up-beat. 

Examples: 
Vatican Tantum ergo: 

£1 1J ~ f! f' d r B~ 
which the notes of a series of neums are united, the division of the neums may 
be visible to the eye but the ear does not perceive them. Other factors, such as 
length, the place of syllables, modality, etc., intervene and make the rhythm 
clear. In practice, however, except where the contrary is indicated, the first 
note of a neum is ictic. 

Tan- tum er-go· Sa-cra- men tum Ve- ne-. 

1 The salicus generally has three notes, but, sometimes as many as 
five. 

four or 

1 
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Reference to the Vatican editions will show the exact applica­
tion of the principles we have developed. We are assuming,tIDSOr'~~ moreover, that the accompanist is familiar with the theory of re-mur cemu- i i Et antfquum do- cu-men­
binary and ternary subdivisions. 

I § 3. - THE PRINCIPAL ICTUS OR 

tum Novo cedat rI- tu- i: Pr<'e-stet ii-des supplementum 
(r) 

~i~ 
Sensu- urn de- fe- ctu- i. 

Sanctus from Mass 1.1. 

&1 G
 
San- ctus, San­

fl 
ctus, San­

$iJ~B~
 
ctus Domi-nus De- us Sa­

ba- oth. Pleni sunt C<'e· Ii et ter- ra 

~i~~
 
g16- ri- a tu- a. 

Ho-san-na III ex- cel-sis. 

, The vertical episema is placed as follows $ 1-=00 (uniform binary 

rhythm). Both interpretations are possible and the ictus is here of very little 
importance. 

THE GROUPING OF COMPOUND BEATS INTO MEASURES. 

If, It would, as we have already said, be unmusical to considerIi only the small measures or compound beats and to give the same 
importance to every ictus. These small measures or compound 
beats should be grouped so as to form larger measures in which 
the first beat may be compared to our modern first beat. An 
ictus which marks the first beat of a large measure will, therefore, 
be more important than an ictus which does not do so. We shall 
now try to define the character of this first beat ictus. 

In the large measure, the first beat marks a resting point, that 
is to say - except in feminine cadences - the end of a period, 
phrase, or section. It is long and, therefore, generally more or 
less thesic; at times, however, it may also be definitely arsic. 

f 

A principal ictus will therefore affect: 
I) The final note of phrases, i. e. a long note followed by a 

whole bar. 
2) The notes of semi-cadences, often but not always long, coming 

before a half bar or a quarter bar (this indication does not always 
hold good as certain quarter bars are incorrectly marked in the 
Vatican editions). 

3) All long notes whatever (see enumeration given previously 
under § 2 - IV, 3, p. 77). 

4) Finals of certains words, especially when these words either 
by their meaning or by the rhythm of the poetry are more closely 
connected with what immediately precedes than with what 
follows, e. g. the middle of a line of poetry: Dies irte, dies ilia. 

The larger measures thus formed will, of course, be of unequal 
length. 

Of two long notes in succession, the first (in contrast to the 
brevity of what preceded it) is often considered analogous to our 
modern first beat. This is noticeable, for instance, in feminine 
cadences or in endings with a clivis or a podatus, which has both 

'-. notes doubled, and in other cases mentioned further on under 
§ 4, II; and in chapter III, § 2, (6). 

But the note which precedes a quilisma should always count as 
the first beat of the large measure, even when preceded by another 
long note, for, in this case, it is the more strongly emphasized of . 
the two. It is always preferable to look upon these notes before 
a quilisma (even when, in practice, they are doubled) as lightly 
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stressed and retarded, rather than mathematically doubled. This 
is indicated by the horizontal line in cases where, in the place of 
two, three notes before the quilisma have to be retarded. It 
follows that an ictus is necessary on the note immediately 
preceding a quilisma; the note preceding that one may carry an 
ictus (of lesser importance) if we look upon it as doubled or, better 
still, it may simply be retarded and on an up-beat. 

Below, are other examples where, for various reasons (final 'I, 

syllables, melodic and tonal sense), the second rather than the 
first long note marks a first beat in the large measure I. 

quam fe·, cit bo- nus (Hac dies) 

+ 
(classical formula) ~ ~ 

(aile) 111· Ja (Di) es 
(Xmas Alleluia) 

The following are examples of analysis by large measures: 

~ri 

(care should be taken not to transform the ternary groups into 
triplets). 

In cirnui, the last syllable is felt to mark a first beat already on 
B, even though the following G is long. In all similar cases, the 

, There in no indication that can he applied indifferently to measures admit­
ting of binary and of ternary analysis, i. e. to a 2/4 and to a 6/8, to a 4/4 and to 
a 12/8. Since any of the large measures of which we have spoken may contain 
both a binary and a ternary beat, we have adopted the general signs: 2, 3 or 4. 
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rhythm should be marked in this manner. On ergo, (at the middle 
of the line) one hears a first beat on the second syllable of this 
word, while the melody, with two notes on the syllable, has a 
feminine ending. 

In ornate melodies the analysis is even simpler. Ex.,4 , 
~,G£t'U g~ 

(alleluia, second Sunday after Easter; the meaning of the sign (F) 
will be explained later on). 

Moreover, in many cases, several interpretations are possible. 
Length, however, on any assumption, plays the most important 
part. 

§ 4. - THE FEMININE RHYTHMIC UNIT. 

r. Feminine groups. - Melodic feminine endings are fairly fre­
quent in Plainsong. We know that they are characterized by a 
melodic grC\up ending on a non-ictic note. The concluding binary 
or ternary subdivision of the melodic group is called a feminine 
group. 

We have, therefore, to consider: 
I) Feminine endings of sections. Very frequent is the case of a 

clivis or a podatus, both notes of which are lengthened without 
being doubled, followed by a quarter or half bar I (Dom Mocque­
reau's post-ictic cadences); see above, the example from the Alleluia 
for the second Sunday after Easter, where the two quarter bars 
and even the half bar involve only a slight rallentando. We have 
put a comma and the letter (F) to indicate a feminine ending. In 
the rhythmic editions, the breathing space comma may be consi­
dered as equivalent to the quarter bar. 

The c1ivis is also frequently lengthened and not followed by a 
quarter bar, in which case it belongs melodically to what precedes 
and would quite naturally be separated from what follows. 

2) Certain final syllables, either because of the literary sense 
alone, or because of the literary sense and that of the melody. 

Ex.,: . (GlOria from 
Mass IV)

n~ u. vi? Ie' 

• Cf. restrictions on this point, p. 42, note 1. 
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The final syllable of Deus might easily be given an ictus if the 
melodic movement were not immediately resumed. 

As an example of another style, attention may be called to the 
end of the word ergo in the Vatican Tantum e1'go. Here we have 
a clivis with a feminine ending. 

See also the end of the word vocem in the introit for the Roga­
tions and the end of the word dcxteram in the offertory for the 
same festival etc. etc. 

See also the introit: Puer natus est. 

~~etc.~
 

(the bow line here marks the melodic grouping); see further all in 
the same introit the end of magni. 

3) Melismatic melodies, where no indication even of retarding is 
given. 

~ m. (Alleluia, 
. _~_ _ _I Nativity of O. B. L.) 

'Gradual, 
~ Feast of the 

Holy Name) 

The ternary group, which ends the big bow line, is a feminine 
group. 

These examples should suffice to show where, in general, 
melodic feminine endings occur. It is impossible to point to any 
material sign by which to recognize them, except, of course, by 
the quarter or half bar. The accompanist must rely on his 
musical instinct, especially, as in certain cases several interpreta­
tions are possible. The choir must on no account mark these 
melodic endings by lengthening the note where this is not 
indicated. 

The rhythmic rules for the place and choice of chords, given 
later, will throw further light on the subject. 

II. Feminine cadences. - I) vVhen a divis or a podatus ends a 
piece or a period, both notes are necessarily doubled because the 
final note must have some support or ictus on which to find rest. 
The first note being the first of a group must also have an ictus. 
If the last note but one were not doubled, the length of the last 
note would rob the note preceding it of its value as first note of a 
group. In measured music, no doubt, one can find endings with 
a short note on the first beat followed on the off beat by a long 
note. In such a case, the harmonic bass, placed on the 6rst beat, 
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and helped by the metrical framework, establishes the rhythm of 
the whole, and the melodic note placed on the first beat is little 
more than an embellishment. This is what occurs in a great 
many appoggiaturas but is hardly to be met with in Plainsong. 

A doubled divis, if we consider only the small divisions, would, 
2

be represented by two small 8 measures: 

~
 
But the rhythmic relationship of these two notes is the same 

as that of the two notes of a simple divis, so that in the larger 
measure we hear an enlarged clivis: 

(simple divis, whch 
(doubled divis) j may be a feminine 

group).'I J j§J ~ 
and we have, therefore, a feminine cadence. 

In modern music, however, a feminine cadence presupposes a 
heavy accent on the first beat, followed by a resolution, which is 
often simply a rebounding of the melody. In Plainsong, the 
femine cadence does not, as a rule, call for a heavy accent, often, 
indeed, there is no accent at all, and the final note is rhythmically, 
more important than a rebounding of the melody. The resemblance 
is therefore, incomplete; but, as the harmonic treatment is, in both 
cases, appreciably the same, the comparison is not without its 
practical value l. 

2) The case of two dotted single notes (on separate syllables), at 
the end of a period, and on the same degree, is practically the 
same: 

~
 
feminine feminine 
group cadence 

3) We have also what might be called the embellishment of the 
same formula, viz. 

A~.~\:kil; 

I In Plainsong, compound cadence (used by Dom Desrocquettes) would be a 
good substitute for feminine cadence, because several compound beats are 
necessary to make up this cadence. As the harmonic formula required is that 
of feminine cadences, we have retained the latter term. 
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The importance extended to the first Ds, by slowing down, here 
again creates feminine cadences, and the thesic character of the 
note D is particularly clearly indicated. 

If, in the place of a neum of three notes, such as a torculus or a 
porrectus, we have merely a neum of two notes such as the podatus 
or the divis, i. e. 

~ 
the rhythmic interpretation need not necessarily be the same 
But, if the final syllable is already heard at the beginning of the 
formula, the accompanist should proceed in the manner indicated 
for feminine cadences. Moreover, a final syllable occurring at the 
beginning of a neum immediately takes on a certain thesic charac­
ter (see end of cimui in the Tantum ergo). 

4) A case, which should be placed alongside of those already 
given, is that of the pressus followed by a doubled note. We 
have here, as with the clivis (if the movement of the melody is 
descending), two doubled notes: that which makes the pressus and 
that which follows it. 

The following examples, should also be understood to have 
feminine endings. The accent is long and the first beat of the 
large measure should, consequently, be placed on the accent r: 

~r=-~Ioo r1 Pst I 
De--us Pil-ter A- gi- mus ti- bi. 

On the other hand, in certain pieces, in the Antiphoner, one may 
expect to find the cadence by means of two single notes, placed on 
the same melodic degree, and either doubled or (if the cadence is 
only provisional) merely retarded, because this was the solution for 
absolutely identical cases. A judicious and competent choirmas­
ter wiII perhaps be able to lay down a uniform interpretation and 
it wiII be the business of the organist to follow his lead. " 
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CHAPTER III 

Rhythmic directions concerning 

the accompaniment of the Chant. 

Rhythmic analysis (the small and large measure) imposes laws 
on the accompanist as to I. the place and 2. the choice of chords. 

§ I. - THE PLACE OF CHORDS. 

I. - The small measure. 

As a general principle, the harmonic bass should not be changed 
on any other than an ictic note and, consequently, should not be 
changed on the second or third beat of a small measure but on 
the first beat only (and not even on every first beat, as wiII be 
shown later). Too rapid a harmonic movement makes the melody 
heavy and is awkward for the singers; a note for note accompani­
ment is never tolerable in any kind of music and would not be 
so in Plainsong. 

Sometimes, however, certain reasons may make a change of 
harmony advisable even on the second or third beat of the binary 
and ternary subdivisions. These reasons may be: 

a) Modal; a chord placed on the first beat may not be suitable 
for the second or the third beat, according to the modal rules 
given in the third part of this book. 

b) l¥Ielodic; we shall learn also that melodic feminine endings 
should be consonant; in some cases it so happens that the chord 
placed on the ictus may be unsuitable for a feminine ending. 

c) Harmonic; when it is impossible to find a chord which can 
be maintained during the whole of the subdivision and, especially, 
when a transition chord gives smoothness to the writing. 

Au_rem 1u ll1II ad m& (I) 

t 
---- (IntrOit Indina) 

, The last G of the tenor is then resolved on the note F, on the up-beat, 
lightness of an arsis; the doubling of the note indicates only a lengthening, while the melody gives out the note A (on the syllable et). At the beginning 
and the final syllable retains its habitual character. The matter is, therefore, 

, In other cases, the note with the accent, even when doubled, keeps the 

of exdudi, which follows, there should be, at least, some accessory movement 
in the accompaniment (for instance, the F in the tenor could rise to A).one of interpretation. See what has been said on two long consecutive 

notes p. 79. A discord on a note of provisional rest keeps up a sense of movement. 
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In such a case, the non-ictic chord should never be longer than 
a single beat; otherwise, by its length, it would create an ictus in 
opposition to the rhythm of the melody. 

I f, for instance, a chord placed on the last note of a binary or 
ternary subdivision is kept on over the following ictus, an actual 
syncopation is produced which is quite incompatible with the true 
rhythm. Ex. 

t
" 

J 

.... 
corresponds to: ~ 

1"'"'1)) 

-
Any chord, therefore, placed on the last note of a binary or 

ternary subdivision must be followed, immediately, by a chord on 
the ictus. 

And again, any chord placed on the second note of a ternary 
subdivision must be followed by another chord on the third note 
of the subdivision and by yet another on the ictus of the next 
subdivision. Ex. 

co"",pond, to, ~ 

These rules apply to intermediary parts. We see in the follow­
ing example what should not be done. 

rhythm in tenor, bad acceptable 
II 

~y~ ~J 

An example such as 

~
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shows harmonic movement which is acceptable, because the syn­
copation in the alto is corrected by the more important movement 
in the bass. 

In short, the accompanist should avoid giving any impression 
of harmonic syncopation. 

II. - The large measure. 

The same principle applies to the large measure, of which the 
first beat must receive its proper harmony; if, for some reason, 
this first beat is deprived of a chord, this must not be in favour of 
some less important ictus, for then, a sort of harmonic syncopation 
would occur. 

From this we deduce that: 
I) Every note marking a rest, e. g. masculine cadences or semi­

cadences (feminine cadences will be discussed later), should be 
characterized by a change in the harmonic bass and not only by 
movement in the mean parts. 

The following example 

" 

~~
 
is harmonically correct, but the bass makes of the melodic E the 
first beat of the large measure and turns the formula into a 
feminine cadence. That this is the case must first be ascertained 
by the accompanist before writing his accompaniment. 

Movement in one of the mean parts may, however, suffice, 
providing that the bass has been previously placed on a note 
marking an important ictus. See above Aurem tuam ad me 
(Introit Inclina p. 85). We have here a pedal bass. 

2) Every long note should be marked by movement in at least 
one mean part and, frequently, by a real change of harmony. 

Ex.: 
D& mi De COR-vh --tere

" ...... I 

IriJ I r I I 
~ r f"~r· reta. 

~ I -J .J. I I 

Offertory, Feast of Corpus Christi. 
N°m. -8 
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Nevertheless, the harmonic movement may be nil, if the chord 
required is the same as one given already to a previously heard 
long note. 

The following treatment was suggested in the first part of this 
book and may be used in cases similar to the one we now quote. 

1d nOD mOTe an \ur 

~ ~(~~j'
 
I 1. I 

I I 

The same process or any other equivalent, such as passing notes 
or passing chords, is useful in discreetly emphasizing the reper­
cussions or resumption of a note sustained over a long passage, in 
all cases where it is sought to regularize the movement by making 
the harmony mark every ictus. 

3) Whel1 two long notes follow oue aJlotlzer, the first, as we have 
said, is often the more important; if only one harmony be used, 
this should be written under the first of the two notes. This is 
the case of a great many clivis; as a rule, it is advisable to 
consider each one of these as an appogiatura. 

Ex.: 
Ito --' 

~J
 
4) The note immediately prhedil1g the quilisma should be marked 

by some harmonic movement, even if the preceding note is long. 
_ -/VII -..... 

( 

(Introit,I"J I r'-' r' 1 
Gaudeamus)J d. J 

5) Al1 ictus followil1g Ol1e tlzat marks a restil1g poi1zt or a long 
note, just because in the large measure it cannot mark a first beat 
(the latter is on the preceding long note), should not, in practice, 
be given a fresh chord. Sometimes, however, the laws of harmony 
make it impossible to maintain the preceding chord; where a 
change is necessary a chord of transition should be used and its 
length should never exceed that of a compound beat. 

See above example: Domine, convirtere, in which harmonic 
movement takes place only on long notes. 

When the melody is taken up by a long note, immediately after 
a cadence, the cadence note takes precedence of the long note. 

aut pro - phe - tie 
&to 

~ 
(Introit, 

Da jJacem) 

~ 

I
I (the mere change of position of the mean parts does not here 

constitute harmonic movement). This long note may, however, 
I 

be marked by some harmonic movement. 

I 6) Avoid placing a chord 011 al1 ictus, whielz 110thil1g il1dicates 
clearly or, as a general rule, on any ictus of slight importance e. g. 
on the second syllable of words said to be dactylic (similar to 
Domil1us) when this syllable is given only one note. 

Where an ictus affects short notes, the melodic context and the 
harmonic and modal requirements will show whether or not they 
should be marked by a fresh chord or by some harmonic 
movement. 

The great principle to bear in mind is: that the le1lgtlz ofa c/zord 
should always be il1 proportiol1 to the importal1ce of the ictus wlzich 
it marks. 

Where the rhythm is doubtful, the greatest prudence is required 
and harmonies used should be of a strictly neutral character. 

§ I I. - ON THE CHOICE OF CHORDS. 

( Harmol1ies of moveme1lt al1d harmol1ies of repose). 

The true chord for marking a resting point is tlze triad il1 its 
root positiol1 with the bass dcublil1g the melody. 

Any other chord offers a more or less transitory resting place 
and is, in consequence, to some extent, a chord implying move­
ment, as in the following cases: 

1. The melody gives the root bass. 
2. The melody gives the third of the root bass.
 
3· The melody gives the sixth of the bass; this includes the
 

chord of the sixth in all positions. 
4· Dissonances (chords of the seventh, appoggiaturas etc.). 
In the last case, the impression of movement is complete I. 

• I allude, of course, only 10 the accompaniment of Gregorian Chant. In 
mo~em ~usic, composers have used even so-called dissonant chords to mark 
restmg pomts. 
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(

The bass of a chord of the sixth should be only momentarily ,I 3· Other notes, merely marking a resting point, even before a 
doubled in the melody, i. e. either the chord must be brief or quarter or a half bar, may be suitably accompanied by a chord 
the melody must move on quickly to another position. The with either a suspension or a passing note of some length in one of 
reasons for this have been given in Part I, with explanations. the accompanying parts, which will serve to keep up the move­

ment, or by some harmony different to that used on the cadenceWe may, therefore, say that: 
or semi-cadence. 

10 On absolute cadences, at the end of a piece or of a complete 

r 
I

I I

1';n r~iqr 
~.I. I _ 'I 

'1"'---l' t 
J j. J J

..... 

lru

• -IW_ ,........""
phrase (generally at the whole bar line) a chord of complete
 
repose is required i. e. the triad in root position with the melody
 
doubling the bass. For the first and second modes in D, this
 
will be the chord of D minor; for the fifth and sixth modes in F,
 
the chord of F major; for the seventh and eighth modes in G,
 
the chord of G major. The same treatment is suitable for any !
 
cadence which, though not final, gives an impression of complete i I
 

repose.
 ( sperml in Ie from Gradual A r(;itlor) (Agnus III)
 

"Ve shall see in the third part of this treatise that cadences of -/
 

the third and fourth modes cannot be treated in a similar way 
(with the chord of E minor). Reasons for this will be given 
and it will. be shown that cadences in these modes do not convey 
an impression of complete repose but make the listener feel that 
the melody is merely suspended. 

20 On semi-cadences or on mere resting points a chord glvmg 
more or less as required an impression of either incomplete repose 
or movement should be used. 

I. In semi-cadence formulae, resembling those of final cadences, 
avoid giving an impression of complete repose and substitute a 
chord of the sixth for a chord in root position. 

Ex.: 

r i 
.. .~ . 

IV r i 1.... -

.J J I J 
. 

final cadence semi­ id. 
cadence 

I 
I Iloo.2. Semi-cadences on F, in the fifth and sixth modes, should be 

treated as interrupted cadences. 
po I J ~ 4 

It) r 
I..J 

r 
J, 

r 
.; t 

J 
r 

ILl I 
r 

I 
r 
J 

f 
I I 

5° In /e11lz'nz'ne groups or in cadential feminine endings, tile 
rhythm indicates the place of chords but the melody requires 
that the conclusion or final note of the melodic group shall be 
a.n integral part of the harmony and not a foreign note of transi­
tion. It is the melody, therefore, which is the deciding factor in 

final cadences interrupted cadences semi-cad. the choice of a suitable harmony. In consequence, the chord 

Except on absolute or final cadences the usual fifth and sixth 
mode cadence chords in root position should be carefully avoided. 
We shall have more to say on this point in Part III. 

30 On an ordinary ictus, a chord of absolute repose should be 
avoided. If the melody momentarily doubles the bass note of a 
chord, the latter must be of short duration or the resting point 
be brief, otherwise the harmony will become static. This is par­
ticularly true of major chords in root position. 

Appoggiaturas, sustained passing notes, or suspensions, in the 
accompanying parts, are excellent for keeping up the movement, 
even and especially when they coincide with a sustained note in 
the melody. The same is true of a pedal bass with all the harmonic 
movement in the mean parts. Examples of such treatment have 
been given in Part I and readers are asked to refer to them. 

40 On a note immediately preceding the quilisma, a dissonance is 
excellent (see above, p. 88, the example taken from the introIt 
Gaudedmus). Ex. 

-/l1li-­r& 

r 1eJ'"! (Introit Da pacem)~r~f 

I 
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chosen must suit both the beginning and the end of the feminine 
group, as in the following example: 

6P~
 
or an appoggiatura may be used: 

=Is ?AI j1:j
fO. 

We see in the above example how the trend of a melody may 
be shown beforehand in the harmony, even in cases where there is 
no feminine ending: 

~~ e~r 
I 

I~b~ ~C 

" 

(I ntroit EXSltlge). 

r~r t' 
The lengthened G in the melody is foreshadowed by the pre­

ceding harmony. 

6° ];elliinine cadences 01- feminine g1"OUjJS, with both notes doul:led, 
should be treated according to the same principle. The first long 
note must be given a chord, the second may be given a fresh 
chord, but the first chord may also be maintained if it be 
suitable for both notes of the melody or if the first melodic note 
has been treated as an appoggiatura. 

We refer particularly 
1. To the doubled divis, or to any combination which takes its 

place e. g. a pressus followed by a long note and to tlte doubled 
podatus. 

Clivis	 Podatus Clivis 

II!) I r 
'1 J- I~ I~~ 1; Ir 

..lJ, ~ 

two double simple two double simple 
harmonies appog. appog. harmon. appog. appog. 

On semi-cadences and on all incomplete cadences, and on simple 
resting points, it is preferable to use only one chord (appoggiatura). 

l.	 On final cadences, which are always rather heavier, two harmo­
I	 nies are to be recommended, especially in the seventh and eighth 

modes, but a single harmony may be excellent on finals D and F.j ..
I 

re.r r f"r-
I ~j 

1 I 

2. To two doubled puncta both placed on the cadence note. 
The harmonic bass should mark the first punctum and a suspension 
in the alto or tenor be resolved on the final note. 

II -

Iv I r.J--J. [i'-"I -r
.J- ~ J_ 

I 

3. To what we have called the embellishment of the preceding 
formula i. e. a torculus or a porrectus fot'lowed by a jJunctum etc. 
The same harmonic solution must be adopted. 

.. ­

0 o
~~o t"Iv r r "'-'""'" r r ---- 1 

..to JJo Jo J 0---" 

When a note of suspension cannot be prepared, it may, in spite 
of its dissonance, be treated as an appoggiatura and attacked 
without preparation. 

A group of two notes preceding a final punctum admits of two 
solutions: 

"
 
rv r
 

or
-.....J- J rj -r 

J 

(see chapter II, pp. 82, 83, for details on feminine cadences). 
If rhythmic analysis restricts the choice of chords, modal analysis 

imposes still further limitations on the accompanist. We will 
consider this question of modal analysis in Part II I. 

0 
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PART THREE Needless to say, Gregorian modes are not limited to these 
intervals; nevertheless, they serve to show by what special charac­

Gregorian Modality. teristics each tonic note may be defined. 
The following table will give a general idea of the difference 

CHAPTER I 

The three modal groups. 

§ I. - CLASSIFICATION OF MODES. 

It is well known that the great Gregorian scale (which extends 
from lower A to upper G) is a strictly diatonic scale, allowing the 
occasional use of the flattened middle B; moreover, the chromatic 
interval B natural to B flat never occurs. 

But, whereas our modern classical system has only two tonic 
notes, C for the major mode and A for the minor mode I, Gregorian 
Chant has eight modes, of which the tonic or fundamental note 
for each is usually as follows: D for the first and second modes; 
E for the third and fourth; F for the fifth and sixth; G for the 
seventh and eighth (we shall see, later, that other tonic notes are 
possible). 

The uneven or authentic modes are in a higher compass than 
the even or plagal modes; but if we consider the tonic notes and 
group the modes two by two, first and second, third and fourth, 
fifth and sixth, seventh and eighth, there are only four modes. 

In comparing these modes, the following characteristic intervals 
will be easily recognized: 

1·11 tonic D III-IV tonic E V-VI tonic F VII-VIII tonic G 

fJ~JJ~
 
minor 3rd D-F minor 3rd E-G major 3rd F-A major 3rd G-B 
major 2nd D-E minor 2nd E·F minor 2nd be- major 2nd below 

low tonic E-F tonic F·G 

In short, the first four have a minor third and the last four a 
major third above the tonic; but the first and second modes differ 
from the third and fourth in that they have a major second imme­
diately above the tonic, whereas the third and fourth have a minor 
second. The fifth and sixth modes differ from the seventh and 
eighth, in that they have a semitone, whereas the seventh and 
eighth have a whole tone, immediately below the tonic. 

Once and for all let it be understood that transposition of a scale does not 
change its modal character, since the relationship between the intervals remains 
the same. Flats and sharps, made necessary by transposition, are not acci­
dentals. 

of range existing between the plagal and the authentic modes. 

[ 
j *I. it~~a =£N ?2 

The interval of a fifth is common to both modes; the fourth, 
extending below the tonic, is peculiar to a plagal, the fourth above 
the tonic, to an authentic mode. We purposely omit the third 
and fourth modes from this figure, because their actual range does 
not correspond to what it should be theoretically: 

~ ... e"e -, 

§ 2. - ALTERATIONS OF THE SCALE IN THE ACCOMPANIMENT. 

Gregorian melodies were not composed with a view to being 
accompanied; the need of support for weak and uncertain choirs 
or perhaps merely the desire to satisfy our modern taste has, 
however, made organ accompaniment an accepted practice, whether 
for good or for evil. At any rate, every harmonic succession has 
its own peculiar colour and movement; but then, so has Gregorian 
Chant, and the difficulty lies precisely in uniting two things which 
were not created for one another; we shall, therefore, study the 
melodic text itself in order to discover the elements of our 
harmonies. 

1 

The least that can be expected of an accompanist of Gregorian 
Chant is that in his harmonies he should use no notes which do not 
belong to the melodic system of the Chant. For a long time the 
harmonic principles of our modern music were applied. Who 
does not remember hearing C sharp in a first mode, cadences 
on E major in third and fourth modes, and F sharp in seventh 
and eighth modes? Ready made scales were given to pupils to 
learn by heart; there were text books in which it was shown how 
to pass from D minor (with C sharp) to A minor (with G sharp), 
to F or to C; there were even instruments - horresco referens­
which reproduced these harmonies mechanically, while the organist 
was content to play the melody with one hand. Who knows 
indeed whether such practises are yet wholly extinct? There have 
been theorists ready to uphold these alterations on the ground that 
the school of Palestrina used sharps on cadence formulae. It has, 
however, at last been understood that a free composition and an 
accompaniment are two entirely different things. The XVIth. cen­

.. 

I 
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tury had already lost the true Gregorian tradition, and is it not 
true that the development of harmony and counterpoint was one 
of the most potent factors in the decadence of purely monodic art? 

To ~iedermeyer is due the honour of having established a 
system of modal harmony from which any alteration was excluded. 
This he did in the face of bitter opposition. He could not, in the 
middle of the nineteenth century, foresee what progress was to be 
made in the execution of Gregorian melodies from the point of 
view of rhythm; we should not, therefore, condemn too severely 
his note for note accompaniment for which only the manner of the 
time was responsible. His method marked not only a considerable 
advance but opened the door to all future progress. Its influence 
for good on all music and particularly on organ music deserves to 
be recognized. 

Now that we possess an official edition of the Gregorian melo­
dies, compiled from existing manuscripts, it is our duty to study it 
and thus to form clear ideas on how to accompany the sacred 
melodies. 

§ 3. - "A PRIORI" THEORIES CONCERNING MODES. 

This is how the question is generally presented. First we are 
told that the note B should be natural, that the flat is introduced 
only so that the famous tritone, F-B, or diabolus in musica, may 
be avoided; the flat is, therefore, a strict exception. 

Then, we are given so-called homogeneous Gregorian scales, in 
which the tonic note is said to exercise a preponderant influence 
just as it does in our modern scales. 

B, except when otherwise indicated, should be read as natural; 
this is an elementary rule of execution. But to maintain that the 
flat is exceptional is a statement contradicted by facts. There 
are whole pieces in which the B never occurs except as a flat. This 
so-called accidental is frequently present when the note F does not 
appear at all; on the other hand, there are many cases of the 
tritone occurring with F and B in fairly close proximity one to the 
other; the proximity, far from being avoided, seems in some cases 
to have been sought after. Even if we admit the inaccuracy of 
certain flats in the Vatican edition, we must, nevertheless, reco­
gnize that the use of B flat is inherent to a modal system which 
cannot be explained by dogmatic assertions about an essential B 
natural. 

Nor does this theory take into account the numerous cases of 
modal modulations, which the most superficial examination of the 
Vatican edition of the Gradual reveals. For instance, in a first 
mode piece we may find secondary cadences on F, exactly as in a 
sixth mode, or on A with B natural, its own cadences, on D, being 
thus transposed a fifth higher. In many cases one has to wait 
until the end of a piece in order to recognize its mode, as was 
observed by a mediaeval theorist. It is a far cry from this to the 
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set scale, homogeneous and clearly defined for each mode, 
although frequently and in spite of passing modulations, we do 
find true modal unity. 

Moreover, although most first and second modes are in D, 
others (especially second modes) are in A; third and fourth modes, 
although generally in E, are sometimes in B natural; fifth and 
sixth modes, usually in F, are also to be found in C; we even find 
third and fourth modes in a tonality in which B flat is essential to 
the character of the mode. These facts, into which we will enter 
more fully, are in no way explained by the hypothesis which 
we are examining. If, in the scale of D, B natural is obligatory, 
it must be granted that the corresponding scale on A, which 
excludes an F sharp, is altogether different; why should the names 
of first or second mode be given to both indiscriminately, why are 
they not considered as two distinct modes? Certain theorists have 
not hesitated to assert that such is the case I. \Ve have before us a 
question not of theory or of logic, but offact. \Vhat we have said 
does not help to solve it but does show that the hypothesis of a 
Gregorian scale, homogeneous for each mode, with B essentially 
and constantly natural, were it upheld by all mediaeval and 
modern theorists, provides no better an answer and must yield 
before an examination of facts. 

If Gregorian modality does not completely correspond to Greek 
modality, we must leave it at that and try to find its true definition. 

If we admit that a flattened B is essential in certain cases, 
we are necessarily struck by the fact that three portions of the 
scale (each extending over a sixth) are identical. 

~l} 
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The three formulae may be extended higher and lower by the 
repetition of the same notes, avoiding in consequence F in the 
first group, B natural in the second, and E in the third; the trans­
position is exact in all three cases. 

The following final cadence notes may be observed: 

In group I : 

'o~ 
modes some some some 

VII-VIII I-II III-IV V-VI 

, The question is not whether the modes of D and of A are distinct from or~e 
another; this in itself is not open to doubt. What we require to know IS 
their function in Gregorian modality. 

....; 
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In group If : 

~ I.
-0- (.I} l~ 

Final of a VIIth mode (some) 

In group III: 

" e 

1 0 I." I
m-IV V-VI 
(some) (some) 

.. 

~ 
III-IV 

I-II in some manuscripts (some)
(see § 5 : list of modal cadences) /'1/ 

The whole question is whether or not a first mode ending 
on D is equivalent to a first mode ending on A, or a mode ending 
on F to a mode ending on C, or a fourth mode with its final on E 
to a fourth mode with its final on A, etc. What follows will give 
us the answer. 

§ 4. - MODAL EQUIVALENTS. 

Different manuscripts do in fact give us the same pieces or the 
same formulae written sometimes in one, sometimes in another 
of the quoted seats. 

I. Equivalents in whole pieces. - The hymn 0 gloriosa virginum 
(second mode) ends in A, or on G (with obligatory B flat) or on D, 
according to the various manuscripts 2. 

GlOria X V has finals E, D or A. The Amen alone creates 
a modal difficulty by sounding the interval above the tonic (F, in 
the Vatican edition). All the rest is either in first or third mode. 

The hymn Crux fidelis has final D or G (with B flat). 
The hymn Conditor alme sideru11l has final E ar A. 
The hymn Ecce jam noctis has final E or B. 
Sanctus VIII has final For C. 
Sanctus X VII has final For C. 
The Alleluia Y;. Addudntur is to be found with the Alleluia 

in the third mode with final E, and the verse in the first mode 

1 This is the concluding note in the eighth Respond (jesttm tradidit) of Good 
Friday Matins; it is also the concluding note ofa number of secondary cadences 
on lower C, all of which have the characteristics of VII-VIII modes and, 
as will'be shown shortly, even reproduce, exactly a fifth lower, the formulae 
of cadences on G. 

2 As this treatise is didactic and not documentary, references to rr.anuscripts 
have not been given. The reader is referred to the pamphlet already men­
tioned: MonograjJhies grl.f;oriemzes, IX, la moda/itt! gregorienne, published by 
Desclee. The first modality indicated in this example is that of the Vatican; 
the final G is in the mss. of Bodley Land, 95; Municlz Franciscan Breviary, 
p. 328, etc. Final D is in the mss. of Plaisance, p. 65; p. 131, Lucca 628, 
p. 14; Paris, B. N. A. 1235, p. 157, etc. 
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with final D; or else with the Alleluia in the third mode with final 
A (with B flat) and the verse in the first mode with final A 
(with 13 natural). 

The All~lut'a Y;. C1zristus resztrgens has final D or A. 
The Offertory, Ad te levdvi has final Dar A. 
The Alleluia Y;. Leetatus sum has final D or A. 
The Gradual, Tollite is in A or D. 
GlOria IV has final E or A (with B flat): (Rauen 250, A. 233, 

p.	 17 1). 

The Alleluia yr. Benedictus es ends on G (eighth mode) or on F 
(sixth mode??). 

Gloria I has cadences on B natural and on G; or on E and 
on C; or on A and on F (with B flat). 

Agnus IV is in For C (sixth mode); or in G (eighth mode). 
The last two examples present a curious case of imperfect and 

partial equivalence between an eighth and a sixth mode, with 
a whole tone below the tonic for the eighth mode, and a semi-tone 
below the tonic for the sixth mode. 

The hymn Pange lingua with final E or, in many manuscripts, 
with final A, has undoubtedly the same origin as the so-called 
Italic Tanltl1n Ergo in the first mode. In the latter, E natural 
corresponds to F sharp in the mode of E (second degree of the 
scale). But the origin of the two writings is perhaps the same 
piece in A, with B either flat or natural. 

The hymn Vox clara ecce intonat (En clara vox), with final A 
in the Vatican edition, is also to be found with final D (earlier 
Solesmes editions) or in G with B flat. 

The introit Exdudi is in A (first mode) with B flat at the 
beginning, or in D (earlier Solesmes editions); the flat at the 

"beginning becomes impossible here because it would be E flat. 

2. Sectional equivalents throughout the whole of a piece. - The 
melody is shifted to various intervals. 

A few examples will explain the process. 
Alleluia yr. Omnes gentes (VIIth. Sunday after Pentecost). 

If we compare the Vatican with the earlier Solesmes editions, 
we find no difference at the beginning; but the verse begins on F in 
the Vatican and on C in the early Solesmes edition; throughout 
a considerable portion there is complete equivalence. At Jubildte 
Deo, the melody is shifted, but differently in each case, since the 
words remain identical; on in voce there is divergence again; the 
end is the same in both editions. 

Communion Bedtus servus. This Communion, most often 
written with final A, with the possibility of either a flattened or a 
natural B, is sometimes written with final E. When this is the 
case the melody has to be modified after Dominus because of the B 
natural, which would be F sharp. The remainder of the Commun­
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ion has no B natural and, in consequence, no F sharp when 
transposed, and is the same in both writings. 

A similar case is that of the beautiful respond Amo Christum 
(one of the Matins responds for the Feast of Saint Agnes), in 
which the presence of both the B flat and the B natural allows 
logically for one writing only. In various manuscripts, however, 
we find the respond starting on another degree of the scale (on D 
or on A, instead of on G); when the B natural appears, the scribe, 
finding himself in difficulties, has transposed the melody in order 
to avoid the forbidden sharp. 

The antiphon Im11lutemur of Ash Wednesday, with G as first 
note, starts in some manuscripts on D; there is a cadence on D at 
cilfcio 1; atje;'unimus the melody is shifted a fifth higher so that A 
in the place of E may be sung. In some cases, although the anti­
phon starts with G, the high D instead of the A is taken on jejunimus. 

Most of the time this shifting is done to avoid the impossible F 
sharp or E flat. In the processional antiphon Cum duceritur of the 
Proper of Lyons, tbe E flat has had to be used; only a little sign, 
called a guide, indicates that the note F shall be called C; the flat 
which follows is nevertheless E flat, so far as the ear is concerned. 

All this tends to prove that each melodic section has its own 
individual existence and that, sometimes, in passing from one 
section to another, anyone of the three above quoted and identical 
scales or groups of notes, in which the intervals are the same, has 
been used, regardless of the shifting of the melody between the 
final note of one section and the first note of the following section. 

3. Equivalents in formulae. - Cases of equivalence between 
formulae are so numerous that we find it impossible to give a 
complete list. In the following examples, the modes given do 
not refer to the piece but to the quoted cadence, which, though 
not always a final cadence, is nevertheless a modal cadence. 

A. - Cadences in first and second modes 2. 

I) On A : introit Mlsereris (pcenitentiam) and on D, ib. (Deus 
noster). Offertory Ad te Domine (confundentur), and introit 
Cibdvit (final alleluia). 

2) On A: offertory Tollite (vestras), and 011 D: offertory Anima 
(nostra). 

3) On D: intrOIts Sapientiam (sceculum s;:eculi); Exsurge (repellas 
in finem); Gaudite (iterum dico, gaudete); Dominus l'lumindtio 
mea (quem timebo, ceciderunt); and Ott A: introit Stdtuit (sacer­
dotii dfgnitas); introit Factus est (in latitudinem); offertory Inveni 
(servum meum) etc., etc. 

4) On D: introit Mihi autem (principatus e6rum) and on A: 
introit Venite (adoremus Deum). 

, In such a version, the impossible F ~ (equivalent of B ~) would, of course, 
be modified. Such slight alterations open the way to even further equivalence. 

(Gradual 696.) Pp. 1) 76, 3, 293; 2) 26, 42; 3) [26], 66,6,306, [32], 300, [35]; 
4) 368, 347; 5) 327, 32 I. 
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5) 011 A : gradual Benedicam (in ore meo, etc.) and 011 D .. 
gradual Custddi me (protege me, etc.). 

6) In Sanctus XIV, on D: first Sandus, and on A : Benedictus. 
7) On G with obligatory B .flat 1: Gradual Tenuisti (Israel Deus); 

on D: AlleMia yr. .lI1ultifdrie (nobis). 
Also on G .. Tracts: Qui simillant (incipit); Ad te levdvi (id.); 

Vmi s/Jonsa (id.); and on D: tracts: Tu es vas, Gaude (incipit). 
Also on G: communion Erubiscant (incipit), for Friday in 

Ember week in Lent; and on D: communion Erubiscant (id.) for 
Tuesday in Holy Week. 

B. - Cadences in third andfourth modes 2. 

I) Compare the following (m E .. introits Crlgnovi, Nos autem, In 
nomine Jesu (ps. Domine); offertory Justitia! (final formul;:e). 

On B .. offertory, Eripe me (tuam, es tu); communion, Dilexisti 
(Deus tuus); offertory, Entitte (terr;:e), etc., etc. 

2) GlOria i V (propter magnam gloriam tuam) on E, and GlOria 1 
on B (~ame words). 

3) Compare also on E: offertories, Intonuit (Dominus, alleluia), 
Tui sunt (end); intrOit, Judica me (end); communion, Benedfcimus 
(Deum c;:eli, misericordiam suam); 

And on B: offertories, Miserire (misericordiam tuam), Exdudi 
(deprecationem meam), Benedictus (superbis), Domine (misericor­
diam tuam, misericordia tua); communion, Hoc corjJus (sumitis); 
respond,	 Omnes amici (valuerunt, mihi, projecerunt me). 

4) On E: Alleluia yr. Amdvit (the jubilus of the Alleluia). 
On A (with B .flat): Alleluia yr. Omnes gentes (plaudite). 

C. - Cadences in fifth and sixth modes. 
I) On F: offertories, Justitia! (the beginning), Gloriabuntur 

(benedices justo); on C: offertory, in virtute (l;:etabitur justus); 
introit, Exdudi (vultum tuum). 

2) On C: communion, Cantdte (nunti:ite); introit, Judicant 
(illorum); and on F: intrOit, Gaudedmus (Angeli), etc. 

D. - Cadences in seventh and eigth modes. - Cadences on C, 
with obligatory B flat, nearly all have their equivalent on G. 

-Y.....:-­
I) The gradual, Tenuisti (Palm Sunday), except at the first 

whole bar, has no exact melodic equivalent, but in all its first 
part it quite gives the impression of a seventh mode on lower C. 

2) The offertory, Gloriabuntur (gradual 696, p. 509) makes 
a cadence on C at the words dfligunt and tua, which we find on G 
in the offertory, ImprojJirium (p. 172), at the word misin{l1n and 
on this same note in other pieces. 

, Pp. 167,48; [24], II2, [52],4°1, [94]; 95, 175· 
2 Pp. 1) [69], 183, 178, II 5, 174, [71], 270; 3) 229, 35, 140, 289, 107, IIS, 154, 

122,144; 4) [40], 313. 2 
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3) There are also cadences on C: in introits, Mihi autem (p. 368 
- on Tui Deus) and Me exspecttlve1'Unt (p. [56] - vidi finem); 
and on G in: Venite (p. 347 - fecit nos). 

4) In the introit, Deus in adji/tOrium (p. 326) we find the same 
cadences on C with B flat and on G markedly in eighth mode style. 

5) On C: in the offertory, Con.fitebor - secundum - (p. 144), 
and in the communion, .lViultitttdo - immundis - (p. 397); and 
on G: in the offertory, In virtute - ejus - (p. [47]), etc., etc. 

6) Compare the introits, Ne derelinquas p. I07, from the words 
in adjutorium with Jltdica me (p. 173); both have the same melodic 
text. There is almost complete equivalence at an interval of a 
fifth except for the final cadence, which belongs in the first case 
to a seventh mode on G while in the second, instead of concluding 
on C, the melody rises to E and is in fourth mode. At meum 
we have equivalent cadences on A and on D, at Domine equivalents 
on G and on C. 

E. - Mixed cadences in .fifth and sixth 01' seventh and eighth 
modes>, on F or on G and on C (the note below the final is avoided). 

I) The typical fifth mode cadence on F, such as we find at the 
end of the gradual, Priusquam te /ormdrem (p. 507), etc., appears 
on G in the final formula of the gradual, Clamaverunt (p. [30]). 

2) The seventh and eighth modes formula on C in the Good 
Friday Matins respond :jesum trddidit (tradidit fmpius), on G in 
the Holy Week responds: Eram quasi Agnus (viventium), Una 
hora (vigilare mecum), Plange (plebs mea), Recissit (primum h6mi­
nem), and in the communion for the fifth Sunday after Pentecost 
Unam petii etc., etc., is to be found OIl F in the Holy Week 
responds: Ecce vidimus (dec6rem, - sanati sumus),Jerusalem surge 
(jucunditatis - salvator Israel), and in the introits Respice in me 
for the third Sunday after Pentecost (Deus meus - p. 303), 
Exdudi Deus (exaudi me - p. 132); etc. 

F. - Finally, if we compare the various pauses on G (with 
obligatory B flat) in Credo I, in the Christmas Invitatory, in the 
Improperia Popule meus, and in first mode psalmody (with 
final G), etc., with pauses on D, a fifth above the tonic, so 
frequent in a seventh mode, we cannot fail to receive a general 

~.n 

impression of modal similarity. Pauses on G, merely transposed 
a fifth higher, sound quite like a seventh mode. Compare espe­
cially with psalmody final D; final B is clearly related to the 
Amen of Credo I. 

Nor should one overlook the curious equivalence between into­
nations, frequent in the eighth mode, which give the fourth D-G, 
and second mode intonations, which give the fourth A-D (or for 
modes on A, E-A). In the eighth mode, so long as B natural is 
not introduced, we have modal vagueness. Occasionally, however, 
the B flat is introduced and then modal confusion becomes nearly 
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complete (Cf. communion Comedite). In such cases the greatest 
care must be taken in the use of B flat in the accompaniment, 
otherwise the reappearance of B natural in the melody will -sound 
harsh. We shall have occasion to deal with this case again. 

§ 5. - MODAL SCALES. 

The above study shows: 
I) That entire pieces and modal cadence formulae are to be 

found: 

On C (with B natural) : V-VI modes (a certain number). 
A On B »» » : III-IV» » » 

{ On A »» »: I-II» » » 
On G »» » : VII-VIII » (almost all). 

(First group of modal cadences) 

On F: V-VI modes (the majority). 
On E: III-IV » » » 

B On D: I-II» » » 
{ On C : VII-VII I » (only one piece, but numerous ca-

C
 

dences). 

(Second group of modal cadences). 

On B flat : V-VI modes (possible but very rare 
cadences). 

On A (with B flat) : III-IV » (whole pieces, also ca­
dences). 

On G (with B flat) : I-II» (pieces in some manu­
scripts, and modal 
cadences). 

On F : VII-VIII » (formulae only). 

(Third group of modal cadences). 

This last group is incomplete; it does not contain the theoretic­
ally impossible E flat. The equivalent of this note is found 
when the composer, wishing in a sixth mode to use the whole tone 
below the tonic, transposes his mode on F a fifth higher on to C; 
the possible B flat takes the place of E flat in the tonality of F; 
similarly in a mode on D the impossible E flat finds its equivalent 
B flat, if the melody is transposed a fifth higher, (mode of A). 
(Cf. the beginning of the antiphon Ave Regina cce!tfru11t, sixth 
mode on C; and the communion Passer invenit, first mode on A). 

Except for third and fourth modes on A, the Vatican edition 
contains no entire piece in this third group. But, in the first two 
lines of the verse of the Alleluia y. Omnes gentes (seventh Sunday 
after Pentecost), the importance given to the note B flat, the 

N° '723. - 9 



- 104- - 105 

exclusion of E natural, the pause on F, which gives the impression 
of a seventh mode, the conclusion on B flat on pldudite, all 
clearly show that these two lines belong to the third group. 
The E natural which appears at mdnibus seems to indicate a 
modulation. 

The same may be said of the first part of the gradual Propter 
veritdtem (Assumption) from /ustitiam to lltirabiliter inclusively. 
The E natural on dixtera always takes singers by surprise; 
the cadence before the verse does not entirely destroy this first 
impression, and the beginning of the verse up to the semi-cadence 
on B flat confirms it. See also the intonation of the communion 
Cantdbo and, in the offertory In virtute, the word Domine, etc., etc. 

Finally, there are numerous secondary cadences on A, on G, 
and even on F, (with obligatory B flat) which, as we have already 
shown, have their equivalent in cadences on E (third and fourth 
modes), on D (first and second modes), or on G and on C (seventh 
and eighth modes). 

vVe see, therefore, that although this group is incomplete and 
although for the most part it is closely allied to the second group, 
its existence cannot be questioned. There are, therefore, three 
groups of modal cadences and indeed three modal scales. 

2) There is also complete equivalence between the three groups in 
certain pieces as shown by the examples quoted. 

In these we find the notes of the following scale used: 

_ .~ e~ 
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0 no F IIo no B natural Illo no E
 

The six notes are related in identical fashion in all three groups. 
Early writers were concerned, not with the absolute, but with the 
relative pitch of sounds, and, when a melody had to be written 
down, they may have noted it out, and in fact did so, in anyone 
of the three modal groups. 

In spite of secondary or semi-cadences, which do not always 
necessarily affect the tonic, this scale is homogeneous but it is 
incomplete. There are many cases of first, second, fourth and sixth 
modes built up on the notes of the major sixth C-A; this cannot 
be attributed to chance: the melodic B, flat or natural, seems here 
to bring in an element which is foreign to the system. 

3) a. Pieces which make exclusive use of B natural have their 
exact equivalent a fourth higher or a fifth lower (with obligatory 
B flat). Thus, a first mode in D, with constant B natural, may 
be written in G, with obligatory B flat; a second mode in A 
with B natural, may be written in D. 

I 

•
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b. Pieces, which make exclusive use of B flat, have their exact 
equivalent a fifth higher. This gives us equivalence between 
modes in D and modes in A, between modes in' F and modes 
in C, etc. and vice versa. See lists already given. 

c. Pieces using both B flat and B natural are the only ones 
between which equivalence is impossible; they were naturally a 
cause of embarassment to a scribe who had not started on the right 
scale. 

But in all three cases homogeneity is more apparent than real. 
B natural, occurring in modes of D or of F, almost always leads 

to a cadence on C or on A and thus gives rise to a characteristic 
modulation (Cf. AllelUia y. Domine Deus meus, the second Agnus 
of Agnus X V etc., etc.). Sometimes the tonic A appears first and 
the tonic D afterwards (Cf. Kyrie IV, the communion Bedti mundo 
corde, Ave Mans stella, Tuba mz'rum etc.). In cases where there 
are no cadences on C or on A (Stinctus 11, Gradual Timibunt), it 
will be noticed that the B natural appears only now and again, in 
a way similar to that in which the altered sixth appears in' our 
modern minor, particularly in an ascending scale. Any emphasis 
of the B natural tends to bring about a change of tonic I. (Cf. equi­
valent cadence formulae on D and on A, on F and on C). 

In these same modes of D and F, B flat, even when it occurs 
frequently, may be looked upon as a passing note; but if empha. 
sized, however slightly, it will produce third and fourth mode 
cadences on A and first and second mode cadences on G etc., as our 
examples of equivalents have already shown. This B flat may 
also be a factor in modulation. 

The homogeneous scale of the second group is, therefore, made 
up of the notes included in the major sixth: C-A without the 
movable B. It is thus an incomplete scale. 

Similarly, the scale of the first group avoids the note F. An 
eighth mode, which descends below F down to D, borrows a 
secondary cadence from the first mode. The case of notes 
in the upper range of a seventh mode is more complicated and 
will be examined by itself. This homogeneous scale of the first 
group is, therefore, the incomplete scale of the major sixth G-E. 

In all these cases, the kind of modulation of which we are 
speaking may be, as in modern music, of quite a transitory nature, 
but any emphasis on notes outside the modal group will always 
bring it about. 

If, however, in the first group, the note F is merely touched 
upon by the melody coming from notes above the F - a cadence 
frequent in seventh and eighth modes - and if we do not hear the 
characteristic intervals of the second group, i. e. the semi-tone E-F 
or the third D-F etc., we do not really feel that we have penetrated 

'We do not here refer to the tonic E (third and fourth modes). This case 
will be examined by itself. 
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into the domain of the second group. The F may therefore 
be considered as belonging to the first group, on condition that 
it is not joined to any lower note and, that nothing, in consequence, 
is heard which characterizes the second group viz. in first and 
second modes, the minor third D-F; in third and fourth modes the 
semi-tone E-F, in fifth and sixth modes the lower semi-tone E-F, 
or the fourth C-F which characterizes the whole group. The note 
F in first group is thus merely a supplementary note. 

The same remarks apply to the lower B flat in the second group 
so that the two scales may be figured as follows: 

, .. u G"tet .enenoooctel~~~~« e 'I 
10 t1i e- 0 e ]I 
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It has already been made clear that in the second group the B 
flat is more normal than B natural and that, even when used in 
the medium, it is unlikely to produce a characteristic modulation. 

In the third group this supplementary note (which would be E 
flat) does not exist; but we know that the group is incomplete and 
that seventh and eighth modes always exceed its limits. 

In short, it would be an error to think that the elements which 
make up our modern scales of C with B natural or of F with B flat 
- whatever be the note chosen for the modal tonic - constitute 
a single and homogeneous system in Plainsong. For, as soon as 
the melody abandons the region peculiar to modal cadences 
belonging to the first group C BAG, and places F near E 
or D etc., in such a way as to form the intervals which characterize 
the same modes in second group, we hear the same formulae, 
the same modal cadences on F, E, D, C as we had heard before 
on C, B, A, G. There are, therefore two analogous parallel systems 
of modal cadences obtained, as it were, by a simple play of trans­
position, as appears from the lists we have given. The opposite 
phenomenon is produced when the melody leaves the second group 
and adopts the melodic formulae and cadences of the first group 
by using B natural. The mutual independence of these two modal 
systems is confirmed, moreover, by the fairly large number of 
pieces to be found written in one group; this has given rise to equi­
valences on a large scale in various manuscripts. At any rate 
these two modal systems have each their own scale and their own 
cadences, although the scale is incomplete. 

The second and third group (with obligatory B flat) are differ­
entiated by the same characteristics and for the same reasons 
as the first and the second, although the third group is very 
incomplete. 

Modulations are often of a very fleeting character, but they 
exist; they do not affect the musical unity of the composition,· 
although in analysing it, they must be taken into account. 

4) Equivalence between entire pieces and modal cadences in the 
three tonalities is ample proof of the existence and independence 
of these three modal groups. 

In pieces which utilize two of these groups or the three groups 
the difference between the three scales brought out by the secon~ 
dary cadences peculiar to each, and the very equivalence of the 
cadences within each of the three groups are no less proof of the 
independence of the groups, and this in spite of their natural affinity 
which allows for unity of composition. 

But, apart from such cases, where independence is obvious, it 
would not do for one homogeneous melodic formula - and by 

~ this we mean not a section between any two bars, but a melodic 
group or musical word, complete as such, though not necessarily 
detached from the whole when sung - it would not do, we say, 
for a homogeneous melodic formula to belong to both scales, for 
then the independence of these scales would be impaired. If, on 
the contrary, the melodic formulae are comprised within the limits 
of one of the three incomplete scales, our thesis will have found 
substantial confirmation. Thus, in our classical music, a melodic 
formula is written in a single key and makes use of passing 
modulations only. 

If F is excluded from the first group, B (flat or natural) from 
the second group and E from the third, it follows that, in the 
accompaniment, F and B natural, E and B flat should not both 
be used in the same formula. 

As a matter of fact this hypothesis is confirmed in the majority 
of cases. 

Only the notes F and B, or the famous tritone, are frequently 
found near one another, especially in seventh and eighth modes, not 
directly as an augmented fourth but barely dissimulated by one 
or two intermediate notes. But, as we have already said, used in 
such a manner, i. e. without the lower notes being sounded, the F 
does not take us out of the first group, of which it is a supplemen­
tary note. This case must therefore be considered by itself. 

Our attention should be given rather to the diminished fifth 
(B-F or E-B flat) the appearance of which, in point of fact, is so 
rare as to be an exception which proves the rule. ~ 

These exceptions seem to obey the following law: the melodic 
section belongs distinctly to one group, and one of the notes of 
the diminished fifth forms an integral part of it; the other 
is merely touched upon and furtively borrowed from a neigh­

~ bouring group (compare with what harmony text books describe 
as passing modulations). 

Sometimes it is F that is borrowed from the second group: or 

~ 

I 
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conversely, B may be taken from the first group, as in the antiphon 
Exattdi nos of Ash \Vednesday, which begins quite clearly in the 
second group and may be said to be a kind of second mode on 
treble D. 

The brevity of the B natural on misericordia, as opposed to the 
length of the repeated treble F and the frequency of D, shows 
that this B natural has only been furtively borrowed from the first 1 
group; the B with its usual modal value appears much later, on I
 

tuaruJ1l, far from the F, which disappears entirely from the melody.
 
We cannot understand anyone stating that this piece is constructed
 
on the cl()minant seventh or that it in any way suggests this chord.
 
The whole question of seventh modes will be examined in detail ~
 

further on.
 
In the above quoted gradual of the Assumption, the E natural 

on dixtera is merely a passing acquisition from the second group, 
since the passage as a whole belongs clearly to the third group. 
We find a similar case in the Alleluia of the Ascension: 

+ 

~_J~ 
One fact stands out clearly: that, in Gregorian Chant, the 

diminished fifth never exercises an attractive force. This is the 
opposite of what happens in classical music where, in a homo­
geneous scale, these two notes create an attraction of the leading 
note towards the tonic. There is nothing of this kind in Grego­
rian Chant, (not even in the fifth and sixth modes). 

Once again, the independence of the three groups seems to us 
an established fact. The rare interpenetration of one group into 
another in the same melodic formula does not destroy their inde­
pendence, any more than passing modulations destroy the indepen­
dence of the twenty four keys of modern music. 

This is why we hold that a Gregorian mode is characterized, 
not by a complete and homogeneous scale, but by certain intervals 
placed below and above its tonic, and that in its development, 
a composition either keeps within the limits of the incomplete 
scale or modulates more or less completely into the neighbouring 
scale. 

We have given the characteristic intervals for each of the eight 
modes grouped two by two. These intervals may be found in 
anyone of the three groups (excepting the seventh and eighth 
modes in the third group). For example, in first and second 
modes we find an identical third: A-C in first group, D-F in 

, The compass of the third and fourth modes 
with proximity of F and B will be studied later. ~ 

second group and G-B flat in third group, and each third with 
a semi-tone between its second and third notes I. 

If we look for the interval which shows most clearly in which 
group we are, we shall find it to be the semi-tone: B"C for the first 
group, E-F for the second group, A-B flat /01' the third group. 
A minor third D-F, E-G, A-C etc., though it often characterizes 
a group, is reliable as an indication only when it clearly suggests 
the place of the semi-tone; this may be between either the first and 
second note, as, for example, between A and B flat in the third 
A-C, or between the second and third note, as, for example, 
between B natural and C in the same third. 

Later we shall explain the great practical importance of this 
last remark. 

To sum up we may say that Gregorian Chant is. written on 
three incomplete scales. These scales may all be used in the 
course of one piece but they are: 

I. Independent. In most cases this is proved by: a) the consi­
derable number of pieces written in one modal group ; b) by the 
manner in which the melody itself keeps the groups separate, 
since each melodic formula belongs most often to only one group; 
cases of synthesis are rare and always involve the preeminence of 
one group ; c) the fact that the melody leaving its principal group, 
establishes secondary cadences in a neighbouring group, which 
momentarily effaces the impression of the original tonality. 

2. Equivalent, as is shown by our list of examples, which might 
be far more complete. 

, It is this very equivalence between characteristic modal intervals and, in 
consequence, between modal cadences which is extremely interesting. There 
can be no equivalence between pieces of any importance which use both B 
flat and B natural, just because they belong by modulation to all three groups. 
It follows that if there is equivalence between the melodic formulae of a first 
mode in D and those of a first mode on A, this equivalence will be found bet­
ween whole pieces in D and whole pieces in A only in so far as they keep to 
the characteristic intervals of the mode. For it is the varying positions of 
the mobile note B, flat or natural, which creates modulations peculiar to 
each case and which may and, in fact, does give to each piece a certain 
character. As a result we find the following curious consequences: a fourth 
mode in A, (with B flat), becomes a first mode through B natural, without a 
change of tonic and vice versa. An eighth mode in G may begin (with B flat) 
as a second mode on G (communion COl1ufdite, respond Amo Christum) and 
become an eighth mode only when the B natural is introduced. And what 
of eighth modes with B flat in the cadence? An error, no doubt.. Should we 
then read an augmented fourth F-B on the cadence of the second alleluia of 
Ember Saturdy in Whitsun week? Again, the respond Jesum trddidit, a 
VII-VIII mode on C, begins as a sixth mode because of the B natural and 
owes its denomination only to the B flat which is introduced before the cadence. 
Conversely, a number of sixth modes in C begin as eighth modes with B flat. 
From this we see the fundamental importance of B flat, in spite of its .hav~ng 
been represented as exceptional; we see also that the modal denomm~tlOn 
given to a piece is based chiefly on its final cadence. If, through the «gUIde) 
we bring abont an E flat in the melody, read as B flat, or a.n F sharp, .read as 
B natural, we shall have established the whole prmclple of «circular) 
modulations. 

I
 
I
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Once the characteristic intervals of each group have been recog­
nized, analysis must proceed step by step. But even now, we set 
down as a principle that each scale or group has its own essential 
harmonies and that there must be equivalence (by simple transpo­
.sition) between the three harmonic groups thus formed, just as 
there is equivalence between the three Gregorian scales or groups, 
and in the same proportion. This principle will be the funda­
mental law of our accompaniment. 

§ 6. - PRACTICAL RULES FOR MODAL ANALYSIS. 

In practice, the presence of B natural will, therefore, be neces­
sary to characterize group I. Sometimes, however, the fourth G-C 
and the minor third A-C will be sufficiently clearly implied to 
indicate this same group. 

Group II will be characterized by the semi-tone E-F and also 
by the minor third D-F and by the fourth C-F, because these 
last two intervals clearly suggest the characteristic semi-tone E-F. 

Group III will be characterized by the semi-tone A-B flat and 
also by the third G-B flat and by the fourth F-B flat, because 
these last two intervals clearly suggest the characteristic semi-tone 
A-B flat. 

In consequence, the following transitions can be made: 
I. From group I 
To group 11: a) by the note F joined to a lower note but espe­

cially by the semi-tone E-F ; b) by the note B flat reached from 
notes above it and only touched upon without going to a lower 
note, which would lead us into group III. 

To g10UP III: by the note B flat joined to a lower note, parti­
cularly by the semi-tone A-B flat. 

2. From group II
 
To group I: by B natural,
 
To group Ill: by B flat joined to a lower note.
 
3. From group III
 
To group I: by B natural.
 
To group II: by E natural.
 
A descent from F to C, a fourth below, is sufficient evidence
 

of a second group even in the absence of E natural (d. the com­
munion Videns Dominus). 

A cadence belonging to a particular group establishes the group 
even when the characteristic intervals have not been heard, as, 
for instance, in an eighth mode: 

~
 
2nd group 1st group 

(b)' the cadence) 
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A. - Each horizontal line gives the possible range of one of the three Gregorian groups. 

R. - In each of these groups, the following will be easily recognized: ­

I. The note which serves as a starting point in each of the three groupll (large capitals). 
2. The three other notes on which modal cadences may occur (small ca,~itals) ; these four notes together make up the te!rachord of modal cadences. 

3. Purely melodic notes (small type).	 
.) 

4.	 The" modulating" note which, unless it is avoided, will lead in to another group. The special framework, which surrounds this note, serves to remind 
the student that it may be sounded without bringing about a change of group when it is only touched upon and approached from the tetrachord above it. 

C. - The vertical arrows show the possible" modulations ". It should, however, be remembered that a cadence can sometimes of itself establish the melody 
in a new group. 

D. - Until the melody sounds a "modulating" note, it should be strictly considered as belonging to one and the same group.
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With the help of these practical rules the student should engage 
upon the modal analysis of various Plainsong pieces; the change 
from one group to another should be marked exactly as it takes 
place on the characteristic note. 

Here are some examples I : 

Kyrie II For the most part in first group 

~Jj,,~ 
I II (by the 

cadence) 

AllelUia of the Ascension: For the most part in second group. 

'J J €$=i#U ~ 
II III 

flIJ~ 
It is fairly easy, as a rule, to see in which group a piece begins; 

occasionally, when the melody sounds notes that are common to 
both groups a doubt may arise but it is quickly dispelled by what 
follows. The rules concerning the semi-tone (whether expressed 
or implied) should suffice in almost all cases. 

, In the ingenious table which illustrates Dom Desrocquettes' articles III the 
Revue gregon"enne (N° I, 1924) the term tonality is synonymous with modal 
group and the term modulation synonymous with change ofgroup. 



CHAPTER II 

Modal rules for the accompanist. 

We will suppose that an organist has become quite familiar 
with rhythmical analysis and has already written numerous accom­
paniments for specially chosen pieces I. Once he has made the 
modal analysis of a piece, strictly in accordance with the rules we 
have given, there can only remain for him a few difficulties of 
detail. 

""-,",1 

§ 1. - ELEMENTARY RULES FOR EACH GROUP. 

Group I. - A) ~s B natural is the characteristic note of this 
group, only the following chords in root position or as first inver­
sions should be used: C major, D minor, E minor, F major, 
G major, A minor; and only the first inversion of the chord of the 
diminished fifth on B; the same applies to the corresponding 
chords of the seventh (see Part I). 

In using the chord of the diminished fifth, what has been said 
in Part I should be strictly adhered to. The same applies to the 
chord of the dominant seventh. 

B) In the incomplete scale of this group, the F is merely a sup­
plementary note; consequently, if the chords of D minor and of 
F major are made use of, the following results should be carefully 
noted: 

I. First of all, under no circumstances should these chords be 
used as chords of repose in root position, with the bass doubling the 
melody, and especially not in the case of sustained notes in the 
melody (unless modal cadences on D or on F occur, in which case 
the cadence brings about a change of group). These chords 
should therefore only be used as chords of movement. 

2. Moreover the root chord of F, even when not in a position 
of repose (bass doubling melody), should be used with the greatest 
circumspection. It must quz'te definitely be a chord of movement: u. 

ft _ 

rv,-----r 
,;f\,J. 

, It will now be clear to the reader why, in Parts I and II, only a certain 
category of pieces was indicated, i. e. for instance, a mode of D without the 
note B. These pieces were chosen because they were written in one fJroup only. 
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especially in seventh and eighth mode cadences: 

A 

rv­ ~ ~~: j 
In some cases, a melodic B natural passing over this chord may 

sound harsh. 
It should be noticed, on the other hand, that if the melody 

makes a passing modulation into group II, the above chords may 
be used to very good advantage; we refer here to group I only. 

C) In Part II we said that a chord of absolute repose was 
suitable only for a final cadence. This applies particularly to the 
chord of C major in root position, which, if used to harIJ1oI}ize 
a melodic C, especially if the latter is sustained, would tend to stop 
all movement. Anything but a final cadence on C should, there­
fore, be harmonized with the first inversion of the chord of C or 
with the chord of A minor. 

Moreover, we should be constantly on our guard against 
suggesting a modern major key in any way, that is to say, 
against giving to B natural the character of a leading note. 
As we have already said, the B is attracted towards the Cowing 
to the proximity of F and B, expressed or implied by the tonality; 
in consequence, when the chords of G major and of C major, 
in root position or as first inversions, are used in successioI}, 
the chords of F major or of D minor should never immediately 
precede the chord of G major: 

leJ I . I I i r I . r 
.J',.. J. JJJ. J .1..1­

All the above are harmonic successions belonging clearly to our 
modern C major. 

If, on the contrary, the chord of G marks a pause and is not 
followed by the chord of C major (as in seventh and eighth mode 
cadences), the B has a quality of stability and resists the attraction 
of the C. The succession of these chords is, we feel, deliberate and 
strong. 

In connection with this, we would remind the reader of what was 
said in Part I regarding the harmonic intervals of the diminished 
fifth and the augmented fourth. 
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Group 11. - A) This group is characterized by the absence 
of B natural and by the presence of B flat as a supplementary 
note. Only the following chords may be used as root chords 
(Jr first inversions, with or without an added seventh: C major, 
D minor, the first inversion of the chord of the diminished fifth 
on E, F major, G minor, A minor, B flat major. 

The exclusion of B natural from the harmony has been objected 
to on the ground that there are pieces in this group with constant 
B natural. 

The question of third and fourth modes will be examined sepa­
rately. 

As to the modes of D and F with constant B natural, we can but 
repeat what we said in the last chapter: this B natural is only 
a note of transition; any insistence on it determines a change of 
tonic to A or to C and constitutes a modulation into group I. 

Moreover such cases are rare and do not prevent others, which 
are far more frequent, where the note B, melodically connected 
with D or F, is flattened. 

In certain cases, which will be described further on, we will 
allow a passing B natural in the harmonizing of this group. 

In pieces written for the most part in group I, with a passing 
modulation into group II by means of F and one of the lower 
notes, the presence of B natural in the harmony after the melodic F 
has been heard, would create a tonal synthesis comparable to that 
of our modern C major: 

v 'r 
I 

r . f" 
I_I 

T 

In this example, the proximity of F in the melody to B in the 
harmony (first inversion of triad on G) gives to B the character 
of a modern leading note. 

Moreover, we find this same melodic fourth, with obvious ana­
logy in the context, a fifth higher in group I (d. induit me in the 
introit Gdudens), and a fourth higher with B flat in group III 
(d. in Domino in the introIt Gaudedmus). B natural in group II 
and E in group III correspond to F sharp in group I. Melodic 
equivalence requires harmonic equivalence and we therefore adopt 
the following writing: 

A 

~---'f~~ I I I 

I 
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Finally, since in our essential harmonies we should try above 
all to give a synthesis of the melodic outline and, since B natural 
has not yet appeared in the melody, we feel justified in saying 
that everything tends to support our theory - the documents 
(equivalents), the Gregorian <esthetic (absence of leading note), 
and the melodic context. 

B) The restrictions concerning the use of the chords of F major 
~./ and D minor in group J, apply equally to the root chord of B flat 

major and to that of G minor in group II. 
When a passing modulation into group III occurs, these chords 

are, however, excellent and may be used without restriction. 
of'}"-:" C) For F in the melody, especially when this note is sustained, 

the major triad on F, in root position, should be used on final 
cadences only. In all other cases, its first inversion or the chord 
of D minor should, therefore, be substituted: 

A .­

Ir~ r-

Again, if the chord of C be followed by the chord of F, (either 
or both chords in root or inverted position), it must not be pre­
ceded by that of B flat or by that of G minor; the proximity 
of B flat and E would give to the latter the character of a modern 
leading note. 

(Cf. examples quoted for group I and transpose them a fifth 
lower). 

The case of a stable E is of course quite different. 

D) Finally, the chord of A minor, used as a chord of repose in 
root position, suggests that A is the tonic and implies B natural 
and in consequence a modulation into group I. If this B natural 
is heard in the melody, all is well and we pass into group I; 
sometimes, even its implied presence may be felt. But in all other 
cases a chord of movement is required. 

Pauses on this note A, near a B flat (group II I), recall third 
and fourth modes. For reasons given later, the chord of A minor 
is also unsuitable for such cadences. 

Thus in group II, the chord of A minor in root position should 
never be used to accompany A in the melody, especially when 
this note is sustained. The same remark applies in group I to 
the chord of E minor in root position for harmonizing E in the 
melody, especially wRen the latter is sustained. 

Group 111. - A) Group III is characterized by the absence 
of E natural; it follows that in this group the chords of C major 

l.J.t I 
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In example 2. we have: a) a passing note in the bass, b) a pass­
ing chord of the sixth. 

In example 3. we have a major chord of the seventh. 
In the three cases, the B natural is only possible because of the 

preceding context; taken alone, these passages would exclude 
a B natural. Compare the cadences of Agnus XVI with those 
of Agnus II. In the latter, B natural is impossible. 

These examples seem to set the limits to what can be done 
along this line of thought. One must be fairly skilled in writing 
to take such liberties. The procedure is dangerous and should 
be resorted to only as an exception and with full knowledge of the 
subject. 

§ 3. - MIXED THIRD AND SECOND GROUPS. 

As already stated and except in a few rare cases, the third group 
is, in point of fact, intimately connected with the second group. 

Nevertheless, as long as E has not been heard in the melody, 
this note should not figure in group II I as an integral part of any 
harmony used. It may, however, be introduced under the same 
conditions as B natural in group II, either as a note foreign to the 
harmony, or as a passing chord of the sixth, or as a major seventh. 

This discreet reminder of the principal tonality is very effective 
and is suggested by the Gregorian melody itself, which, as we have 
already pointed out, borrows in the same fleeting way from a 
neighbouring group. 

"* Introit Da pacem. lb. .. ,.._•...,.;;;: Nv 

Iv -.- r
~Da 

.J pa_1mD~' ~~rLI~ ~ ~ 
, I " Alleluia of the Ascension. lb. Kyrie. 

& -. 
l . . 
I~ I r I r r-'/(r-) r f' 'Ky_J_r):" 

J- d ..I-~ U,...", , I. J.~J- ~ J.~ l.,.j.. 

These examples show that G minor is the dominating harmonic 
colour in group III. 
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Apart from these cases, the elementary rules should be strictly 
adhered to '. In studying sixth modes, many of which make 
constant use of a flattened B, we shall see in what manner a final 
cadence should be treated when there is no E in the melody. 
We must bear in mind the fairly numerous cases of equivalence 
between cadences on F and cadences on G; in many such cases E 
would sound like a true leading note and almost like F sharp in 
an eighth mode. 

It will now be clear that B flat in the harmony of a second 
group (chord of G minor) is often impossible, because of the 
context, when coming from group I; whereas, in coming from 
group III, it may be used freely. 

When group II, with or without incursions into group I, clearly 
predominates, B flat may be used, but with circumspection, and the 
restrictions concerning its use should be remembered, especially 
with regard to the use of the triad on B flat, in root position. 

According to the melodic context, G in the melody will require 
sometimes the harmonic colour of G minor - the melodic E being 
treated as a foreign note with or without connection with group I II 
- sometimes that of C major. The importance given to the note 
and the general character of the melody will also have to be consi­
dered. \Vhen the G minor colour is to dominate, the melodic F 
may even be harmonized with the chord of the seventh G-B !7-D-F. 

, Indeed, in many cases, and without the note E appearing in the immediate 
melodic context, the ear does not hear an implied E flat - except in very rare 
cases - and is ready to accept a passing E natural in the harmony. Some­
times, when the third A-C (with B flat) is emphasized in the melody, especially 
when it is heard in conjunction with the note F, one gets a fairly definite 
impression that the pause on A presupposes F as the tonic, not of a 
seventh mode (which would imply the presence of E flat), but as the tonic 
of a sixth mode with E natural. 

Transposed a fourth lower into group II, equivalent melodic formulae 
might be harmonized with a passing B natural without this note having been 
heard in the melody (perhaps Sanctus and Agnus X), whereas, generally 
speaking, in the absence of the melodic B (flat or natura!), it is more normal 
to use B flat in the harmony (Introit Resurrexi). 

In order to be quite logical, we would have to concede that the same melodic 
formulae, transposed into group I, (the third B-D in conjunction with ~) 
admitted of a passing F sharp (by transposition). It is certainly a fact that In 
such a case (Kyrie XVI for example) F natural has an unpleasant ring; but 
this interesting question of equivalence between melodic formulae, with pauses 
on 13 natural, and those with pauses on E, or on A, (with obligatory B flat) 
calls for a more detailed study than is possible here. 

We beware of rash generalizations and adhere to the rules already given 
shOUld, moreover. In doubtful cases, however, 13, whether flat or natural, should 
be avoided in group II harmonies, as should also F in first group harmonies 
when these notes are neither present in the melody nor suggested (either 
directly or by comparison with similar passages). . 

Finally, it should not be forgotten that any note foreign to the group in 
which the melody moves should only be used as a passing note or in a passing 
harmony. 

N° 723. -10 
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§ 4. - TRANSITION FROM GROUP III TO GROUP I. 

The melody rarely passes from the third to the first group 
without sounding an E (group I I) which does away with the 
impression of B flat before B natural is heard; for example, in the 
introit: Statuit. Atfecit eum we are in group III, the B natural 
appears on sacerdotii. In such a case the two chords common 
to the third and first groups, F major and D minor, should be 
emphasized; the E may then be discreetly brought into the 
harmony before B natural appears in the melody:-

elc-

A curious case is that of an eighth mode cadence where the flat 
has been neither annulled by a B natural nor toned down by an E. 
There is every reason to believe that the flat is due to an error. 
The general character of eighth mode cadences certainly requires 
that the final chord shall be G major. It is best in this case to 
treat the B flat as a note foreign to the harmony and to intro­
duce E in the harmony, as in the following example: 

A_lIN 

~L~~r r l'
(~~.J~..J.I..J 

(B is here treated as a changing note). 
Before setting to work, the accompanist must, therefore, examine 

not only the immediate context, but the general atmosphere of a 
piece as well as normal cases of eighth mode cadences. 

Generally speaking, before chosing any harmonies, he should 
have analysed and interpreted the melody, have made it his own. 
so that his task becomes merely one of translation. 

There exists, then, an art of harmonic transitions in the accom­
paniment of the Chant. In many cases, it is the chords common 
to two groups to which preference should be given, so that a 
modulation in the melody should not be forestalled in the harmony 
nor the impression of the tonality which preceded the modulation 
unduly prolonged. 

§ 5. - THE FINAL CHORO IN THE THIRD AND FOURTH MODES. 

The final E in the third and fourth modes, belongs to the second 
group of modal cadences. We have already pointed out that for 

j 
other finals in this group, B natural in the liarnio'ny is unsuitable. 
Does the same apply to final E? The general economy of our 
system would seem to suggest that it does, but this is hardly 
a sufficient reason. 

Moreover, the proximity of an F in the melody to B natural in 
the chord of E minor need not in any way be musically unplea­(	 sant. For, as in this chord of repose B natural is stable, it has 
nothing which suggests the character of a leading note. And yet, 
the chord of E minor is not, in our opinion, suitable for a final chord 
of the third and fourth modes. .\ 

I It has been objected, in favour of this chord, that it was used 
,~, by the first contrapuntists to harmonize final E in these modes. 

But this proves nothing, for the theory has always been that E was 
f really the tonal and conclusive note; the whole point is to know 

whether Plainsong has actually been subject to this theory, 
whether the final note in these modes really gives a complete 
sense of repose. Besides, this chord of E minor, used by the first 
'contrapuntists, rapidly became major with G sharp, a chord which 
nobody, nowadays, would admit in Plainsong accompaniment. 
Certainly, a true mode of E constructed on the plagal scale B-E-B 
or on the scale E-B-E may be very beautiful; admirable use has, 
in fact, been made of it by modern composers; but, we would ask, 
is the Plainsong mode which we are studying a true mode of E? 

It has also been objected that a final note is conclusive and that 
discussion of its characteristics is therefore superfluous. We have 
here an a priori theory which is contradicted by the fact that there 
exists a mode of B natural, constructed, not 1, as has been some~ 
times stated, on a scale characterized by the melodic diminished 
fifth, but on a seventh mode scale in G, concluding on B, a third 
above its real and implied tonic. 

Nor would the very exclusiveness of the melodic B natural ­
which, as we shall see, is far from absolute - signify anything, 
if there are true tonics other than E. 

The solution is to be found in the study of the melodies them­
selves. The chord of E minor is compulsory, if, in the cadence 
formulae and in the general structure of the mode, we find E in 
conjunction with B, just as we find D with A in first and second 

)1 modes, F with C in fifth and sixth modes, G with D in seventh 
and eighth modes. The resting points of the scale would then be: 

4th 3rd

j i~ ~ . e 12 en I _ e 

, At least not in Plainsong. 
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I. Now, it is fairly obvious that the plagal scale of the fourth 
mode is not from B to B, for we do not come across a single case 
of a lower B natural. The melody rests constantly on lower C or 
on D, and most often on middle A. Nearly all fourth modes 
borrow the characteristic intervals of the first or sixth modes. 

As to the third mode, it moves entirely in the area of the 
eighth mode. The dominant B has been raised to C and is 
generally only a passing note; although in some pieces there are 
traces of the original dominant, middle G, and the C and D above 
it are the most prominent from a rhythmic point of view. 

I t is clear, therefore, that these modes are not constructed on E 
as others are constructed on D, F, or G. The harmony and espe­
cially the final harmony, which must synthesize the most characte­
ristic elements of the melody, should not, then, contain both 
E and B. 

2. If we turn to the Gradual (Vatican edition) and examine 
fourth modes, we find a great number, half at least, without a 
single B natural; although certain upper Cs were, without doubt, 
originally Bs, nevertheless, the piece as a whole covered ground 
peculiar to the first and the sixth modes. Many of these modes 
have a constant B flat, some of the flats may be errors but this 
does not prevent the real tonic being that of first modes (D) or of 
sixth modes (F) or of seventh modes (on lower C). Some, like 
Credo I, according to such an authority as Mr. M. Emmanuel, are 
transpositions of the mode of B or, at any rate, display all its cha­
racteristics. Especially is this true of those modes in which the 
melody remains in the lower part of the scale and does not rise 
above middle A (Cf. Sanetus and Agnus X). 

Pieces which make use of B natural modulate to the tonics A 
or C, or, as in some first and fifth modes already mentioned, simply 
pass over the B natural; quite often the flat reappears before 
bringing about the return of the principal tonic. The minor third 
D-F or the fifth D-A (first mode) and the fourth C-F (sixth mode) 
are the characteristic intervals of the fourth mode: see introit 
Resurre:ci, Gloria IV, etc., etc. Even in cases where B natural 
occurs frequently, or constantly, cadences on D or on F, and the 
intervals already mentioned, efface any impression of a B natural 
before the concluding note is sounded. Nothing, then, can justify 
the use of the chord of E minor; true, this chord would be most 
conclusive, it would indeed be too much so, for the melody,-resting 
as it does on D and on F as tonic notes, seems to pause rather 
than to conclude. Such is, according to the best Gregorian-scholars, 
the proper and peculiarly meditative character of this mode. 

3. In the third mode, B is almost constantly natural and we 
find secondary cadences on A (first mode), on B (fourth mode), 
on G (eighth mode); the reciting note (or dominant), which was 
originally B, is now, as in an eighth mode, C. In this scale, the 
B is most often merely a passing note. If we eliminate embel­
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lishments, most intonations make use of E, G or C (Pange lingua 
In nomine Jesu, etc., etc.). ' 

The C, therefore, and not the B should figure in the final 
harmony. 

It would seem also that before the final cadence the melody 
by the importance it gives to the fifth D-A and to the third F-A' 
by its secondary cadences on D or on F, and even by the occa~ 
sional introduction of B flat (Gradual: Tu es Deus), seeks to efface 
the impression made by the B natural. We hardly ever find 
B natural directly associated with E; in a cadence formula the B 
is rarely introduced, and has the character of a passing note. 

To synthesize the melody by harmonizing it with B and with E 
is to go counter to the melodic analysis which requires the 
harmonic synthesis of E, G and C, or of E and A (chords of C 
and of A minor). 

We admit that in certain cases the chord of E minor is possible 
just because the cadence formula includes both E and B natural I; 
it is, however, never obligatory; and, since in teaching we should 
aim at the general rule and not at the exception, the student will 
do best to reject the chord of E minor, which, though legitimate 
at times, is never absolutely necessary. 

4· Cases of equivalence are those which give strongest support 
to our point of view. Of formulae on E, the most important have 
their equivalent on B. Reference should be made to the list 
given above. The chord of B minor in the mode of B .is impos­
sible, because of F sharp. How could two essentially different 
harmonies be used for two identical formulae? Are not the 
cadences of Kyn'e II and Alleluia: yr. Cognoverunt similar in 
character to the cadences on B at in e:ceilsis of Sanetus 1 or of the 
last Kyrie in masses XV and XVIII? 

According to the context either the chord of A minor or the 
chord of C major should therefore be used. Except when the chord 
of C is clearly required, the chord of A minor should be preferred, 
as its fifth, the melodic E, is harmonically more directly related 
to its bass A than the third E is to its bass C in the chord of 
C major. 

We see, then, that a final cadence in third and fourth modes 
does not constitute an exception to the law of the second group. 

From what has been said it is clear that a third or fourth mode 
on A with B flat could not, for the same reasons, be harmonized 
with the chord of A minor. 

, Certain formulae such as: Tu Rex glOrz"tz Cltriste in the Te Deum, in 
which F is avoided, are only subsidiary resting points in first group and may 
well be harmonized with the first inversion of E minor a chord of movement. 
The case of well defined cadences is quite different. 
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CHAPTER III
 

Characteristics peculiar to each mode.
 

§ I~ - FIRST AND SECOND MODES. 

A. Fz'na! ciJdences. - a) The best succession of chords for 
these is the chord of C major followed by that of D minor ~ 

"
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And with embellishments I : 
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b) The chord of A minor, in root position, followed by that of 
D minor gives an impression of heaviness because of the movement 
in the bass. Nevertheless, for the formula: 

. j 

~ or: ~ 
1 

this succession of chords should be used in preference to that given jl
under a), which would have to be written: 

, In the last of these examples both the E and the F in the melody should 
be considered foreign to the harmony and only the preceding D an integral 
part of it; thus, the suspension in the tenor is correct. Cf. further on the 
harmonic formula given for seventh mode psalmody. 

iv 
I - ·~or:~"'·, , -. ­

~ 

The bass has to exchange notes with the melody so that conse­
cutive octaves between the extreme parts may be avoided. The 
process is, no doubt, perfectly correct but rather trite, and, instead 
of the chord of C major, the chord of A minor should be used even, 
when possible, with its seventh. Ex.: 

A __ _~ 
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c) G in the bass followed by D may serve the same purpose; 
the G carries a minor triad or a chord of the sixth (first inversion 
of the diminished fifth on E); but this latter chord is only possible 
when the general context allows for a B flat in the harmony. 
We have thus a succession of chords, which constitute what is 
called a p!aga! cadence of which the skeleton is : 
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This ascending leap in the bass by a melodic fifth is inclined 
to be heavy and it is generally better for the bass to double the 
tenor: 

~
 
Here are three more formulae in which the last chord but one 

is a chord of the sixth or a chord of the fifth and sixth. The first 
of the three is very valuable in cases where the G minor shade 
should be brought out. 

There is no trace here of the heaviness which we pointed out in 
previous examples and which was due to the bass in root position 
moving by a fifth or a fourth. 

d) On a bass that has already served as a pedal bass I we get 
other plagal cadences of which the harmonic skeleton is as follows: 

from which we get: 

B. First mode pieces are nearly always written on D. The simp­
lest case is that written in a single group and containing neither 
B natural nor B flat; it is by no means rare. When a B natural 
or a B flat appears, the modal rules already given should suffice. 
The same applies to the rare pieces with constant B natural. 

With B flat, a pedal bass on the tonic is sometimes very effective. 
Generally speaking, pieces in the first mode begin in group II. 

A few (Kyrie IV, Ave mans stella) begin in group I and end in 
group II. The B natural, which appears at the beginning, at once 

lJ!/ 

I
informs the accompanist of the group in which the melody is 
moving. . 

~ As exceptions, we find first mode pieces written in A (Passer). 
Here, the B flat takes the place of what would be E flat were the 
piece written with its normal final D. If, then, it is read a fifth 

i below the original seat, it must not be forgotten that E flat in 
I	 relation to A calls for the same careful handling as does B flat in 

relation to E (see below § 2. on transposition). 
C. Second mode pieces are most often written on D and quite 

often entirely in group II. When B, whether flat or natural, 
appears, the usual modal rules should be carefully observed. 

The appearance of B natural in the lower register in no way 
affects our principle. It often happens, moreover, that first and 
second modes overlap and form a kind of mixed mode. 

If written in A, these second mode pieces frequently have 
a B flat above the tonic, which takes the melody into group I I I 
(gradual: Requiem), the rules already given should be applied. 

§ 2. - THIRD AND FOURTH MODES. 

A) Final cadences. - I. As has already been said, the chord 
of A minor or that of C major should be used as final chord in 
these cadences. The best cadence here is the plagal cadence, 
i. e. the harmonic succession D minor, A minor; or F major, 
C major. We have thus: 

.,.., 

These examples show the way to overcome all practical diffi­ r 
culties. 

They should be transposed a fifth higher (to A) for final A. -r-The formulae mentioned under a) and b) should also be transposed 
a fourth higher for secondary cadences on G with B flat. 

J Otherwise these formulae would appear to be feminine cadences. 
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The formula marked (1), with a B natural foreign to the 
harmony, is only suitable if, in the melody, B has been constantly 
natural. 

.. (al a\ tb) (b) 
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(b) 

a) This is a mode of B transposed a fifth lower (such formulae 
require to be used with circumspection). 

b) Final R 

The melodic formula: , JJ~ 
has been given G major for its final chord. It should, however, 
be noticed that if the bass cOincides with the melodic G, harmoni­
cally the cadence is a feminine cadence. Such also is the character 
of the first example of the second line, given in the last quotation. 
Before using it, the accompanist should, therefore, make sure 
that this treatment is suitable for the melodic cadence under 
consideration. 

In some cases (the context will show when), the chord of 
A minor is to be preferred. The following is rightly harmonized 
with the fifth omitted in the chord of the seventh. 

It 

Je.J ro
__ i f 

~ 

-··r 

129 

The. harmony. of D minor might :llso b~ maintained with D 
,in the bass for G in. the melody. The G thus becomes an anti­
cipatory note or rather a kind of (tppoggiatura with implied 
resolution on F. 

When C major follows on F major, the harmony of F could 
also be maintained on the melodic G, but with some slight addi­
tional movement on the G, such as a change from root position 
to first inversion; the chord of C need not appear before the last 
note and, where necessary, a feminine harmonic cadence is thus 
avoided. The whole formula might equally well be built up on 
a previously sounded pedal bass. 

B) Third mode pieces have this peculiarity that they move in 
the area of an eighth mode. We find high C and sometimes D 
given the same importance, while B, vestige of the original 
dominant, is also slightly more emphasized. Secondary cadences 
occur on G, on A, and on R Descending frequently to lower D 
(Kyrie II), the melody passes into group II, making secondary 
cadences of a first mode type; these requireD minor, but, because 
they are not absolute cadences, the first inversion of this chord is 
generally the most suitable. 

As has already been said, the final cadence brings back the 
second modal group and, for reasons already given, the chord 
of E minor should not be used. The application of these modal 
rules during the course of a piece presents no difficulty. The 
fourth D-G, which occurs frequently in intonation formulae, 
cannot (on account of the proximity of F) be given the harmony 
of G major, in which the B would take on the character of a 
leading note, and the whole passage that of the modern key of 
C major. 

We could then have, for example: 

and not (a) 
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In (a) we have 

(b)	 the harmonic scheme: 
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In (b), the melodic G is an unresolved ninth; the note of 
resolution (F) is merely implied; the G, by indirect anticipation, 
belongs in reality to the following harmony. 

C) The fourth mode, in spite of certain features peculiar to it, 
covers the same ground as first and sixth modes, and has D or F 
as true tonic notes. 

Frequently, pieces in this mode do not rise above the note A 
(introIt, Resurri:d). With certain restrictions, to which attention 
has already been drawn, B flat may be considered obligatory. 
The context will show whether the harmonic colour of C major 
or that of G minor should be chosen. 

In pieces which rise to C without touching B (GlOria IV), we 
are led to believe, from certain manuscripts, that the C replaces 
an earlier B, which must have been natural, since it glided up 
towards C. This leaves our general principles unchanged. 
A purist would, of course, avoid B (flat or natural) in the harmony, 
although, in practice, we have to take the melody as we find it. 

In other pieces we find first a B flat then a B natural etc.; in 
such cases, the elementary modal group rules should be applied. 
A constant B natural will make A the predominating tonic note, 
but a cadence on E takes us inevitably into second group; the 
case is, however, a rare one, and may be said to form a kind of 
mixed third and fourth mode. 

The fourth mode, in B, has characteristics of its own. Most 
often, it borrows seventh mode formulae (in G) and concludes a 
third above its true tonic note. As a general rule, then, it is best 
to conclude on G major (see cadence formulae). 

Some modes, ending on E, with obligatory B flat, should be 
considered as transposed modes in B; they may be recognized 
by their frequent seventh mode cadences on lower C. The Palm 
Sunday gradual Te.nufsti is a case in point. It should be remem­
bered that a frequent and constant B flat is useful as a guide, but 
it often happens that several interpretations are possible. \Ve 
have already given suitable final formulae for such cases. 

Generally speaking, pauses on lower C, not only in a fourth 
mode, but also in first and second and in sixth modes, should be 
harmonized with the chord of C major and most often with the 
first inversion of this chord, since these pauses are merely second­
ary cadences; the chord of A minor is generally belied by the 
context and takes the ear by surprise. When this lower C comes 
in the full swing of the movement and does not give the feeling 
even of a provisional pause, the context may then suggest F major 
or A minor as suitable harmonies, especially for linking up with 
what follows. 

We shall see later, that in a seventh mode, pauses on the fifth 
above the tonic are frequent; the influence of the G is, however, 
so strong that its presence is felt, even when, because of the 
treble F, modal analysis takes us into group II; the D, in con­

sequence, should be harmonized with the chord of D minor. We 
have here a remarkable case of tonal s)'nthest"s, a fact which 
constitutes an exception to the rules which were based on the 
majority of cases (see below, our study of the seventh mode). 

In the same way, a fourth mode on E, which is a transposed 
mode on B and has, therefore, an obligatory B flat and C for 
tonic and is of a seventh mode type, may rest on G, the fifth of 
its tonic C, in spite of the melodic context, which takes us into 
third group. We find an example of this in Credo I. Here, although 
the tonic is not heard in the melody, the frequent pauses on G 
seem to suggest it. Although the semi-tone A-B flat should make 
the use of the triad on C impossible, because of the E natural 
(forbidden in group III), we may yet treat these pauses on G 
in the same manner as we treated pauses on D in a seventh mode, 
i. e. harmonize them with the chord of C major. It should be 
noticed that the stability of the E removes here all traces of its 
character of a leading note. The true nature of these pauses 
will be better recognized if the Credo is transposed a fifth higher 
with pauses on D. If the gradual, Tenufstz" is likewise read a fifth 
higher, its resemblance to a seventh mode will be made more 
striking. 

Our explanations will have shown that a cadence on G, in close 
proximity to a B flat, may be harmonized in three different 
manners: 

a) First and second mode type with G mz'nor,o this is the normal 
procedure in group III. 

b) Seventh mode type with C major; this is a case of tonal syn~ 

thesis. 
c) Eighth mode type with G major; in this case the cadence 

creates a modulation; the flat is purely accidental and probably 
an error and should be treated as a note foreign to the harmony. 

These principles will be found to leave considerable freedom 
in the interpretation of the melody. 

§ 3. - FIFTH AND SIXTH MODES. 

A) Cadences. - Two types of harmonic cadences are possible, 
each with a clearly defined use: the peifect cadence or sequence 

B flat - F in the bass; the plagal cadence or sequence B flat­
F in the bass. As in a first mode, a plagal cadence may be built 
up on a pedal bass: 

1. The perfect cadence. etc. 



II 

- 132 

etc.~. The pJasal cadence. 
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In the last examples of the two last lines, we find octaves by 
contrary motion between the extreme parts. These are allowable 
in free composition. 

The last four examples present great difficulty owing to the 
melodic B natural being followed by a torculus and punctum, a 
formula which can only be interpreted as a plagal cadence; the 
appearance of B flat in the harmony seems to create a " false rela­
tion". The melodic B natural should be treated as a note foreign to 
the harmony and the introduction of the B flat in the harmony 
delayed as long as possible, as in the last of the above examples. 
In this way, the formula torculus and punctum retains its normal 
rhythmic harmonic character, which makes the final bass cOIncide 
with the first note of the torculus (see Part II on feminine endings). 

I. The perfect cadence may be used when E natural has 
appeared in the melody and has not, up to the cadence, been 
followed by a subsequent B flat; its use is especially recommended 
when, in the cadence formula, the melody uses only B natural 
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and excludes B flat. Difficult cases, to which we have just drawn 
attention, must, of course, be considered apart. ' 

In perfect and even in plagal cadences, it is often better to 
make the bass double ,the tenoTnn the last chord but one (as in 
the first of the above examples); this sounds less heavy. 

The distribution of parts varies considerably, moreover, accord­
ing to the context. In some cases, a chord of the sixth or first 

tt.. _I inversion (with E in the bass) should be used for the last chord 
but one. 

Cadences, using the torculus and punctum, in which B natural 
immediately or almost immediately precedes the final formula, 
may be treated by the upward resolving appoggiatura or suspen­
sion of the second or, in other cases, by a downward resolving 
appoggiatura or suspension of the fourth (B flat). This is perhaps 
a better solution than the one given above for the same cases, -

iIV r---r r---f'---' i r i'-i 
I,,J---- .J. J 1'-....1. J 1-.... L J. ~ 

Downward resolving 'Upward resolving 
suspension suspension 
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2. When there is a B flat in the cadence formula and especially 
when B flat has been exclusively used throughout a piece, in 
a perfect cadence without an E natural in the melody, E natural 
in the harmony would take on the character of a leading no~e 
and would transform a Plainsong piece into a modern composition 

1\ in F major. True, Mass VIII, the antiphon 0 sacrum, etc., may 
resemble our modern major, but this resemblance should not be 
emphasized in the harmony. 

In all these cases it is best to use the plagal cadence and thus ., 
conform to elementary modal rules. Nor should we forget 
the curious equivalence between formulae in F (sixth mode) and 
formulae in G (eighth mode), which would seem to exclude E 
from the true harmony. 

As to sixth mode pieces, which contain neither B natural nor 
B flat, these may be given either cadence at will. It should be 
remembered, however, that an E, whether melodic or harmonic, 




