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PREFACE.

The present work is respectfully offered to the Catholic clergy and others concerned, as a hand­
book, containing a concise explanation of the Ecclesiastical Chant, and a selection of Gregorian melo­
dies used in the ordinary and occasional services of the Church. The original design of the com­
piler was to prepare for the press a little Manual containing only the Roman psalm-tones, with a
few additional pieces of chant, for the use of a particular ecclesiastical institution. He has been
induced to offer to the public the Manual in its present form, by the advice of Rt. Rev. Prelates,
and Rev. Clergymen, desirous of seeing such a book published, for the use of seminaries, clerical
choirs, and churches.

The necessity of some knowledge of chant, on the part of the ministers of the Church, is evi­
dent from the nature of their sacred functions, for the due performance of which, without such
knowledge, they cannot be said to be fully qualified; for, they will not be able to sing, as they
ought to do, their own part of the Liturgy, nor to regulate in an efficient manner the music of tho
churches over which they preside. Hence, the Council of Trent, speaking of the institution of
Seminaries, prescribes that the ecclesiastical chant should be taught in them, as an integral part of
clerical education: grammatices, cantus, aliarumque lonarum art i uni dis­
ciplinam disccnt. (Cap. 18, Scss. 23, de Rcford) And the Council of Rome, held in the year 1725,
enjoins the same: cantuni Grcgorianum (clcrici) addiscant. (Tit. 16, cap. 3.) A text­
book of Gregorian Chant, neither too diffuse, nor, on the other hand, too compendious, cannot
thcroforc but be a desideratum in every ecclesiastical institution : and it is hoped that, in the ab­
sence of any such book in our language, the present Manual will be found useful, at least, until a
better work of the kind is offered to the public.

The Manual of Roman Chant is compiled chiefly from the following authentic sources, viz: Tstitu-
zioni di Canto Fermo, da 0. Pcrnarclli, Saccrdote della Missions, Roma, 1844, a work highly es­
teemed in Rome, and from which we take the materials for Part I. of our Manual; and the cele­
brated Directorium Chori*  of Guidctti, the standard Roman choral book, from which the greater

* Tho Directorium Chori was first published at Rome, in 1582, subsequently in 1589, 1604, 1642, 1665, and finally in.
1737, to Bay nothing of editions published in other cities. The editions mode use of for ourJ/anuaZ, are those of 1642 and 1737,
Rome, principally the latter. All the pieces of chant contained in tne J/anual arc re-printed from the Directorium Chori,
except those otherwise marked.
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part of the chants contained in our Manual are reprinted. Moreover, we have borrowed much valu­
able matter from the Catholic Psalmist, Dublin, 1858, a work compiled mostly from Roman sources,
and in conformity with Roman usages, in the matter of ecclesiastical music.

The square notation has been adopted in this work, not from an absolute preference of it to the
modern notation, but because the Manual is intended chiefly for, the use of clergymen, ecclesiasti­
cal students, etc., who find the liturgical and choral books printed with the square notes, with which
they must consequently render themselves familiar. Great pains have been taken, however, by
means of the explanations throughout Part I., and the figures at the end of §H, ch. iv, Part III,
(see p. 108, et seq.,) to divest the plain-chant notation of the difficulties so commonly supposed to
be inseparable from it, and to render it easy, with a little practice, to singers accustomed only to
modern music.

A Supplement has been added to the Manual, with an especial view to the correct performance of
the Vesper Service, which it will be found to render comparatively easy.

Should the Manual be the means, with the blessing of God, of enhancing in some measure the
majesty and devotional effect of the public worship of the Catholic Church, the compiler will have
accomplished the end which he had alone in view in undertaking his labors.

Annapolis, March, 1860. J. H. C.



ADVERTISEMENT.

The present work is divided into three parts.
In Part I. is given a concise explanation of the Gregorian notation used in our days, of tho

musical intervals occurring in plain-chant, and of the structure and peculiarities of the Ecclesiasti­
cal Modes, or Tones.

Part II. gives the principal rules of Psalmody, and the genuine Roman melodics for the Psalms
and Canticles. The Magnificat is printed with full notation for each of the Eight Tones, rendering
it an easy matter to chant this sublime canticle according to the prescriptions of the Antiphonarium.

Part III. treats in detail of the manner of singing the Divine Office, viz : Vespers, Matins and
Mass, for which it also gives the regular chants, from the Dircctorium Chori of Guidctti.

Copious Appendices have been added, comprising chants pertaining to the ordinary services of
tho Church, but which may vary, e. g., the melodies of Hymns, Masses, etc., as also chants used
on extraordinary occasions, such as are the Tenebrce Offices, the Forty Hours' Exposition, Proces­
sions, Burials, Pontifical Functions, etc.,—the whole re-printed either from Guidetti, or from
other works of the kind sanctioned by Roman usage.





PART I.

A SHORT

GRAMMAR OF ROMAN CELANTT?

PRELIMINARY NOTIONS.

1.—Song, or Chant, in the most comprehensive sense of either word, is defined to be an
artificial modulation of the voice, l>y means of intervals expressive of different affections of the soul.

2.—The simultaneous and artificial union of different voices, not singing the same notes, pro­
duces what is called harmony, in the modern sense of the word.

3.—The expressions melody, and, in a more restricted sense, chant, indicate a pleasing succes­
sion of sounds, executed by one voice, or by many voices singing the same notes.

4.—A melody may have a rhythmical form, and be sung in a determined movement; or, it may
lack a rhythmical form, and be executed without a determined movement. In the former case, we
have what is called figured chant; in the latter, plain-song, or plain-chant.

5.—The chant with which our Manual is concerned, is a species of plain-song which the
Catholic Church uses in the public celebration of the Divine worship. It is based upon the ancient
Greek music, and was adopted and modified for the use of the Latin Church by Pope S. Gregory
the Great, whence it has obtained the name of Gregorian chant. It is also called Roman chant,
from its primitive institution at Rome, where it was always held in honor, and whence it was pro­
pagated throughout Christendom, by the exertions of the Sovereign Pontiffs. And as we profess
to give, in our Manual, the specific chant contained in the authorized choral books of Rome, wo
employ for the most part, in preference, the expression Roman Chant, or, as a synonym, plain-chant.

1 In this part of the work wo have aimed at the greatest possible brevity consistent with a clear explanation of the
most important points in the matter under consideration.

2



CHARACTERS USED IN ROMAN CHANT.

1. —We premise that the melodics of Roman chant, collectively taken, arc comprised within a
series of sixteen notes, or sounds, extending from the G of modern notation, on the first line of the
staff signed with the Bass clef, to A, on the second space of the staff with the G clef. Taken
singly, however, their extent of notes is considerably less. Thus, the greatest compass of Grego­
rian melodics is that of ten, or cloven notes; whilst ordinarily, they are comprised within a compass
varying from five to eight notes. It is scarcely necessary to add, that by compass we mean the
range, or extent from the lowest to the highest note of a melody.

2.—To represent the melodics resulting from the euphonious collocation of sounds, and thereby
enable the singer to execute them at sight, certain conventional characters are used, viz: Notes,
(also called Chords,') the Staff, and Clefs; of each of which, omitting, for brevity’s sake, the his­
tory of their invention and adoption, we shall now give a concise explanation.

§ I.—NOTES.

3.—Notes, or figures, so called, are used to represent sounds, and may be viewed in a twofold
light. A note may indicate a sound with reference to its duration in point of time, or, with refer­
ence to its gravity or acuteness—in other words, its pitch.

4.—Considered from the former point of view, the notes used in the actual Roman chant aro
three: the Long (^), the Breve (a), and the Semibreve ($); concerning.the relative value of which,
as indicative of different durations of time, the Dircctorium Chori teaches, that the Breve must be
sung in the time of one, the Semibreve in half that time, and the Long in the time of one and a
half. These proportions are, however, given as approximate only, and cannot always be rigidly
observed.

5.—The notes, whether Longs, Breves, or Semibreves, as representatives of sounds differing
in pitch, have received respectively the names Do, lie, Mi, Fa, Sol, La, Si,—an ascending series,
corresponding entirely to the modern scale C, D, E, F, G, A, B.1 They may be repeated, at plea­

1 The Germans use the letter 27, instead of B, which, with them, answers to our Bfiat.
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sure, above and below. Thus, to ascend higher than Si, a new series must be commenced, begin­
ning from Do, and ascending as before; and to descend below Do, a new scries must be commenced,
beginning with Si, and descending La, Sol, Fa, and so forth.

6.—These names, Do, Re, Mi, Fa, etc., are respectively given to the notes according to the?
position on the Staff, of which we shall now speak.

§11.—THE STAFF.

7.—The elevation or depression of the voice in singing is indicated by the notes being placed
on the higher or lower degrees of what is called the Staff, which, in the notation of Roman chant,
consists of four parallel lines. The notes arc placed on the lines, or between them,—also below the
lower line, and above the upper one; so that the staff contains nine degrees. The degrees are
always counted upward.

EXAMPLE.

The three degrees between the lines are called spaces ; the third degree is called the first
space, the fifth degree, the second space, and the seventh degree, the third space. The tenth
degree is called a legcr-line, and is sometimes added to avoid the transposition of the Clef, of which
hereafter. Sometimes, for the same reason, a leger-line is added below the first degree.

8.—When notes on the Staff follow each other in such order as not to omit, in their passage,
any of the lines or spaces, they are said to be by conjunctive degrees—in the opposite case, by dis­
junctive degrees.

PASSAGE BY CONJUNCTIVE DEGREES. PASSAGE BY DISJUNCTIVE DEGREES.

9.—A little sign, called the Guide (J), is used at the end of a staff, not to be sung, but to
indicate on what degree the next note is placed, and thus guard against a mistake in the passage of
the eye to the new staff. The Guide is also used immediately before the change and transposition
of the clefs, as will be explained in the next §.

10.—To mark the precise sense of the text, and to give the singers an opportunity to take
breath in the course of a chant, Fars, or Pauses, axe placed on the staff. The single bar indicates
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a pause for respiration. The double bar marks the end of the chant, or of a part of it, or separates
that which is to be sung by the chanters only, or by different choirs.

Chanter. Choir. Rcsp. End.

In o-d6-rcm unguento-rum tu-6rum cürrimus: a - dolcscentulm di-lc-xe-runt te nimis.

EXAMPLE.

11.—The short bars sometimes found on the staff, serve only to show the division of the words
of the text: they are, as being of no practical use, omitted in the best Roman choral books. We
employ them, however, in our Manual, throughout the Latin text, in the case of what may be called
recitative chants, (such as are, c. g. the Prayer, the Epistle, the Gospel, the Psalms, etc.,) to indi­
cate a slight pause for respiration.

§ in.—CLEFS.

12.—The sign which opens to us, as it were, the secret of notation, has received the apt name
of Clef, or key, from the Latin word clauis. The Clef is a character placed on the staff, to indicate
the name of a note after which the others arc to be determined.

13.—The clefs used at present in the notation of Roman chant arc four—two natural, and two
accidental, or derivative. The two former comprise the clef of Fa ( corresponding to the modern
Bass clef—and that of Do corresponding to the Tenor or C clef. The Fa clef, therefore, indi­
cates a note one semitone and three tones lower in pitch than that represented by the Do clef.

14.—The derivative, or accidental clefs comprise that of Do, derived from the Fa clef,
and that of Sol, derived from the natural Do clef. Each of these has the same form as its original
clef, with this addition, that they have, immediately after them, at the beginning of each staff, a
flap—the former, in the second space above it—the latter, in the space immediately below it.

15.—The clefs are severally placed on one of the lines (never in a space) of the staff; and
every note placed on the same line with the clef receives the name of the latter, i. c., Fa, Do, or
Sol, as the case may be. In other words, the line on which the def is placed receives a fixed
name, Fa, Do, or Sol, and thus furnishes a standard by which to ascertain the names, and conse­
quently the sounds, of all the notes of a given piece. Thus, we wish to sing, for instance, the
following melody:—

1 See 1T5T 2 and 3, cb. iii, of the present Part.

1
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We must first look at the clef, according to which, the second line is Fa. We then count down­
ward till we reach the first note, which we find to be Re. Counting upward from Re, the.next note
is found to be Sol, the next, La, the next, Si, and so on. Now. without the clef, wo could make
nothing out of this melody. The relative positions of the notes on the staff indicate,1 it is true, that
the second note is higher than the first, the third higher than the second, and the fourth higher
than any one of them, and so on of the rest;—but how much higher the second is than the first,
the third than the second, etc., is a mystery, until we discover what is the name and sound of the
first note, upon which the sounds of the others depend,—and this is determined by means of the
clef, in the manner we have explained above.

16.—The clef of Do natural may be placed on any one of the lines. The Fa clef is never
placed on the first, or lower line, and it is found but rarely on the upper line. The accidental Do
clef is placed chiefly on the second, and never on the fourth, or upper line. Finally, the clef of
Sol is found regularly on the second, third, and fourth lines.

17.—The clefs, then, in plain-chant, are not, as in modern music, fixed to a particular line
of the staff; the fact that in different melodics they are placed differently is accounted for by the
limited number of degrees on the staff, and the varying extent of notes in the different pieces of
chant. Nay, even in the same melody the clefs may be moved, at the pleasure of the composer,
from one line to another, according as the extent of notes requires. Thus, when there are not
degrees enough on the staff for the upper notes, the clef must be set down (but always on a line);
on the contrary, it must be raised, to gain degrees on which to place such lower notes as could not
otherwise be written on the staff. This is called transposing the clef, an example of which may be
seen in the Antiphon Salve Regina,- at the words Et Jcsum, where the note La could not be writ­
ten on the staff, as is evident, without the transposition of the clef from the second to the third line.
Sometimes, the change, or mixture of clefs is used,—that is, when, in the same melody, a modula­
tion occurs from the lower to the upper notes, or vice-versa, so as to encroach, as it were, upon the
sphere of the other clef, a change of clefs takes place, the effects of which continue until the melody
returns to the sphere of the former clef, which may then be resumed.

18.—It often happens, by reason of the mixture of clefs, that a note actually not lower (some­
times even higher) in pitch, is placed, on the staff, immediately after the introduction of a new
clef, some degrees lower, than the last note before the change, and vice-versa,—a surprise, for
singers unaccustomed to such a thing, against which the guide serves to guard them, by suggesting
in advance the position, according to the old clef, of the note upon which the change of clefs is
made. For an example of this, sec the chant Christus factus cst, etc.,1 2 3 in which, at the word illi,
the melody passes into the sphere of the Do clef, which then takes the place of the former clef of
Fa. The guide, after the word dedit, indicates the actual pitch of the note following, which has,
at first sight, the appearance of being lower than that preceding it, though in reality it has the
same sound.

1 For all we have hitherto seen. In IT IS, of the present §, however, we shall see that a note may sometimes be higher
on the staff than another, yet be lower in pitch, and vice-versa.

2 See || iv, § xi, ch. i, Part III.
3 See Appendix No. 3.



CHAPTER II.

THE SCALE.

1. .The Scale, or Gamut, is a progressive series of notes, or sounds, ascending or descending,
through, which the voice may pass, and, as it were, by so many steps, ascend or descend in other
words, become higher or lower in pitch.

2._ The Scale may be composed entirely of semitones, or partly of semitones and partly of whole
tones.1 A Scale of the former kind, i. c. in which the voice ascends or descends by semitones
uninterrupted by whole tones, is called chromatic, examples of which may be seen in any modern
hook of instructions in music.

3.__The Scale with which we arc at present concerned, is called diatonic, i. e., proceeding
chiefly by whole tones, and is a progressive scries of eight notes (the eighth being a repetition
of the first, but in a higher pitch,) in passing through which, whether ascending or descending,
the voice proceeds twice by semitones, and five times by whole tones.3 The following arc
examples: the mark s~x. shows the places of the semitones, all the other progressions being
whole tones.

ASCENDING. DESCENDING.

u■-------------------------------------------------------------------------- n
Do Be Mi Pa Sol La Si Do Do Si La Sol Fa Mi Re Do

Do Re Mi Fa Sol La Si Do Do Si La Sol Fa Mi Re Do

THE SAME SCALE WITH THE FA CLEF.

Do Re Mi Fa Sol La Si Do Do Si La Sol Fa Mi Re Do

THE SAME SCALE WITH THE SOL CLEF.

1 Wc pre-suppose, on the part of the student, at least a practical knowledge of the difference between tho tone and the
semitone. In fact, there are comparatively few who have so little ear for music as not to notice this distinction founded as
it is, in nature itself.

’The diatonic scale is identical with the interval called octave, or diapason, concerning the constitution of which by
fourths and fifth», see IT 30, ch. iv, of the present Part.

14
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4.__Besides the above diatonic Scale, that of Vo, there are five others used in plain-chant, each

starting from a different note, and consequently, having its semitones in different places relatively
to any of the other Scales,—a circumstance which gives to each its peculiar character. Thus, the
scale of Ke has its semitones, not, as that of Do has, between the third and fourth, and the seventh
and eighth notes, but between the second and third, and the sixth and seventh; and so on of the
other scales, as may be seen by the following table.

Re Mi Fa Sol La Si Do Re Re Do Si La Sol Fa Mi Rc

ASCENDING. DESCENDING.

Mi Fa Sol La Si Do Re Mi Mi Re Do Si La Sol Fa Mi

Fa Sol La Si Do Rc Mi Fa Fa Mi Re Do Si La Sol Fa

Sol La Si Do Re Mi Fa Sol Sol Fa Mi Re Do Si La Sol

La Si Do Re Mi Fa Sol La La Sol Fa Mi Rc Do Si La

5.—The scale serves to indicate the character and nature of a chant: for every melody is
comprised within, and takes its distinctive character from some scale, or progressive series of notes,
characterized by a fundamental note, (answering to what is called in modern language the key-note,')
and by the position of the tones and semitones relatively to this fundamental note. Thus, for
example, the well known Antiphon, Aspergcs me,' is a melody whose fundamental note, or, in the
language of plain-chant, final*  is Sol, and in which the semitones occur between the third and 

1 See || i, § i, ch. in, Part III.
2 In Gregorian chant, the fundamental note of a melody is that on which it regularly terminates—whence the name final.

The final, then, and not, in every case, the initial note, must bo taken as the starting point of the scale. In the so-called
play al modes, however, the scale starts and ascends from the fourth below the final. (See chap, v, 1HT 5 and 6.)
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fourth, and the sixth and seventh notes, counting upwards from that final. This Antiphon, is,
then, written in the fifth scale given above, that of Sol.

6.—The scale also affords to the learner an excellent means of exercising the voice, and of
familiarizing the car with the progressions constantly used in singing. For this reason, he should
make it his first care to sing the different scales properly, paying particular attention to fix in his
mind where he must sing whole tones, and where semitones, as also to retain in his ear the sound
he gave to the first note of the scale, so as to return, in descending, to the note from which he
started in ascending. It is by all means advisable, for those whose musical ear is defective, to
practise the scales, and other vocal exercises, at least in the beginning, with a piano-forte, organ,
or other instrument, (supposing it to be well in tune,) that they may learn to make the tones and
semitones with exactness,—a point on which everything depends in singing.

7.—Before proceeding to the consideration of the scale in its component parts, in other words,
of the Intervals, we must devote a chapter to the explanation of certain signs which occur accidentally
in Roman chant, affecting more or less the diatonic character of its melodies.
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CHAPTER III.

ACCIDENTALS.

1.—In the Diatonic Seales, as we have considered them thus far, the semitones, it will be seen
by examination, occur always and only between Jl/Z and Fa, and Si and Do. We must now
observe, that, under certain circumstances, the relations existing between the different notes of the
Seale are, for the sake of euphony, altered—tones, for instance, being changed into semitones, and
vice-versa. Thus, in some chants written, c. g., in the gamut of 7?c,’ (or, in the language of plain­
chant, belonging to the first tone*)  it is customary at certain passages, to change the progressions
(of whole tones) from La to Si, from Sol to La, and from Do to Re, into semitones, in order to
temper the harshness which would result from singing whole tones. Similar changes are made, for
the same reason, in melodies belonging to the other scales.

2.—These changes, as taking place only occasionally, and under certain circumstances, do not
essentially affect the diatonic character of the melodies in which they occur. They are indicated by
certain signs called accidentals, viz: the Flat (b),1 2 3 the Sharp (#),4 and the Natural (fl). The flat
lowers by a semitone the pitch of the note beforo which it stands. The sharp raises the note to
which it is prefixed, a semitone higher in pitch. The natural takes off the effect of a preceding flat
or sharp, restoring to the note before which it stands its natural sound. The use of the accidentals
is, according to the Roman practice, regulated as follows. After the rules for each accidental, wo
give a few examples by way of illustration.

POSITIONS OF THE FLAT.

3.—The flat is placed before Si only, and chiefly in the following four eases: First—To tem­
per the harshness of the tritonc, and false fifth, as will be explained in the next chapter.5 (See Ex.
1.) Second—When the melody docs not ascend, whether by conjunctive or by disjunctive degrees,
above Si, with La before and after it—and this applies chiefly to the first, second, and sixth tones. 

1 For instance, the Salve Jlcgina, |[ iv, § xi, chap, i, Part III.
2 See chap, v, of the present Part.
3 It is generally expressed in the choral books, at least, in the more recent and correct editions; and where it is not

expressed., it must be understood.
4 This accidental is rarely, or never expressed in the choral books. Even the moderate use of it which we advocate, ig

conformity with the Roman practice, is strongly opposed by some.
3 1T1F 18 and 21.

3 17
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(See Exs. 2 and 3.) Third—When the words are expressive of tenderness, or sadness—(as in Ex.
4.)  Lastly—When the natural clefs are changed into accidental, as has been already explained?
In this case the flat is not considered as an accidental—it affects, with a single exception, every Si
in the same piece of chant—in other words, every note placed in the same space with the flat, has,
unless affected by the natural*  (the exception above alluded to,) a semitone immediately below it,
and a whole tone immediately above it. Moreover, the degree in which the flat, used in this way,
is placed, changes its name from Si into Fa. The denominations of the other notes are, of course,
made to correspond—c. g., the degree below that in which the flat is placed, is called Mi, the next
degree below, Re, and so on of the rest. So that the principal effect of the derivative clefs is to
alter the nomenclature, and thereby indicate the difference between the essential, and the occasional,
or accidental use of the flat on Si. The flat on is essential, when the nature of the chant
demands it:1 * 3 4 it is accidental, when the nature of the chant does not allow the Si to be depressed,
except under peculiar circumstances—for instance, on account of the tntone, etc. In the former
case the derivative clefs are used, bringing with them, as we have seen, the alteration of the names
of the notes. In the latter case the natural clefs are used, and the names of the notes remain
the same, excepting that the note Si, when accidentally affected by the flat, changes its name into
Sa. Illustrations of the essential use of the flat may be seen in the Antiphons Alma Rcdcmptoris,'
and Regina Cocli;*  of its accidental use, in the following

EXAMPLES.

No. 1. At Burial of the Dead.

A - ve Ma-ri - - a.

No. 2. Ant. in Advent.

Ex-pe - eta. - ti - o Gcn-ti-um.

No. 3. Ant. in Advent. No. 4. Ant. Floly Saturday.

Do - lor mc-us.

1 Sec IT 11, ch. i, of the present Part.
5 See 5, of the present Chapter.
3 In the transposition of many pieces of chant, the flat becomes essential to the nature of the melody, an instance of

which is the Hymn Jesu Jlcdcmplor omnium, (Appendix No. 1,) transposed a fourth above its original scat. According to
the authors whom we follow, (Pernarelli, Bcrti, etc.,) the flat on Si is essential in the fifth and sixth tones. In conformity
with this principle, the note Si, in the conclusion of the fifth psalm-tone, must be flatted, which is the Roman practice.

4 Sec || i, § xi, Part I1L
6 gee || iii, ibid.
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POSITIONS OP THE SHARP.

4.—The sharp is placed, when the nature of the chant requires it, on Do, Fa, and Sol. It is
employed: First—In middle and final cadences, when Do is followed by Re, as is often the case
in the first and second tones; when Fa is followed by Sol, which is a common cadence of the eighth
tone; and when Sol has La before and after it, as frequently happens in the first, third, and fourth
tones. In the first case Do is sharped, in the second case, Fa, and in the third case, Sol. (See
Exs. 5 to 11, inclusively.) Second—To avoid the tritone1' -(as in Exs. 12 and 13.) Third—To
temper the false fifth"1—(as in Ex. 14.) Fourth, and finally—When the sentiment of the text
demands it, for the expression of greater sweetness or harshness.

EXAMPLES.

Mater mise-ri-cor-----di-re.

No. 5. Salve Regina.

Do - mine Jc-su.

No. 6. Offert. Req. Mass.

Sedc a dextris meis.

No. 7. 2d Psalm-tone.

No. 8. Mass of B. V. M. No. 9. Ilymn of B. V. M.

A-ve maris stel — la.

Sedc a dc-xtris meis.

No. 10. 3d Psalm-tone.

Dixit Dominus D6-mino mco.

No. 11. 4th Psalm-tone.

Et justus Do - minus.

No. 12. Ant. Vesp. of Nativ.

In o-do-rem unguento-rum tu-o-rum cur-ri-mus.

No. 13. Ant. Vesp. of Assump. B. V. M. No. 14. Ant. Holy Sat.

Caro me - - a.

1 See 5T 18, cb. iv. * See IT 21, ibid.
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POSITIONS OF TEE NATURAL.

5.—The natural is always supposed, (the nature of the chant so requiring,) except in the cases
where the flat or sharp is to be used, as mentioned in the two preceding It is expressed, at
least, it ought to be expressed: First—Before every note which is to be restored to its original
sound, after having been flatted or sharped immediately before—(as in Ex. 15.) Second—On the
Fa of the two accidental clefs, when it is followed by Sol, in a cadence—(as in Exs. 16, 17, and 18.)

EXAMPLES.

No. 15. Tract, Mass of Virgins.

Per quern u-mni-a fa-cta sunt.

No. 17. Credo

No. 16. Alma Rcdemptoris.

Quao per-----vi-a.

No. 18. At Solemn Mass

I............to.



CHAPTER IV.

INTERVALS.

1.—An interval is the distance, as to pitch, from one note to another, or, the effect of two
sounds compared together. The student must be careful to get a clear idea of this matter. Let
him sing, for instance, a single note, as Mi, Fa, or Sol, etc., and he has as yet but a sound, and
no interval. But let him sing two notes in succession, e. g., Mi, Fa, and a comparison between
them, in point of pitch, will immediately occur to him—he will notice that the latter note is a cer­
tain degree higher than the former. lie has, then, an interval, which in this case is nothing else
than this certain degree by which Fa is higher than Mi. If, now, he sings successively Fa and
Sol, he will find that the distance, as to pitch, is greater between these two notes than between Mi
and Fa. The interval, then, between Fa and Sol, is a different one from that between JZZ and
Fa. Again, the student, in singing successively, c. g., Mi and Sol, will have an interval differing
from cither of the two preceding—and so on throughout the whole of the scale. An interval, then,
is the relation existing, as to pitch, between two notes or sounds compared together. Thus, the
relation existing, e. g., between Mi and Fa, is that of a semitone; in other words, the interval
from AZZ to Fa is a semitone—or, Fa is a semitone higher than Mi.

2 —The knowledge, theoretical and practical, of the intervals, is of the highest importance to
the singer, forasmuch as they constitute the elements of the melodies of chant, every melody being
nothing but a scries of intervals, artificially and euphoniously arranged. We therefore bespeak the
careful attention of the student to this matter, as briefly explained in the present chapter.

3.—The notes of the scale may be considered in two ways—as being situated either on the
same degree, whether a line or a space, or on different degrees, conjunctive or disjunctive. In the
former case we have the unison ; in the latter, the different intervals, of which we shall now speak
in order.

UNISON.

4.—Two or more notes situated on the same degree of the staff constitute the unison, which
cannot, of course, be reckoned as an interval, there being between the notes composing it, no dis­
tance as to pitch, but all, on the contrary, having the same sound.

Unison. Unison. Unison.

21
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the same sound. This would bo effected by the use of the acci-

MINOR SEMITONE.

semitone, is an interval existing between two notes on the same6.—The minor, or chromatic
degree, one of which is affected by one of the accidentals.' Thus:

5.—The case may occur, however, in which two or more notes are found in the same space, or
on the same line, yet not having
dentals, as we shall now explain.

7.—The minor semitone is not used in the ecclesiastical chant; hence this brief notice of it
will suffice.

SECOND.

8.—The second, which is either minor or major, is an interval existing between every pair of
notes placed on conjunctive degrees. The following are examples:

9.—The minor second, or, simply, the semitone, is cither natural or artificial. The former
occurs between Mi and Fa, and Si and Do. The latter results from the use of the accidentals, and
occurs between La and Sa, Re and Do sharp, Sol and Fa sharp, and La and Sol sharp.

NATURAL.

1 See IT 2 of the preceding chapter.
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10.—The major second, or tone, is also cither natural or artificial. The natural tone occurs
between Do and De, Re and Mi, Fa and Sol, Sol and La, and La and Si; the artificial tone be­
tween Mi and Fa sharp, Si and Do sharp, and Do and Sa.

NATURAL.

ARTIFICIAL.

________________ ---- EFtT®----- —hn—■—n
—--------— -1 1 1

11.—To change the semitone into the tone the sharp is used, in ascending, and in descending,
the fiat; and contrariwise, when the tone is to be changed into the semitone. Thus:

S. into T. S. into T. T. Into S. T. into S.

12.—Although every note of the scale may be altered by the use of the accidentals, so as to
change tones into semitones, and vice-versa; yet we shall indicate only such alterations of this
kind as occur in the ecclesiastical chant.

THIRD.

13.—This interval is either minor or major.
14.—The formation of the minor third consists in the passage from one note to a third higher,

or a third lower, by means of a tone and a semitone, whether the tone come before the semitone, or
after it. Thus, from Re to Mi is a tone, and from Mi to Fa is a semitone; Fa, then, is a minor
third in respect of Re. Again: from Mi to Fa is a semitone, and from Fa to Sol is a tone; Sol is
therefore a minor third with regard to Mi. In the latter instance the semitone comes first; in the
former, the tone. This varying relative position of the tone and semitone is found in all the
intervals, commencing with the minor third, and excepting the major third, the tritone, and the
false fifth, and gives rise to their different species. The minor third, (with which we are at present
particularly concerned,) has its first natural species, (in which the semitone is above the tone,)
between Re and Fa, and La and Do; its second, (in which the semitone is below the tone,) be-
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tween Mi and Sol, and Si and Re. Its first artificial species, (resulting from the use of the
accidentals,) is found between Mi and Sol, when the intermediate Fa is sharped, and Sol and >Scz /
its second between Do and La, when the intermediate aSY is flatted, Si and Sol sharp, La and Fa
sharp, and Mi and Do sharp.

FIRST NATURAL SPECIES.

SECOND NATURAL SPECIES.

SECOND ARTIFICAL SPECIES.

15.—The major third is formed likewise by a passage from one note to a third higher, or a
third lower, but by means of two tones. From the fact that it admits no semitone, it has but one
species. The natural major third is found between Do and Mi, Fa and La, Sol and Si: the
artificial, between Re and Sa.

NATURAL.
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FOURTH.

16.—The fourth is either minor or major.
17.—The minor, or perfect fourth is formed by passing from one note to a fourth higher, or a

fourth lower, by means of two tones and a semitone. This semitone may occur above the two tones,
or between them, or below them; so that the perfect fourth has three natural species. The first is
found between Do, and Fa above, and Sol, and Do above; the second between Re, and Sol above,
and Da, and Re above; the third, between Jilt, and La above, and Si, and’JIIZ above.

18.—Tn continuing the formation of fourths, commencing from the different notes of the
scale, it will be seen that if we commence from Fa, and ascend a fourth above, i. e. to Si, or,
from Si, and descend to Fa, the fourth below, we have an interval including three whole tones in
immediate succession. This is called the major fourth, or tritone. It is not used in plain-chant,
(except perhaps, where the sense of the words requires the expression of harshness,) and must be
changed into the perfect fourth, which is done by flatting the Si—sometimes, by sharping the Fa,
as in the following examples?

Tritone.Tritone. Perfect Fourth.Perfect Fourth.

4
See, for farther illustrations, Ex. I, IT 3 of preceding chapter, and Exs. 12 and 13, IT 4, ibid.
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REPETITION OF SOL.

19.—There are two other methods of tempering the harshness of the tritone, viz: to repeat
one of the four notes, or to pause a little upon one of them. Thus:

REPETITION OF LA.

PAUSE ON SOL. PAUSE ON LA.

FIFTH.

20.—This interval is either minor or major.
21.—The minor, or false fifth is formed by a passage from Fa to the Si below, or from Si to

the Fa above, including two tones, with a semitone below, and a semitone above. Like the tritonc,
of which it may be considered the inversion, (for it occurs between the same notes, and Fa,
though in a different way,) it has but one species, and generally speaking, must be tempered, by
the flat, the sharp, repetitions, or pauses. Thus:

False Fifth. Perfect Fifth. Perfect Fifth.

REPETITIONS.

“ H___n___ r-___
_ ■ u ir “ B n E

22.—The major, or perfect fifth is formed by passing from one note to a fifth higher, or a fifth
lower, so as to include three tones and a semitone. This semitone may have four varying positions;
hence, the perfect fifth has as many different species, which are severally contained between Do,
and Sol above, and Sol, and 7?c above, both of the first species; Re, and La above, and La, and
Mi above, both of the second species; Mi, and Si above, third species; and Fa, and Do above
fourth species.
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FIRST SPECIES.

SECOND SPECIES.

FOURTH SPECIES.

SIXTH.

23.—The sixtJi is either minor or major. It is an interval of but rare occurrence in the
melodies of plain-chant.

24.—The minor sixth is formed by a passage from one note to a sixth above, or a sixth below,
including three tones and tico semitones. It has three species, contained respectively between La,
and Fa above, Si, and Sol above, and J/t, and Do above.

SECOND SPECIES.

FIRST SPECIES.
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FIRST SPECIES.
1.

K JH£

SECOND SPECIES.

JL

THIRD SPECIES.

£SL

25.—The major sixth is formed in the same way, except that it includes four (ones and one,
semitone. It has likewise three different species, occurring severally between Do, and La above,
J?c, and Si above, and Fa, and Re above.

3.

r

I

SEVENTH.
p , ...

26.—This interval is either minor or major, and like the sixth, it is used but rarely in
plain-chant.

27.—The minor seventh is formed by passing from one note to a seventh above, or a seventh
below, so as to include four tones and tico semitones. Its different species arc five in number, and
they occur between Sol, and Fa above, La, and Sol above, Si, and La above, Re, and Do above,
and Mi, and Re above.

/

)
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FOURTH SPECIES.

FIFTH SPECIES.

28.—The major seventh is formed in the same manner, excepting that it includes five tones
and a semitone. It has two species—the first, contained between Do, and Si above; the second,
between Fa, and Mi above.

FIRST SPECIES

SECOND SPECIES.

OCTAVE.

29.—The octave, or diapason is formed by a passage from one note to the eighth above, or the
eighth below, including five tones and two semitones. It has six different species, which are, in
fact, nothing else but the six diatonic scales which we have given, in the chapter which treats of
the Seale.1

30.—These six different species of the octave serve for the construction of the so-called
ecclesiastical modes, or tones, of which we shall speak in the next chapter. By way of preparation
for this matter, we will observe that the diapason, or octave, though containing in itself all the
various intervals which we have hitherto considered, is generally divided, as into the two principal
of its component parts, into its fourth and fifth—that is, it is regarded as being composed princi­
pally of a perfect fourth and perfect fifth, united in such a manner as to give an octave, or extent
of eight notes, one of the extreme notes of the fifth being borrowed to aid in the formation of the
fourth. Take the following for an example:

1 See 5T5T 3 and 4, ch. ii,.Part I.
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ASCENDING. DESCENDING.

1 23450787054321

Fourth. | Fourth.

1 2 3 4 3 2 1

Do Re Mi Fa Sol La Si Do Si La Sol Fa Mi Re Do
Fifth. Fifth.

In the above scale we have the perfect fifth, Do—Sol, to which is added the perfect fourth, Sol—
Do. The fifth note (Sol) is marked 1, above, because it is at the same time the first note of the
perfect fourth added to the fifth to complete an octave terminating in a note of the same name as that
with which it began. A similar analysis of the other diatonic scales will show the like constitution
by fourths and fifths in each of them. They will be found, however, to differ from each other in
species, on account of the different species of their component fourths and fifths; for, no one of
the six has the same fourth and fifth together as any one of the others. Thus, the second has the
same kind of fifth as the sixth, but not the same kind of fourth; again, the second has the samo
kind of fourth as the fifth, but not the same kind of fifth—and so on of the others.

31.—Finally, it is to be observed, that the fundamental note of the octave is always tho
lowest note, not of its fourth, but of its fifth, which occupies the lower part of the scale, or octave,
as we have hitherto considered it. The application of this principle will be seen in the next
chapter, in which we shall become acquainted with a different arrangement of the fourth and fifth
in the constitution of the octave.

32.—Having thus considered the construction of the different intervals used in plain-chant,
we now subjoin a few vocal exercises upon them, the diligent practice of which cannot fail to give
a facility of singing the intervals promptly and with exactness of intonation. The exercises
should be sung at first slowly, in order to train the car to the different intervals; afterwards, with
a degree of rapidity proportionable to the progress made.

EXERCISES ON THE INTERVALS.
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THIRDS.

FOURTHS.



32 A SHORT GRAMMAR OF ROMAN CHANT.



A SHORT GRAMMAR OF ROMAN CHANT. 33

ACCIDENTALS.

5



CHAPTER V.

TONES, OR MODES.

1.—We use the word tone in this place as signifying, not an interval,' such as occurs, e. g.,
between Pc and Mi, Fa and Sol, etc., but an aggregation of many melodies having the same char­
acter, from the fact of their being contained, more or less, within one and the same scale, or com­
pass of eight notes,1 2 3 and having certain cadences, or progressions in common, and a common so-
called final, and dominant. The final of a melody is analogous to what is called in modern music
the tonic, or hey-note. Every tone has a regular and invariable final for all the melodics it com­
prises:’ thus, all those of the first tone end on lie; those of the eighth tone, on Sol—and so on.
The dominant is the prevailing note, and the rcciting-note in the psalm-melody, of the tone.

2.—The tones, or, as they are also called, modes, are, according to the present Roman usage,
eight in number. They were modelled after the four modes principally in use before the time of
S. Gregory the Great, and which were severally called Dorian, Phrygian, Dydian, and Mixo-
lydian, according to the different countries to which they were peculiar. To these modes S. Gre­
gory (as is generally believed,) added four others, the Hypo-Dorian, Hypo-Phrygian, Hypto-
Lydian, Hypo-Mixdlydian, which arc also called plagal, i. c., dependent, secondary, as having been
admitted after, and made in imitation of, the four originally in use, which arc called authentic, or
principal.

3.—In order to explain the construction of the tones, or modes of plain-chant, we must pre­
mise that each of them, whether authentic or plagal, is composed, as of its essential elements, of a
fundamental note, or final, having a perfect fifth above it, and a perfect fourth in addition to that
fifth, making in all an octave, or extent of eight notes, as we have explained in the preceding
chapter.4 With regard to those fourths and fifths it is to be observed, that, besides the fact of their
differing5 6 in species in the different tones, (and thereby producing a different kind of octave for
each,) their relative position also varies, i. c., in some tones the fourth is above the fifth, in others 

1 See 5T10, ch. iv, Part I.
2 See 5, ch. ii, ibid.
3 The conclusions of some psalm-melodics form an exception to the general rule. Thus, in the first tone the first con­

clusion terminates on Fa, the second on Sol, the fourth on La, and so on. (See Intonations of the Psalms, Part II ch. i
§ ii, || i.) There are a very few other exceptions, c. g., the Antiphon Aos qui vivimua, (see IT 16 of the present chapter,)
the Kyrie of Doubles, etc.

< IT 30.
6 That is, not disjunctively, but conjunctively taken, as explained in the latter part of V 30 of the preceding chapter.

°34
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it ig below it, in which latter case the fifth, differently from the first case, occupies the upper part
of the octave, or scale.

4.—The eight tones, then, arc severally constructed as follows: The/rs^ tone (authentic) has
for its scale that of Re. Its final is Tic, having above it a perfect fifth of the second species, (2?c,
3Zt, Fa, Sol, La,) to which is added above (commencing with the upper note of the fifth,) a per­
fect fourth of the second species, (La, Si, Do, Re,') making the octave (from the lower to the
upper Tic) within which the melodies of the first tone arc more or less comprised. Finally, the
dominant of this tone is La.

1 2 3 4 3 2 1 Dom. Fin.

12345 5 4 321
Be La Re La Re

SCALE OF THE FIRST TONE. (DORIAN, AUTHENTIC.)

5.—The second tone is the plagcd of the first, which it resembles, in having the same scale as
to its essential elements. For, it has the same final (Re) as its authentic, consequently the same
species of fifth above the final. It has, too, the same fourth, only taken from above the fifth, and
set down an octave lower in pitch, making the compass, or scale of the second tone to extend from
La, a fourth below the final, to La, a fifth above it. This is illustrated by the following figure,
from which, too, it will be seen that the second tone further differs from the first in having Fa for
its dominant.

SCALE OF THE SECOND TONE. (HYPO-DORIAN, PLAGAL.)

12 3 4 5 4 3 2 1 Dom. Fin.

-fig- 0__?__ - _ ---- —__ ■ — m_____
1
—"a --------- —S3— H B --------- o—hEJ n

1 2

La
3 4

Re La
4 3 2

■ '
1

Fa Re

G.—The mode of construction given for tho first tone answers, mutatis mutandis, for the other
authentic tones (the third, fifth, and seventh)—that is, every authentic tone has its fourth above its
fifth, of what species soever each may be. Similarly, the remaining plagcd tones (tho fourth,
sixth, and eighth) are respectively constructed like the second tone, relatively to the authentica
from which they are severally derived. In other words, every plagal tone has the same final, and
the same species of fourth and fifth as its authentic; or, as we might say in the language of modern
music, it is in the same key as its authentic. Only, in consequence of the transposition of the
fourth, as explained in the preceding paragraph, the compass of plagal melodics is different from
that of authentic melodies—not, indeed, numerically, but in point of pitch; for, the former do not
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ascend, as authentic melodics may do, to the octave above the fined, and, on the other hand, they
may descend, which authentic melodies do not, to the fourth below the fined; so that every plagal
final is in the middle of the scale, instead of being at the bottom of it, as is the case with authentic
finals. Moreover, in every pair of tones standing to each other in the relation of authentic and
plagal, the dominants are different.

7.—We proceed to illustrate the construction and nature of the remaining tones by the follow­
ing figures, which will be easily understood after what has been said.

1 2 3 4 3 2 1 Dom. Fin.

12345 54321

SCALE OF THE THIRD TONE. (PHRYGIAN, AUTHENTIC.)

Mi Si Mi Do Mi

La Mi

Dom.
—C

SCALE OF THE FOURTH TONE. (HYPO-PHRYGIAN, PLAGAL OF THE THIRD.)

(LYDIAN, AUTHENTIC.)

Dom.

SCALE OF THE FIFTH TONE.

SCALE OF THE SIXTH TONE. (HYPO-LYDIAN, PLAGAL OF THE FIFTH.)

12345 4 321 Dom. Fin.

Do Fa Do La Fa

1 2 3 4 3 2 1 Dom. Fin.

12345 54321

SCALE OF THE SEVENTH TONE. (MIXOLYDIAN, AUTHENTIC.)

Sol Re Sol Ro Sol
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123454321 Dom. Fin.

1 2 3. 4 4 3 2 1

SCALE OF THE EIGHTH TONE. (HYPO-MIXOLYDIAN, PLAGAL OF THE SEVENTH.)

Re Sol Re Do Sol

8.—The ordinary compass of each mode, or tone, is that of eight notes, as is seen by the above
figures. But we must observe, first—that a melody may (in fact, the greater part of the melodics
of plain-chant do,) fall short of this full extent; in which case the tone to which it belongs is called
imperfect; otherwise, it is called perfect. An authentic tone, then, is perfect, when the melody
reaches the octave above its final; otherwise it is imperfect. Similarly a plagal tone is perfect,
when the melody ascends to the fifth or sixth above, and descends to the fourth below, its final;
and it is imperfect, when the melody docs not descend to the fourth below the final. Examples of
the above are the following: perfect authentic, the Antiphon Asperges mef imperfect authentic,
the Antiphon Nos qui vivimusf perfect plagal, the Antiphon Adorna thalamuni;1 2 3 * imperfect plagal,
the Antiphon Lumen ad revelationemf etc.

9.—It is to be observed, secondly—that a melody often exceeds the octave, or regular compass
of the tone to which it belongs. This excess may be that of one, or more notes, and it may occur
cither in the upper, or lower part, or in both the upper and lower parts, of the scale. Thus, e. g.,
in the first tone, one melody may descend to Do, a tone below its final, another to La, a fourth below
its final, whilst a third may ascend to AH, or even Fa, above the octave of the final—and so on of
other tones.5 * In such case of a melody exceeding its scale, the tone is said to be either mixed, or
commixed, according as the melody, by such excess, participates in the character of a collateral, or
relative tone,0 or of a tone not related to it.7 8 Thus, it not unfrequently happens, that an authentic
melody descends to the third or fourth below its final, so as to have somewhat of the character of its rel­
ative plagal tone; or, vice-versa, that a plagal melody ascends to the seventh or eighth above its final,
thereby partaking of the character of its relative authentic. In the former case, (an instance of which
is the Salve Regina*  at the words Et Jesum,') we have an authentic tone mixed (with its plagal); in the
latter, (exemplified in the Rcsponsory Libera me,9 at the Burial of the Dead,) a plagal tone mixed 

1 See || i, § i, ch. iii, Part III.
2 See T 1G, of the present chapter.
3 See Appendix No. 5.

Ibid.
5 See examples throughout the choral books, and in many of the melodies contained in this work.
0 Two tones arc collateral, or relative to each other, when both have the same final—in other words, when one is an

authentic tone, and the othor its plagal. Thus, the first and second tones are collateral, so the third and fourth, etc.
7 Non-relation exists between a tone and every other not having the same final.
8 || iv, § xi, ch. i, Part III.
3 See Appendix No. C.
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(with its authentic).1 Again, wc sometimes find in a melody belonging to a certain tone, the pecu­
liarities of some other tone not related to it. This is called the commixture of tones, e. g., of the first
with the third, the fourth with the second, the eighth with the sixth, etc.

10.—Finally, a tone is regular or irregular, according to its final. The regular finals, as will
be seen from the figures given above1 2 in illustration of the scales of the eight tones, arc four in
number: 7?c, for the first and second tones; J/7, for the third and fourth; Fa, for the fifth and
sixth; and SW, for the seventh and eighth. But we occasionally find chants with finals differing
from any of the above, and such arc called irregular. This is explained as follows: Besides the
principal ancient modes, i. c., the Dorian, Phrygian, Lydian, and Mixolydian, two others were
in vogue in some parts, the JEolian, and the Ionian, the former having for its final, La, the latter
Do. Each of these tones was divided into authentic and plagal, according as the fourth of its scale
was above the fifth, or below it, as has been already explained.

11.—The following are the scales of these four additional tones. It will be seen that they are
similar in construction to the other tones, being comprised within an octave, composed of a perfect
fifth and perfect fourth. They are, then, so far, regular; but irregular, in having finals severally
differing from any of those of the so-called eight tones.

SCALE OF THE ANCIENT NINTH TONE. (JEOLIAN, AUTHENTIC.)

1 2 3 4 3
s—  h

2 1 Dom. Fin.

-----------—---- n—e —a--------- r------ --- S--- H-------------------- —ea—
s__ q—EL a_ -------- H n « -n - -----------H

1 2 3 4 5 5 4 3 2 1
La Mi La Mi La

1 23454321 Dom. Fin.

Mi La Mi Do La

SCALE OF THE ANCIENT TENTH TONE. (IIYPO-.EOLIAN, PLAGAL OF THE NINTH.)

Do Sol

SCALE OF THE ANCIENT ELEVENTH TONE. (IONIAN, AUTHENTIC.)

1 The mixture of an authentic tone with its plagal, or, vice-versa, of a plagal with its authentic, is either perfect or
imperfect. It is perfect, when the melody reaches from the fourth below the final to the octave above the final. It is (simply)
imperfect, when the melody, though descending to the fourth below the final, does not touch the octave above it; or, contrari­
wise, though ascending to the octave above the final, does not touch the fourth below it. It is doubly imperfect, when
the melody reaches neither the octave above, nor the fourth below, the final. Of the two examples given above the Salve
Regina is a case of perfect mixture, the Libera me, of doubly imperfect.

2 TT1T 4, 5, and 7, of present chapter.
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123454321 Dom. Fin.

1234 4321

SCALE OF THE ANCIENT TWELFTH TONE. (HYPO IONIAN, PLAGAL OP THE ELEVENTH.)

Sol Do Sol Mi Do

12.—An example of the AEdlian mode is the melody for the Psalm In exitu, sung at Vespers
of the Sunday Office.1

13.—The Ilypo-IEolian tone is exemplified in such Graduals    as terminate in La, (the Gra­1234
dual Requiem, of the Mass for the Dead, is an instance,) and in the Antiphon Here dies,2 sung
during Eastcr-weck.

14.—The following is an example of the authentic Ionian mode. It is taken from the Gra­
duate Romanum edited under Paul V.

Sanctus of the Mass for Semi-Doubles.

San-ctus, San - ctus, San - ctus, Do-mi-nus De-us sa--------- ba-oth! Ple-ni

sunt coc - - li et tcr-ra glo-ri-a tu - a. Ho - san--------- na in ex - cel - sis.

15.—The Hypo-Ionian mode is illustrated by the Antiphon Ave Regina, which, although at
present generally written in the scale of the sixth regular tone,*  was originally composed in the
twelfth mode, then in use. Thus:

Re- gi - na coc - lo - - rum, etc.

16.—Finally, a solitary instance of a chant with the final, Re, one note above the Do clef, is
the Antiphon Nos qui vivimus,*  belonging to the Psalm In exitu, already mentioned.

1 See Ninth Tone, || i, § ii, ch. i, Part II. The version first given represents the irregular final. The second version
is an instance of transposition, of which we shall speak further on.

8 The Gradual is a chant of the Mass, occurring between the Epistle and Gospel.
3 See Appendix No. 1.
4 See || ii, § xi, ch. i, Part III.
6 It baa long been a subject of dispute, to what tone this Antiphon belongs. The most probable opinion, however, is

that it is of the seventh tone, as it has the fifth, Sol—Re, surmounted by the fourth, Re—Sol, the upper òo’ being contain xl
in the scale, though not in the melody. In some choral books this Antiphon is set with the Fa clef, changing its final f- o;n
Rc to Sol.
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Nos qui vi - vi-mus be-ne-di-ci-mus Do-mi-no.

17.—Tho greater part of the irregular tones have lost their irregularity, so to speak, their
finals having been changed, by means of transposition. To transpose a tone is to remove it from
its proper seat, in other words, to take it out of its original scale or octave, and place it in another
of the same species, thereby changing its pitch, but not its distinctive character. It will be seen.
that no two of the twelve tones have a scale precisely the same, i. e., composed of the same kind of
fourth and fifth, conjunctively taken. There exists, however, an analogy between some of them.
Thus, the first tone is analogous to the ninth: both have the same species of fifth, which, in both,
occupies the lower part of the scale. Again, the second and tenth tones resemble each other in
having the same species of fifth, above the fourth; the fifth and eleventh, in having the same
species of fourth, above the fifth; and the sixth and twelfth, in having the same species of fourth,
below the fifth. But either the fourths, or the fifths, differ in each pair of analogous tones. Now,
in the course of tunc, as grave authors assure us, the fiat came, by an abuse, to be employed on
the Si of the first, second, fifth, and sixth tones, not only to avoid the tritone, but as if essential to
the nature of these several tones. The consequence was, that the difference of fourth, or fifth,
as the case might be, no longer existed, and the first, second, fifth, and sixth tones became
respectively identical in construction with the ninth, tenth, eleventh, and twelfth. Thus, in the
first and ninth tones the fourths became identical in species, the fifths being so already; and the
same took place in the case of the second and tenth tones. Again, in the fifth and eleventh tones
the fifths became identical in species, the fourths being so already; and the same may be said
of the sixth and eleventh tones. Hence, only eight tones were counted, the ninth, tenth, eleventh,
and twelfth being considered as severally the same with the first, second, fifth, and sixth, only
differing in pitch, i. e., transposed a fifth higher. This is illustrated by the following figures. The
guide, at the end of No. 1 of a pair of parallel modes, indicates the note on which mode No. 2 of
the same pair commences, thereby showing the difference between the two in point of pitch.
Observe the identity of fourth and fifth in each pair of parallel modes.

FIRST TONE, WITH THE FLAT.

No. 1.
Be Fourth.

3d Species.

■ !)■ ■ -

-1— |___* "* ________

Fifth.
2d Species.

tzi—ll
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ANCIENT NINTH TONE.








































































































































































































































































































































































































